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ABSTRACT 

 

This ethnographic research explores the nature of one contemporary community 

fiber art guild. My nine-month participation within this distinctive art world guided my 

major research question: �What is and has been the nature of women�s experience within 

Arts, Etc., as a distinctive arts community?". To answer this question, I relied upon 

interviews, field experiences, and document review.  

The personal experiences of the six informants, in life and learning settings, 

determined the nature of their interactions within the guild. How they defined community 

was contingent on the introspection of their own personal narratives and resulting, self- 

identities. The reviewed literature and methodology emphasizes women�s subjective 

voice, social construction of knowledge, and interpersonal languages.   

Emergent findings contribute to current research on community-based art 

education (CBAE), historical trends within feminism, and feminist and existentialist art 

therapeutic models. The concepts of feminist aesthetic criticism and narratives are also 

explored in relation to informants� art work and personal histories. The findings suggest 

that women�s artworlds can be based solely on an affinity for the art form, not political or 

social ideologies. Additionally, informal fiber art activities in family settings comprise 

significant learning experiences that re-emerge later in adulthood and influence preferred 

didactic styles.       
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CHAPTER 1 

INTRODUCTION 

 

           The nomenclature of fiber art and fiber artist has endured successive permutations 

over the past three decades. So-called fine artists, who work in the media of fiber, often 

criticize and reject such labels based upon antiquated perceptions of fiber art as a lesser, 

feminized art form. Yet, strict interpretation suggests that fiber art can be simply defined 

as fibrous work. As exemplified by the work of pioneer artists, Magdalena Abakanowicz 

and Eva Hesse, media and form may range from paper, to metals, clay polymers, and 

textiles. Though negotiations of meaning still continue, fiber�s recent renewed popularity 

cannot be overlooked by even the most discerning of high arts institutions. For women 

artists, what makes this medium so alluring is not only its versatility of form, but on a 

more subversive level, its contribution to our conscious understanding of gendered 

aesthetics and gendered learning (Parker, 1984; Jeffries, 2001; Wiens, 1997). 

          My passion for fiber arts developed in my early childhood and adolescence initially 

through an innate love for sewing and design and later, a devout appreciation for 

women�s creative experiences and art forms. Raised by my single, working parent, my 

mother�s museums offered extensive after-school and summer-school programs that for 

her benefit, kept me physically engaged, but also provided me with diverse experiences 

in a wide range of arts media. As her board meetings lasted late in the evening hours, I 

rummaged through swatches of Carolina and East African textiles, combining them with 

an endless palette of other variegated art supplies. Her museums over the past three 

decades instilled a deep reverence for diverse and hybridized aesthetics, ranging from 

African and American folk art to architectural preservation, and currently botanical 

gardens with environmental design components. Art production, for me as both artist and 

educator, evolved into an intricate network of varied media and experimental styles.   

Later in the university setting, I became acutely aware of how impoverished our 

traditional Western aesthetic canon is. As Broude and Garrard (1982), Chadwick (1990), 

and Parker and Pollock (1981, 1987) maintained, a de-facto system exists that 

discriminates and devalues the contributions of women artists. In my young twenties, as a 

student of art history and a printmaker, I began to look to women�s art as a source of 
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semiotic knowledge and strength, a form of communication that would connect my 

personal experiences to the lives of other women artists within my community. The 

construction of our personal identity and narrative, particularly as artists and arts 

educators, is intimately linked to how we define our subjective communities and the 

precedence we set on continued propagation of inscribed, and often tacit, community 

values (Congdon, Blandy, & Bolin, 2001; Ulbricht, 2005).  

 Fearing the extinction of women�s connections with other generations of women 

artists and educators, I initiated a series of interconnected studies that sought to decode 

not only the nature of women�s communal learning experiences, but more significantly, 

uncover the key to their survival. Earlier phases of my doctoral research explored 

concepts of space and women�s built environments as intimately linked to women�s 

creative drive. Later they evolved into my own ethnographic immersions into women�s 

fiber art guilds, exploring processes of gendered, social learning.   

Community fiber guilds still allow me to participate and conjoin within ongoing 

artistic traditions. I feel an intrinsic connection to my childhood and the preceding 

generations of women in my family who shared an affinity for textiles and design and an 

insatiable need to create. My decision to pursue this research was fueled by my need to 

learn and understand through processes of active creation, dialogues of interiority and 

exteriority. Additionally, my intent was to proactively collaborate with other women in 

redefining and fortifying the meaning inherent to contemporary women�s fiber arts 

communities.   

                                           Statement of the Problem 

The term fiber arts came into popular use around the early- to mid-1970s, and for 

at least a decade, Britain and Australia adopted the equivalent verbiage, art textiles 

(Hemmings, 2005). The terminology evolved as a response to the general lack of respect 

given to art products created with natural materials, labeled as craft. Yet, craft, in its most 

basic essence, denotes skill in planning, executing, and making, which all fine artists, 

regardless of their background and training, must abide by (Fariello, 2004). Adding to 

this debate over semantics is the increasing use of mixed fibrous media, inclusive of 

glass, wood, ceramics, and metals.  
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The term surface design implies a hybridization of technique and media 

manipulation ranging from basketry, to batik, clay polymer, felt-making, beading, 

spinning, and sewing, among many others. For artists of more radical, feminist or 

ecological orientations, fibrous media could include commercially produced materials 

such as candy wrappers, duct-tape, or plastics or organic materials such as tree bark and 

silk (Hemmings, 2005). Fiber, in its more sculptural form, exists purely for our visual and 

decorative pleasure and/or for its underlying political commentary. Following such logic, 

if artists use only fabric remnants or textiles in their production, yet the art work has no 

overt functional utility, the question of label or genre arises. Over the past few decades, 

terms such as surface design and art quilt entered into mainstream usage, as they referred 

to these hybrid art forms that crossed form and content boundaries.  

Ideally the craftsmanship innate to the art object and its enhancement to our 

everyday lives should supersede more trivial issues of nomenclature (Fariello, 2003). Yet 

within contemporary fiber circles the debate rages on, as the inscribed politics and 

prejudices remain: Women who refer to themselves as fiber artists are traditionally 

denied access to formalized arts institutions (Parker &Pollock, 1981; 1987), and as a 

consequence often lack the economic resources needed to become fully independent 

artists (Basa, 1993). Thus, the language we use to describe creative processes and art 

forms is more powerful than one might assume, as these labels govern the evaluation of 

high versus low art (Jeffries, 2004).        

  I wondered how a contemporary collective of women artists who create what is 

now lumped into the genre known as surface design define themselves among higher art 

regimes without jeopardizing their integrity and marketability within more commercial 

arts scenes. Surface design presents the most compelling case study to explore these 

issues because as an art media, surface design crosses boundaries between high arts 

(example: painting and sculpture) and craft. Knowing that the exchange of women�s 

histories is critical to the establishment of women�s artworlds and aesthetic traditions 

(Sandell & Collins, 1997), I questioned how these women artists perceive themselves 

within the larger scope of the fine arts.   

My questioning resulted in the selection of one regional fiber artist community 

who practice intricate and process-laden combinations of weaving, felting, quilting, 
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beading, and fabric dyeing: ArtsEtc. These women maintain a close-knit forum that offers 

technical workshops, exhibition access, and a stable studio space in downtown New 

Smyrna Beach, Florida. This artists� community has grown substantially over the past 

few years, and as a social phenomenon, this distinctive artworld continues to dramatically 

diversify and regenerate. Because surface design has become such a strong force within 

the artworld of contemporary fiber design, my intent in this research is to reveal why its 

survival is critical for new generations of women artists, academics, and younger student-

learners.     

      Research Questions 

This study will attempt to answer the following question: What is and has been 

the nature of women�s experiences within ArtsEtc, as a distinctive arts community?  This 

research offers an in-depth exploration of the types of learning and experiences existent 

in this community, but also provides personalized historical overviews to contextually 

situate this robust women�s arts community. Final analysis considers whether members� 

experiences, both subjective and objective, fit within a feminist agenda. The review of 

literature outlines my theoretical framework and provides the following three 

comparative models to better conceptualize women�s arts communities: feminist 

communitarianism, women�s artworlds, and feminist and existentialist approaches in art 

therapy. The review guides my supporting questions:  

1. What is the narrative behind surface design: how has this complex network of 

art media evolved and changed since the 1970s according to ArtsEtc members 

and arts literature? 

2. What is the underlying history and internal, organizational structure of 

ArtsEtc? 

3. How and what do participants learn and experience within these communal  

      aesthetic spaces? 

4. What qualities characterize the type of communication and mentoring styles in 

this all-women learning environment? 

5. When asked, how do participants respond to the concept of a gendered 

learning environment or community, and is this separatist learning 

environment beneficial?  



 

 

 

5 
  

.    6.   How do these artists, working within a traditionally feminized art form,   

            react to the media�s historical denigration and stereotypes?   

 7.   Do generational differences affect perceptions of the media, as well as   

       individual teaching and learning styles.   

8. How does the guild function within the established realm of the larger 

Artworld? 

9. What are the implications for art education? 

Purpose of the Study 

 The purpose of this study is to illuminate the voices and communal learning 

experiences of women artists within one diverse fiber community: ArtsEtc. For the 

academic, it will expand upon prior theoretical conceptions of feminist aesthetics as both 

an alternative, separatist language and body of knowledge. Within this vein, it will also 

further refine and delineate the contributions of often overlooked women artists. For the 

general public, it will offer diverse stories and narratives of the lives and experiences 

within this distinct branch of women artists.  

Implications for Arts Education 

Community-Based Art Education (CBAE) offers both formal and informal venues 

to sustain ritualized artistic practices (Bastos, 1998; Congdon et al., 2001), although the 

literature surrounding it has yet to directly address CBAE from a feminist context. It is 

my assertion that the underlying reformatory intent of CBAE mirrors overarching 

feminist agendas within the arts: community cohesion and empowerment among 

marginalized artists. This research is necessary to provide women with a foundational 

exemplar or stepping-stone so that future administrators, academics, and community 

artists can refine their discourses and practices through the inclusion of marginalized art 

forms and learning forums. 

 Additional justification for this research derives from recent literature (Perrault, 

2004; Sanders, 2004) stressing the need for public awareness, recognition, and re-

valuation of craft. Fiber art, as an art form historically relegated to women, risks 

extinction (Jeffries, 2004; Verbeek-Cowart, 2003). In addition to its devaluation among 

higher art regimes, hand craft and the domestic arts are rarely taught to younger 

generations within the context of formalized art programs and curricula (Collins & 
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Sandell, 1997; Hicks; 1990). Thus the community forum offers one of the only accessible 

venues for both women and non-traditional learners (Congdon, 1996). As community 

fiber art programs proliferate, not only does the art form remain vibrant, but alternatively 

the concept of the community art program becomes universally embraced as an effective 

learning environment and venue for social integration (Ulbricht, 2005).  

Implications for Women Academics within the Arts 

 Public recognition and awareness of women artists and so-called women�s art 

forms does not necessarily resolve or reconcile current hierarchies and discriminations.   

The status-quo of Western, authoritarian standards of artistic judgment will remain the 

same without more comprehensive gender-based analyses of aesthetics and philosophy.   

What should evolve is an in-depth, segregated exploration and dissection of women�s 

ways of knowing as they relate to artistic practices and evaluative processes, that builds 

upon the earlier groundbreaking research and literature (de Beauvoir, 1993; Chodorow, 

1978; Code; 1991).   

This genre of literature first asserted that women�s creative processes and ways of 

knowing were intrinsically different from their male counterparts (Belenky, Goldberger, 

& Tarule, 1986; de Beauvoir, 1993;). Artistic production, particularly apparent in the 

1970s and 1990s from the work of Judy Chicago to Sue Coe, revealed that women�s 

creative output was a tangible extension of their politics and personal philosophies. 

Processes of deconstruction in Art History and Women�s Studies allowed us to decode 

more subtle and subversive communications embedded in women�s art (Broude & 

Garrard, 1982; Chadwick, 1990; Nochlin, 1988).   

Yet, merely understanding gender-based symbolic systems of communication and 

ways of knowing only contributes to theory, not to actual practice. While theory may be 

the bedrock of the academy, it does not necessarily effect change in the real world 

(hooks, 2000). The concept of a feminist praxis, or the co-merger of feminist theory with 

practice, developed as more of a criticism of the shortcomings of feminism(s), 

specifically due to its confinement to the academy and upper echelons of higher learning 

(Cook & Fonow, 1990). Feminist praxis entails an underlying social-activist orientation 

in which feminist philosophical ideals transcend into the daily realities of women�s lives 

(Naples, 2003). It is my position that more comprehensive consideration should be given 
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to conceptual models of feminist communities, therapeutic outcomes within the arts, and 

women�s pedagogies. Only through this diversified lens will we truly understand the 

complexities of gender-based learning.   

Research Design 

 This research is ethnographic in design, combining strategies established by 

Anderson (2000), Eisner (1997), Mead (1953), and Spradley (1979,1980). In order to 

gain understanding into the values and meanings innate to women�s artistic learning 

communities, immersion in their natural working environment is necessary. Anderson�s 

(1995) ethnographic criticism strategies consisted of the following: immersion and 

response, description, and interpretation and evaluation. For this research, I went into the 

field for 12 visits over the course of an eight-month period. These visits included 

observation and direct participation. Additionally, I conducted six semi-structured 

interviews with key artists; as purported by Seidman (2006), the phenomenological 

interview serves as the primary source of insight within the qualitative research process. 

My intent was to capture women�s narratives regarding their experiences with fiber and 

segregated arts learning communities. As such, this research expanded upon and revised 

prior meanings or conceptions of craft as a purely domestic art form. I applied these 

findings to ongoing academic discussions regarding feminist issues in art education and 

aesthetic philosophy.   

Key Terms 

Art World: In Western societies, the dominant art world is defined by museums,  

 galleries, collectors, and critics. These entities determine what constitutes �good  

 art� (Danto, 1964). 

Artworld: Erickson (2002) defined an artworld as a culture unto itself, whose composite 

 identity is derivative of the art form itself. In addition to affiliation and 

 production of a distinctive art form, an interior dialogue exists among artworld 

 participants regarding common ideas, role models or leaders, and settings or 

 contexts in which their art is created and displayed.  

Community-Based Art Education: Community-Based Art Education (CBAE), as  

articulated by Bastos (1998) and Congdon (1998) consists of multiple 

orientations; there is not a unified perspective or approach that yet encompasses 
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the diversity of its art educational practices and theories. Bastos perceived it as an 

off-shoot of multicultural art education. More recent literature (Ulbricht, 2005) 

suggests that CBAE resembles social activism within the arts, as it raises social 

consciousness, promoting diversity, tolerance, and community cohesion.   

Essentialism: Formative Essentialists� arguments employed reductive concepts of Other  

and Different, rooted in the genetic determinism of one�s sex (de Beauvoir, 

1949/1952; Foucault, 1976/1978; Irigaray, 1989/1994). Essentialism in this 

application characterizes and stereotypes the art object as having overt masculine 

or feminine traits.  

Fiber Art: Fiber art is inclusive but not limited to basketry, beading, fiber collage,  

 dye/discharge, embroidery, felting, found objects, knitting, crocheting,  

needlework, papermaking, quilting, fiber sculpture, sewing, wearables, and 

weaving. However, as Hemmings (2005) maintained, fiber art has been 

diversifying rapidly, crossing boundaries with technology and science, dance, and 

theatre.   

Feminist Aesthetic: Formative proponents of a feminist aesthetic (Lippard, 1984;  

 Nochlin, 1988; Raven, 1994) suggested that as a theoretical principle, feminist  

aesthetic discourse canvassed art historical criticism as well as iconographical or 

 aesthetic statements regarding art objects. Within Art History, feminist aesthetic  

discourse also attempts to revise and reconstruct traditional canons of art to  

include women and minority representation.     

Feminist Community: The concept of community remains ardently debated within 

feminist discourse, attributable to the often fractious voices and agendas refusing 

to subscribe to what can be termed a universal feminist meta-narrative (Phoca & 

Wright, 1999). Conceptualization of feminism as a global movement or a singular 

entity uniting disparate factions of women is virtually impossible (hooks, 2000). 

However, within the scope of action research projects, feminist communities 

readily converge based upon women�s shared struggle for social justice on a more 

localized and intimate level (Allwood, 1998). Because the overarching intent of 

participatory action research is to intervene and effectuate change within the 
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targeted social research setting, members of such projects unite as a cohesive 

force throughout the resolution process.  

Feminist Discourse: Feminist discourse(s) and their respective audiences are rather  

expansive: women�s reproductive rights, domesticity, psychoanalytic theory,  

political and economic access, gender construction, among many other issues 

(Klein, 2002; Weedon, 1999). Feminist discourses are analytical processes by 

which the language of other dominant discourses is deconstructed to expose 

patterns of institutionalized, hegemonic thinking (Klein, 2002; Miller, 1999).   

Feminist Epistemology: Academicians have rigorously focused on the concept of a  

feminist epistemology or basis for women�s knowledge since the inception of 

feminism (Code, 1991). As such, feminist scholars challenge the validity of 

traditionally defined conceptions of truth and reality as interpreted from a male 

perspective. Brooks (1993) explained, ��feminism has challenged the concept of 

a traditional �Enlightenment� or rationalist epistemology whose characteristics, 

including rationality, objectivity, reason, and language are seen by some branches 

of feminism as essentially masculinist� (p. 29). Feminist discourse has thus 

emerged that reconstructs women�s ways of knowing, inclusive of its limitations 

and validity.  

Feminist Narrative and the Metanarrative: Lyotard (1984) engendered a healthy  

 skepticism of grand narratives or metanarratives: theories that make  

universalist claims (ex. emancipation or equal rights), inherent to ideologies such 

as liberalism, Humanism, Marxism, or radical feminism. According to 

poststructuralists Derrida (1973, 1976), Foucault (1978), and Kristeva (1998), 

there is no universal narrative, particularly considering postcolonial discourses 

and differentiation of cultural norms (Weedon, 1997). 

Feminist Pedagogy: Fisher (2001) defined feminist teachings as either substantive  

or procedural. Substantive pedagogies maintain that women are oppressed and   

their situations require appropriate social remedies. Procedural pedagogies entail  

feminist discourses that not only exchange ideas, but place equal precedence on 

shared experiences, feelings, and actions. Although the guild�s learning 

environment may not engage in substantive feminist pedagogy, I anticipate more 
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subtle, procedural pedagogies to emerge in the course of my fieldwork 

experiences.  

Feminist Research Methods: Feminist research methods promote re-evaluations  

of both technique and epistemological assumptions (Cook & Fonow, 1990).  

Feminist academicians (Greene, 1995; hooks, 2000), frequently applying the 

writings of Friere (1970), encouraged women�s action research to not only raise 

levels of consciousness, but to change and transform social circumstances.  

Integrally related is the concept of a feminist praxis, where academic theory 

converges with practice, or alternately, practical application of theory within a 

real-world context.      

Generations and Waves within Feminism: First-generation feminism ostensibly ended 

in the early 1920s, with women�s right to vote. Second-generation, as described 

by Klein (2002), picks up thereafter during the era of prohibition, decadent living, 

and the first emergence of the Equal Rights Amendment (ERA). Klein drew 

parallels between the movements and destabilizations of the 1920s (first wave) 

and 1960s (second wave). In the late 1960s and early 1970s, so-called second-

wave feminism emerged, with its more radical agenda, particularly regarding 

women�s sexual emancipation and inscribed sexualities. 

Gender: Gender, as first argued by de Beauvoir (1949), was socially constructed, thus 

 rejecting psychoanalytic essentialism that conceived of gender as psychically, 

 socially, and biologically determined. According to de Beauvoir (1949) and 

 Butler (1990, 1993), femininity is superficially �put on� and part of a woman�s 

masquerade. The visual conception of gender and femininity thus became an open 

target for feminist artists and aestheticians; however, its historical roots pre-date 

to Classical constructions of gender and signification (Weedon, 1997).   

Postfeminism: Lines demarcating second-wave and postfeminism are not clear; although  

Brooks (1997) argued postfeminism�s origins as occurring within the late 1960s.  

Postfeminism, among many other defining attributes, rejects prescriptive notions 

on how women can experience and represent their sexuality and refuses to 

subscribe to the so-called victim politics inherent to second-wave feminism 

(Butler, 1990, 1993; Klein, 2002; Paglia, 1994). Feminism and postfeminism are 
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not and should not be constructed as polarities; rather, they illustrate the evolution 

of one multi-faceted discourse. 

Surface Design:  The term surface design implies a hybridization of technique and media  

manipulation ranging from basketry, to batik, clay polymer, feltmaking, beading, 

spinning, and sewing, among many others.  For artists of more radical, feminist or 

ecological orientations, fibrous media could include commercially produced 

materials such as candy wrappers, duct-tape, or seran-wrap or organic materials 

such as tree bark and silk (Hemmings, 2005).   

Visual Ethnography: Pink (2001) described visual ethnography as a process of creating 

and representing knowledge about society, culture, and individuals. Visual 

ethnography encompasses both photographic and video media to experience, 

interpret, and represent a specific cultural phenomenon.  

Summary 

 Lines demarcating art from women�s work have been historically inscribed for 

centuries (Lippard, 1976, 1995; Parker, 1984; Jeffries, 2001). Building upon the writings 

of Merleau-Ponty (1969), feminist philosophical discourse (Barral, 1965; Belenky et al., 

1986; Code, 1991) began to examine the tenuous relationship between women�s 

subjective, yet tangible experiences and the construction of objective knowledge. Such 

explorations led to the more academic theorization of women�s artistic practices, 

experiences, and behaviors, and in turn validated fiber art as a distinctive medium of 

women�s creative expression. 

It was my intention in this research to re-examine the nature of the fiber art, 

through a more contemporary, anthropological lens that takes into account the numerous 

permutations of the media.  I integrated and expanded upon literature in the fields of 

Community-Based Art Education (CBAE), women�s studies, and art history. In the spirit 

of Eisner (1991) and Code (1991), I relied upon myself as the primary instrument in the 

research environment, applying my theoretical background to more concrete experiences 

within the field. I illuminated the current state of the canon, supplanting it with more 

accurate versions of contemporary contributions of women in the arts. These accounts 

contribute to existing theory within aesthetic philosophy, but also provide younger 
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generations of women art educators with a more expansive framework in which to base 

their own epistemologies.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

13 
  

CHAPTER 2 

REVIEW OF LITERATURE 

 

This literature review consists of two distinct sections. In the first section, I 

explain and justify my theoretical perspective, as it guided and influence all phases of the 

research processes. I then provide a historical context into the nature of the Fiber Arts 

Movement from the 1970s and beyond. My exploration of different histories places 

particular emphasis and importance on the weaving of women�s narratives. Although the 

concept of women�s narratives is first introduced here, it remains a cogent theme 

throughout the review and research process. As such, women�s subjective narratives are 

compared and considered within existing literature on women�s epistemologies. I then 

examine the emergence of a feminist philosophical tradition and a feminist aesthetic 

within the visual arts as derivative of Westernized, masculine paradigms. This review 

conceptualizes the evolution of feminist philosophical discourse as an ongoing Hegelian 

process in which the varying factions within feminism apply classical methods of 

reasoning to resolve inner conflict and reach consensus insofar as the nature of feminist 

epistemologies or women�s ways of knowing.    

My contention throughout is that this process parallels similar rumblings and 

dissent within the feminist artworld of the 1960s and beyond, as women artists sought to 

deconstruct, strategize, and reclaim art forms that visually communicated women�s 

universal experiences. Further application of such findings considers the later evolutions 

of a feminist aesthetic, still struggling to define and synthesize its many voices and 

agendas even within the posfeminist era.   

The second part of this review provides insight into my conceptual framework 

(see Figure 1). Because multiple layers of community potentially co-exist within the 

ArtsEtc guild, due to differing ideologies, media, gender construction, and space, the 

model employed here is transactional in nature, perhaps more so than previously 

described models of Community-Based Art Education (CBAE). By a transactional model 

of Community-Based Art Education (CBAE), I am suggesting that ongoing discourses 

are constantly informing each other and shaping a more dynamic and complex network of 

relationships. Based on the work of Anderson & Gold (1998), Hogan (1997), Weiss 
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(1995), and Erickson (2002), I assumed the position that within this guild, strong 

alliances are forged among women based upon the following overlapping conceptual 

frameworks: 1. ideological camps of feminism and feminist waves, 2.feminist and 

existentialist therapeutic models, and 3. the construct of women�s or feminist artworlds.  

Theoretical Framework and Justification 

The diversity of social realities contributing to feminist theory is immense: from 

Western to non-Western, from Marxist to philosophical perspectives, from lesbian 

research, to individuals within the disability rights and self-determination community. 

For this research, feminist and postfeminist discourses contribute heavily to perceptions 

of the historically marginalized media of fiber. Moreover, my own subjectivities as a 

young female researcher, teacher, and fiber practitioner affect my own steadfast 

identification with a feminist theoretical paradigm. Prominent in the late 1970s through 

the early 1990s, feminist discourse has liberated formerly hidden visual narratives, 

artworlds, and literary styles (Collins & Sandell, 1984, 1987; Parker & Pollock, 1987, 

1981; Kristeva, 1998). The growing acceptance of feminist discourses within mainstream 

academia allows me to produce art work often considered frivolous, mindless, and 

decorative, but also to critically engage in aesthetic analyses and discussions, explaining 

and justifying my own subjective knowledge without repercussion.   

      Feminist art historians, critics, and educators collectively provide an extensive 

background regarding critical pedagogy and aesthetics. Feminist art educators illuminate 

concerns regarding the hidden curricula, specifically art forms and respective artists that 

are not taught based upon gender bias and a naively assumed, traditional canon (Fisher, 

2003; Hagaman, 1990; Hicks, 1990; MacDonald & Sanchez-Casal, 2002). Tangential to 

such approaches and prominent in the 1980s, feminist art historians and critics Broude 

and Garrard (1982), Chadwick (1990), and Parker and Pollock (1981, 1987), exposed the 

devaluation of the fiber arts within the patriarchal canons of the high arts.  

My contention in this research is that the application of feminist critical theory, as 

well as queer theory, liberates artists to explore fiber media without constraints of 

patriarchal bias. Removal of barriers for a prospective artist to access and gain exposure 

to the fiber arts is a key priority for fiber art�s survival. For such purposes, this research 

abides by a similar feminist, postcolonial lens to examine and reveal the gendered 
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narratives and experiences of female participants within one regional, community art 

quilters group.  

The Evolution of Feminist Epistemologies 

Though there is no universal feminist voice (hooks, 2000; Kristeva, 1998), the 

marginalization and, at times, negation of voices of women and voices of color remain 

uncontested among feminist scholars and advocates. According to feminist, 

poststructuralist theory, responding and building upon the writings of Saussure (1959) 

and later Derrida (1998), the dominant paradigm and dictation of these supposed 

universal signs, symbols, and experiences materialized from the vantage point of the 

white male, and from a more Marxist or postcolonial perspective, the white male property 

owner.   

Thus, for subsequent centuries, we became, and still are, culturally, linguistically, 

and therefore artistically bound to a system that was (is) defined by a supreme male voice 

(Irigaray 1993, 1994). As such, with respect to class and race, it can be asserted that 

based upon exclusionary constructs of sign and symbol there is a feminist community and 

a resulting language and communication system (visual, verbal, and non-verbal) inherent 

to women and minorities. This review provides a chronological overview of theoretical 

arguments substantiating the need for distinctive women�s epistemologies and alternative 

methods of communication and creative expression. 

Literature on women�s ways of knowing more cogently evolved in the 1960s  

and 1970s, as research in the social sciences grew increasingly scrutinized by female 

academicians (Oakley, 2000). Women in the academy were concerned that preferred 

methodologies and research situations frequently prevented the elicitation of certain kinds 

of information, particularly from women. Moreover, such critics asserted that 

educationally and economically disenfranchised women were incapable of conceiving of 

themselves as autonomous sources of self-knowledge; thus, all thought processes were 

subsequently adopted from or deferred to dominant male paradigms and perspectives.   

 Borrowing from premises of both Vygotsky (1986) and Gardner (1982), Belenky 

et al. (1986) asserted that such unilateral thought and conversational processes yielded to 

stunted development of inner-speech and self-voice. Particularly disconcerting for 

feminist social scientists of this era was application of such findings to traditional 
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educational institutions that promoted authoritarian dissemination of knowledge and 

failed to cultivate or validate intuitive knowledge and subjective experience (Weedon, 

1997). Such findings also paralleled research in social constructivism, the social learning 

of gender, and feminist reinterpretation of Freudian theory; behavior patterns and 

inscriptions of gender replicate themselves among men and women through the 

application of similar, repeated situations and environments (Allwood, 1998; Chodorow, 

1978; Lott & Maluso, 1993).  

 From this standpoint, Code (1991) sought to unmask supposedly neutral, yet 

dominant, epistemologies of the Anglo-American mainstream. Code (1991) maintained 

that women�s understanding and reclamation of epistemological construction leads to 

their emancipation and empowerment, particularly within the confines of academic 

institutions. Additionally, she defined subjective factors as pertaining to the 

circumstances of cognitive agents; therefore no epistemologies, regardless of the 

objectivity or relativity of their stance, can be divorced from the subjectivity of the 

cognitive agent. As Code (1991) explained, this is no way detracts from their validity. 

Rather, meaning is enhanced when such circumstances are given equal consideration in 

the interpretive process.    

  Difficulty arises, however, in feminist researchers� abilities to justify and navigate 

within the limitations of entrenched quantitative methodologies, without accusations of 

bias and selective distortion (Sternberg, 1993). In order to effectively dismantle and 

restructure the dominant framework of Western epistemologies and philosophies on the 

nature of knowledge, women academicians were first subjected to the dehumanizing task 

of operating within a paradigm that belittled women�s cognitive and ethical capacities 

and relegated them to an inferior status (Code, 1991; Holland, 1990; Nye, 1995).   

      From Classical to Cartesian philosophical discourse and beyond, women are 

construed as the less rational, circuitous in their thought processes, and governed by their 

inherent aesthetic and sensual natures (Alcoff, 1996; Code, 1991). The centrality of 

Greco-Roman society within generalized perceptions of the cosmos, as evidenced in the 

writings of Plato, Aristotle, and Socrates, impinged upon Western formative, ontological 

thought processes. Thus, answers and analyses to critical universal questions- Who are 
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we?, Why are we here?, What is truth?- were responded to and framed within the 

contextualized perspective of the sophist elite.   

      Feminist discourse questions the universality of such life experiences and 

supposed dictums of truth. Feminists of all orientations assert that women�s subjective 

state and subjective experiences cannot be reconciled or understood within the constructs 

of a patriarchal paradigm (Alcoff, 1996).  In response to this, feminist inquiry 

appropriates dominant masculine world views through the integration of gendered reason: 

emotion, intuition, experience, and analytic thought. As such, popularized, feminist 

philosophical discourse (de Beauvoir, 1949/1952; Friedan, 1963) first paralleled the 

development of Western, ontological inquiry: Who are we? What is a woman? What does 

it mean to be a woman? What is our truth?   

Responses to such questions precipitated decades of controversial, Essentialist 

distinctions between sexes, as biologically inscribed, versus gender, as socially ascribed 

(Allwood, 1998).  As such, a process of deconstruction (and later reconstruction) of 

dominant paradigms (symbolic language, psychology) arose among feminist scholars of 

varied disciplines: psychoanalysts, linguists, and aestheticians. This gendered 

epistemology arose through cyclical semiotic and hermeneutic study, as well as critical 

discourse analysis that deconstructed dominant, patriarchal systems of communication 

and language (Derrida, 1973, 1976; Irigaray, 1990/1993).     

      How should female epistemology and ontology liberate itself from patriarchal 

paradigms? This understandably became a pivotal question within early feminist 

philosophic discourse and the related feminist artistic community. Two choices were 

readily apparent:  women could operate within such paradigms, appropriating necessary 

theoretical and rhetorical constructs for their own purposes, or they could develop a more 

sublime and subversive language unique to women�s universal experiences. The first 

process utilized Hegelian constructs of synthesis and antithesis: women must 

counterbalance historical philosophical traditions by interjecting their own relevance and 

meaning as women. The second process operated on a more visceral, sublime level; 

women can also communicate through a visual language, entirely understood through 

their own subjective and sensorial experiences (Lippard, 1976). The remainder of this 
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section summarizes the chronological evolution of both dialectical processes, focusing on 

the late 1960s and early 1970s.   

Subversive Dialectics and the Art of Appropriation 

      As this research supports, conceptual frameworks for second-wave feminism or 

postfeminism would not exist without the subversive de-bunking and critical 

deconstruction of the foundational premises of preceding belief systems. Thus, any 

analysis of current, reigning theoretical paradigms warrants equal consideration and 

contextual examination of earlier politicized movements and models. Although 

unquestionably, feminist scholarship pre-dates the 1960s, feminist writings radically 

proliferated within the era of Civil Rights (Weedon, 1999).   

Weedon (1999), Brooks (1997), and Miller (1999) distinguished between first-

wave versus second-wave feminism; the latter encapsulated within postmodern concerns 

of global capitalism, structures of universal marginalization, and loosely bound within the 

poststructuralist theoretical contributions of Derrida (1973; 1976), Irigaray (1990/1993; 

1989/1994), Kristeva (1998), and Foucault (1976/1978).  Second-wave feminism builds 

upon Lyotard�s (1984) healthy skeptism of metanarratives, that is, universal claims of 

radical feminism, Marxism, or liberal humanism. Both discourses interrogated the 

linguistic conceptions of gender versus sex through perspectives of psychoanalytic, 

postmodern, poststructural, and postcolonial theory (Phoca & Wright, 1999).  

Academicians and activists questioned whether reality constructs the person, or the 

person constructs their own reality (Crawford & Gentry, 1989; Cross & Marcus, 1989).  

      In this research, I took the perspective that gender is socially ascribed and 

therefore not biologically inscribed: women construct their own realities and, as such, are 

in a constant state of negotiation. This personal assertion does not negate the fact that 

women and minority voices encounter discriminations, biases, and obstacles throughout 

the life cycle. Processes of linguistic deconstruction and social reconstruction have more 

recently, within the era of postfeminism, enabled women within the academy and within 

the larger art world to reconfigure and reclaim a social reality that is desirable to them. 

As such, women�s narratives, as an authentic document of their lived experience, 

presume that women�s epistemologies are fluid, dynamic, and constructed.   
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      Women�s narratives constitute a distinct away of knowing, a personal, feminist 

epistemology, constructed of both subjective and objective experiences. Language, as a 

conveyance of knowledge and belief, is subjective, despite patriarchal assertions of 

objectivity (Irigaray, 1987/1993).  As such, the writings of both Derrida (1973, 1976) and 

Merleau-Ponty (1969) are readily appropriated by feminist academicians in their attempts 

to not only illuminate the social construction of language, but tangentially, its subjective 

interpretation based upon ongoing negotiations of interiority and exteriority of the body.  

The latter was essential to feminist academicians seeking to both validate women�s 

sensorial perceptions and intuitions as sources of knowledge as well as eradicate 

Cartesian hierarchies of mind versus body as perceptual tools (Butler, 1987).   

       Inherent to processes of semiotic and hermeneutic inquiry, language is palpable 

and therefore subject to contextual interpretations (Derrida, 1973, 1976; Holland, 1990). 

Formative feminist appropriation of the writings of Husserl (1913/1976) and Merleau-

Ponty (1962) suggested that such interpretive processes and experiences were 

transcendent and sublime; thus we cannot recognize their passage or manifestation on a 

conscious level (Barral, 1965; Beauvoir, 1949/1952; Heinämaa, 2003; Irigaray, 

1987/1993). Intrinsic to both psychoanalytic and phenomenological schools of thought, 

although narrative and aesthetic phenomena may elude our immediate conception 

(Duchen, 1986; Irigaray, 1987/1993; 1990/1993), they still provide the foundation for 

future interactions and negotiations of meaning. 

      Thus, from a feminist standpoint, engaging in processes of linguistic decoding 

and encoding is prerequisite to comprehending the nature of women�s knowledge 

(Irigaray, 1990/1993). As such, Irigaray (1990/1993) deconstructed gender through 

linguistic analysis of our ancestral past, and in doing so, emphasized the importance of 

gestural, visual, and color as alternative languages in the conveyance of information and 

knowledge. Such processes are inclusive of a critical examination and understanding of 

sexual difference and genealogies within dominant philosophical and psychological 

discourses.   

Formative Essentialists� arguments employed reductive concepts of Other and 

Different, rooted in the genetic determinism of one�s sex (de Beauvoir, 1949/1952; 

Foucault, 1976/1978; Irigaray, 1989/1994). Though resembling Cartesian distinctions and 
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hierarchies of body versus mind, these binary constructs can actually be traced back to 

earlier Classical conceptions of masculine versus feminine (Nye, 1995). Within a 

Classical context, gender constructions and expectations derived from women�s 

placement within a society of male elite. Women�s roles in Western society were 

biologically determined. Even Western language and lexicon, upon which all subsequent 

Romantic languages are based, abided by rigid processes of encoding (signifier) and 

decoding (signified) gender (Irigaray, 1987/1993; 1990/1993). Women�s bodies, the 

corporeal, became controversial territory, and as such, feminist scholars and artists 

attempt to reclaim its power and its meaning(s) (Butler, 1993; Frueh, 2001).    

       In this process, it became necessary to dismantle codified rules and symbols 

governing the way we think, perceive, and act; in such a way, feminist academicians in 

the postmodern era (Brooks, 1997; Butler, 1990, 1993; Deutscher, 1997; McDowell, 

1996; Miller, 1999) coin the term geography to inculcate the remarking of identity 

boundaries and thus reject binary claims of difference based upon class, gender, or race.  

Foucault (1976/1978) provided early contributory insight into the spatial demarcation of 

gender as based upon the historical linkage of power and sex. Butler (1987, 1990, 1993) 

has since built upon Foucault�s sentiments, but integrated formative, generational 

feminist discourse that explored underlying subversive dynamics within constructs of 

language, or what she and Kristeva (1998) termed language as symbolic function or 

order. Still utilizing foundational elements of psychoanalytic and linguistic theory, Butler 

(1993) presented a more effective and subversive semiotic solution: performative 

identities as spoken and articulated though the body. Thus harkening back to earlier 

feminist concepts of constructed gender identities, Butler (1993) asserted that through the 

imitation of gender and sexuality, exemplified, but not limited to drag and gender 

performance, we subvert expected or normalized, dominant gender paradigms.  

As evident in the more popularized art works of Cindy Sherman, Kimberly Sak, 

or French film director Chantal Akermann, feminist art movements and artworlds not 

only responded to such sentiments, but rather they intentionally provoked more radical 

discourses through subtle and overt manipulation of pre-conceived, societal norms 

(Schor, 1997). Such formative discourse regarding a non-esssentialized embodied self has 
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engendered a cyberfeminist revolution where femme art is seamlessly assimilated into all 

aspects of postmodern visual culture (Braidotti, 2003; Oulette, 2003; Wiens, 1997). 

Alternative Languages and Feminist Aesthetic Experiences 

  In order to fully comprehend fiber�s stature among the arts and women�s ongoing 

discourses with respect to craft, it is necessary to comprehend a schematic structure of 

feminism and its respective waves. Academicians use the concept of waves, respectively 

first-, second-, and third-wave, to loosely canonize the evolution of feminist 

epistemological discourses and movements (Weedon, 1999). A complex network of 

codified information thus emerges and corresponding theoretical frameworks evolve so 

that new, competing knowledge may be constructed. Women�s ability to define 

themselves within the continuum of feminist ideologies is contingent on their 

conceptualization of feminism as a cohesive series of movements, despite its multi-

faceted, and at times fractionalized, voices and agendas. As a feminist artist, one�s art 

form responds to these ongoing dialects, depending on one�s proximity to the academy, 

academic discussions, and involvement in spheres of political and social activism (hooks, 

1995).  

This research chooses to frame feminist aesthetic(s) not solely within the realm of 

radical, political commentary within the arts, or its respective aesthetic criticism, but to 

pay particular homage and consideration to women�s subjective aesthetic experiences, as 

differentiated from their male counterparts. Contrary to many ardent feminist 

academicians and aestheticians (Nochlin, 1988; Parker, 1984; Parker & Pollock, 1981, 

1987; Smith-Shank, 1998), I would argue that feminist art work does not have to be 

controversial, political, or subversive. Art work, made by women, indeed can be feminist, 

despite its neutral appearance or iconography (Felski, 2000). The hidden narrative 

embodied in the art object, the epistemological stance of its creator, or even the social 

learning process or therapeutic outcomes of the art form may signify a more subtle, 

feminist agenda (Fariello, 2004).   

An additional rationale for considering women�s aesthetic experience is innate to 

any value system imparted upon the domestic arts. Because traditional art historical 

canons and institutions refuse to acknowledge or include the fiber arts, it is reasonable 

and justified to expect that their subsequent interpretation and evaluation should be 
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autonomous and derive from the personal experience of both the creator and the viewer.  

Moreover, as Anderson (2000) explained, the validity of one�s interpretation is 

contingent on the cumulative evidence presented. It is my contention that the so-called 

evidence should be inclusive of women�s experiences throughout the creation and life-

cycle of the piece. Subsequent evaluation should consider how the dissemination of 

technique, personal circumstances, and context surrounding the piece�s creation, the 

underlying intent of the art object as related through its creator, and the collective, social 

narrative engendered through its creation (Anderson & Milbrandt, 2004). By the latter, I 

am referring to a distinct body of knowledge shared among women. 

An additional way that we learn about art is through our aesthetic encounters 

within the media and the resultant art object. As articulated in the work of Gardner 

(1999), aesthetic understanding is an alternative form of knowledge. Similar to feminist 

critical theorists� concern with the primacy of the interaction between the art object and 

viewer, the aesthetic experience encompasses a series of perceived psychological and 

sensorial states (Fenner, 2003). According to Beardsley (1991) and Duran (2003), the 

culminating aesthetic experience results in a sense of integration and self-expansion. Not 

only does this aesthetic experience represent an alternative body of knowledge, but there 

is also an intangible component of control, mental discipline, and self-regulation.  

Philosophical aestheticians operating within the vein of critical theory debate over 

the universality of an aesthetic experience (Goldsmith, 1999). Quilt construction, as 

innocuous as it may appear, may be far more holistically stimulating and politically 

inspiring for a woman than for a man based on her gendered experiences:  previous 

cognitive and emotional associations with cloth and the domestic arts, the socialization 

and collaborative processes often integral to quilt construction, and even spiritual 

linkages to women�s history and myth (Ament, 1996). As Congdon (1991, 1996) 

explained, the aesthetic experience for women may have stronger correlations to 

storytelling, identity, tradition, and autobiography.   

Feminist Art Criticism and the Larger Art World 

Aesthetic criticism, as re-appropriated and contextualized by feminist art 

historians, no matter how diverse and disharmonious its voice(s), permits more subjective 

analysis in the decoding and deconstructing of dominant aesthetic paradigms and 
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encourages active re-vision and re-construction our own aesthetic meanings (Duran, 

2003). Thus, we are able to consider art from a more neutralized standpoint and apply a 

value system that is based upon our own personal meaning. The established canon as 

conceived of in traditional textbook analyses (Gardner, 1946, 1996; Greenberg, 1961) is 

helpful only insofar as its structural framework that allows us to classify and describe in 

terms of a traditional art historical methodology: Who made it? When? Where? How? 

Why?  However, as Frueh (1988) explains, �Whys are often unsatisfactorily answered 

through stylistic analyses or investigations of iconography and patronage� (p. 153).   

Such explanations fail to yield adequate justification regarding the epiphany of 

the piece, the perspective and contributing conditions of the artist, and more importantly, 

the socio-cultural implications and functional subtexts of the art form itself (Dickie, 

1974; Anderson, 2004). Traditional analyses fail to provide more intimate, critical 

contextual information. As Dewey (1934) argued in his introductory chapter, �When an 

art product once attains classical status, it somehow becomes isolated from the human 

conditions under which it was brought into being and from the human consequences it 

engenders in actual life experience� (p. 3).  

Within the genres of the fine arts, a concrete hierarchy exists, and in Western 

societies, the dominant art world, as defined by museums, galleries, collectors, and 

critics, defines what constitutes �good art� (Danto, 1964). Because of these selective 

omissions and biases, feminist art historians and aestheticians question the legitimacy of 

the dominant, pervasive art historical canon (Broude & Garrard, 1982; Lippard, 1984, 

1995; Nochlin, 1988; Parker, 1984; Parker & Pollock, 1981, 1987; Raven, 1984, 1994). 

Brand and Korsmeyer (1995) attributed such biases to the integrated concepts of the ideal 

viewer and psychoanalytic theories of the male gaze (Berger, 1972; Broude & Garrard, 

1982; Chadwick, 1990). As Deveraux (1995) explained, emphasizing contributions of 

feminist film, the male gaze is the �cultural construction of an ideal observer of art, who, 

far from being a generic perceiver, is in fact, occupying a heterosexual, masculine, 

culturally dominant viewing position�even when the actual person viewing the art is not 

a member of this group� (p. 119).  

An extension of an empiricist value system, traditional textbook and critics 

attempt to standardize and, in a reductive sense, regulate perception and interpretation.  
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Mainstream aesthetic criticism (Chipp, 1968; Greenberg, 1961) continues to delineate 

high art versus low art based upon contextually-divorced criteria. Due to feminist theory, 

as incorporated within bodies of critical and postmodern thought, and its attempts to 

deconstruct and reconstruct rigidly defined canons of art, formerly marginalized art forms 

now permeate the upper echelons of the fine arts (Basa, 1993). What was considered 

kitsch and camp within the mainstream of visual culture is now accepted even among the 

fiercest arbiters of high art (Goldsmith, 1999; Taylor, 1992).   

Frueh (1988) examined the reciprocal relation between evolving traditions in 

feminist art and literary criticism; as such, she delineated three stages of feminist literary 

criticism as paralleling feminist art criticism. The first stage attempted to rekindle lost or 

ignored women artists. She considered such attempts reformist, rather than revisionist; 

such criticism still adheres to an empiricist value system in analyses of style, 

iconography, and patronage.   

The second stage of feminist aesthetic criticism explored tangential philosophical 

discourses regarding inter/outer body awareness, focusing on core imagery and obsessive 

patterning as innately female. Freuh (1988) believed such discussions to be both naïve 

and simplistic, adhering to Essentialist paradigms. However, she noted, second-stage 

aesthetic criticism was effective in engendering initial dialogues regarding high and low 

art.   

Third-stage, in contrast, is more theoretical, interweaving gender analyses of both 

literature and art, and thus exposing historical context, culture, and function (Frueh, 

1998). Incorporating the dramatic, rhetorical styles and discourses of Cixous (1993) and 

Irigaray (1993, 1994), the narrative presentation of feminist art criticism combines 

subjective/interior and objective/exterior voices to more accurately render a more 

universal, pluralistic analysis. Feminist methodologies are not meant to de-bunk 

traditional art historical interpretive approaches or analytic aestheticians; rather they 

complement and amplify more antiquated, linear, and orderly modes of description and 

interpretation (Devereaux, 1995; Frueh, 1988; Waugh, 1995).   

  I would assert that the conceptualization of craft as a legitimate discipline within 

the continuum of the fine arts has evolved in parallel stages, concurrent to the 

development of feminist aesthetic criticism and correspondingly, feminist epistemologies.  
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Alternately stated, Freuh�s (1988) formative synthesis of three distinct waves of aesthetic 

criticism can also be applied to more refined discourses and perceptions on the nature of 

craft and the domestic arts.  

As previously discussed, first-stage feminist aesthetic criticism historically 

venerated and promoted marginalized artists and art forms (Parker & Pollock, 1981). 

Early fiber artists and feminist aestheticians, operating within the schema of the first 

stage, questioned the dominant litany and rigid classification and nomenclature of craft as 

hobby-level kitsch (Fariello, 2004; Perrault, 2004). Following the demise of the Arts and 

Crafts movement of the 18th century, craft resumed a subordinate position to the high arts 

(Lucie-Smith, 1981). Thus, early revisionist scholarship aligned itself within traditional 

art historical discourses regarding John Ruskin and William Morris, as well as 

Renaissance and Medieval studies (Chadwick, 1990).   

This initial approach was necessary to assimilate crafts into traditional art 

historical contexts; however, such discourses did not examine underlying gender 

complexities. Second-stage feminist aesthetic discourse indeed did address gender 

dynamics, but in a more simplistic, Essentialist fashion that underscored possible gender 

differences as biologically and psychologically inherent, in male/female art. Responding 

to this inequity, craft evolved as a metaphor for political, feminist subversion, 

appropriated by traditionally trained fine artists, such as Chicago, Schapiro, and Souza 

(Broude, 1980; Jeffries, 2001), as well as lay practitioners (Parker, 1984).  Such reductive 

approaches, however, failed to incorporate consideration of context in tandem with 

gender: personal, historical, and cultural. What I term as contemporary craft theory 

responds to these inadequacies; aesthetic theorists (Sanders, 2004; Sparke, 1995; 

Donovan, 1993) operating within this paradigm incorporated critical analyses addressing 

queer theory, racial and class identity, and aesthetic subjectivity.   

Conceptual Model and Rationale 

This first section of this literature review identified and explored possible 

emergent themes regarding the nature of women�s experiences within the ArtsEtc guild: 

women�s narratives and oral histories, women�s ways of knowing or epistemologies, 

feminized art forms, and feminist aesthetic criticism. Within this framework, it addressed 
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feminist re-appropriation of dominant discourses within philosophy as well as 

reclamation of aesthetic criticism and aesthetic experiences.  

It is my expectation that other themes will arise throughout the data collection and 

analysis process, and as such, require further contextual explication. Within this second 

section of the review, other pertinent literature, inclusive of research on Community-

Based Art Education (CBAE), feminist ideological communities, women�s and feminist 

artworlds, and applicable art therapeutic models will be discussed and considered as my 

conceptual framework (see Figure 1). These four community models will further ground 

possible findings and resulting analyses.        

 

 
Figure 1. Conceptual Model 

 

The concept of community remains ardently debated within feminist discourse, 

attributable to the often fractious voices refusing to subscribe to what can be termed, a 

universal feminist meta-narrative (Hooks, 1995, 2000; Klein, 2002; Weedon, 1999). 

Conceptualization of feminism as a global movement or a singular entity uniting 

disparate factions of women is virtually impossible based upon conflicted agendas of 

class, race, and sexual identity (Hooks, 1995, 2000). However, research suggests that on 
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a more localized and intimate level, feminist communities readily converge based upon 

women�s shared struggle for social justice (Allwood, 1998) or adherence to the continued 

vitality of art form (Callahan, 1987; Chicago, 1975, 1996; Finnegan, 2001).   

Based on my past research, I anticipated that my participants would be conversant 

in the feminization of the art form and dichotomies existent in the artworld. Additionally, 

I hoped that they would disseminate such knowledge and histories, both formally and 

informally, to other women artists in the group. Through this sharing process, they would 

both empower and unite women within their community, as well as contribute to the art 

form�s vitality within an ongoing feminist narrative. Because of the diverse forces 

motivating women to participate in community-based art experiences, this research 

explored literature regarding histories of adult art education and arts-based social 

activism both with and without overt feminist agendas.  

Community-Based Art Education (CBAE) as a Starting Point 

 Community-Based Art Education (CBAE) offers both formal and informal venues 

to sustain such ritualized artistic practices; however, the literature on Community-Based 

Art Education and precisely what it encompasses is still in its evolutionary stages 

(Congdon, 1998; Congdon et al., 2001). As Ulbricht (2005) explained, CBAE as a 

conceptual model can refer multiple settings, contexts, and populations, ranging from 

community center art programs to outreach programs to empower marginalized 

populations, or learning about one�s community milieu through local art and culture. 

School service-learning projects as well as public art are also considered within the 

spectrum of CBAE experiences (Marche, 1998).  

Within this expansive model, craft and folk art, operating as a traditional body of 

artistic skills passed down within communities or within families, constitute their own  

distinctive brand of community art. Ulbricht (2005) defined CBAE as the actual art 

products produced by people residing in the same locality sharing a similar traditions, 

cultural heritage, and language base. For such reasons, CBAE often connotes more 

inclusive and pluralistic approaches toward arts appreciation; as such, CBAE is  

recognized as an off-shoot of multicultural movements within arts education (Bastos, 

1998; Congdon et al., 2001). Thus, this brand of arts education encompasses a broad 

range of art objects and practices, inclusive of traditional and popular art.  
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These objects and practices facilitate discourses regarding community identity, 

diversity, and complexity. Moreover, CBAE practices instill greater community cohesion 

and the common good, stressing the role of the good citizenry (Congdon et al, 2001). 

Because CBAE often contributes to more permanent community spaces and programs, it 

is perceived as nourishing civil society and community group dynamics (Ulbricht, 2005).   

The conceptual model of Community-Based Art Education continues to expand in 

scope. Congdon et al. (2001) have diversified examples of CBAE to include roadside 

attractions, bordering on vernacular art, as well as family traditions and artistic practices. 

Blandy and Hoffman (1993) and Lippard (1997) defined the concept of community art 

within a more liberated, post-structural perspective, incorporating ecological and 

environmental theory into their discussions.  

On a related, deconstructionist level, jagodzinski (1998) and La Porte (2002) 

presented more applicable models of community, though not directly termed CBAE, as 

exemplified by online cyber-communities as well as more informal intergenerational 

teaching and learning venues through the shared oral histories and life experiences of 

elders. Additionally, Smith-Shank (1998) perceived community within the context of a 

universal feminist aesthetic, �that is about making art for personal growth and political 

insurrection� (p. 25). ArtsEtc, based upon a transactional model, cannot conform entirely 

to any one particular community model. For this reason, it was necessary in my research 

to assimilate additional conceptual frameworks found within feminist ideological 

communities, women�s artworlds, and art therapeutic processes.  

Feminist Communities and the Concept of Feminist Communitarianism 

 A universalized feminist community has been non-existent, in large part based 

upon the fractionalized voices and camps among European American, African American, 

and Latin American women (hooks, 2000; Klein, 2002). In addition, broad political 

continuums and overlapping agendas have contributed to a lack of global cohesion.  

Agendas may range from racism, sexism, homophobia, and capitalism, among others, and 

the construed patriarchy may vary from whites, heterosexuals, to simply all men or all 

oppressive forces (Weedon, 1999). Singer (1993) and Freedman (2001) contended that by 

sectionalizing movements and imposing borders among various feminist communities, 
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academics misrepresent feminism(s) in their entirety, neglecting frequent radical or 

revolutionary outliers within the peripheries. 

 However, similar to the canonization and imposed structure within art history, 

feminist communities attempt subscription to a structured rubric that both defines and 

accentuates dominant beliefs and often exemplifies particular feminist movements within 

an era. As Klein (2002) explained, what is referred to as waves or generations of 

feminism are often conveniently lumped together, as their coherence not only allows for a 

point of reference and identification for potential subscribers, but also allows for 

subsequent criticism and discourse to emerge. Feminist communities, as a conceptual 

model, are thus built upon individual and group subscription to certain ideologies, 

temperaments, and overarching goals or foci (Klein, 2002).  For purposes of this 

research, it is necessary to consider feminist discourses encased within a supportive 

structure so as to provide an ideological overview and historical tradition that female 

participants can define themselves within. Without an organizational schema, historical 

referents, agents, and signifying, women are unable to discern points of synthesis and 

antithesis among feminist ideologies and thereby construct and articulate their own 

ideology and narrative (Brooks, 1997). 

 Brooks (1997), Klein (2002), and Weedon (1999) conceptualize feminism(s) as 

framed within their respective movement(s) and ideologies and as such, they subscribe 

and propagate a universal, feminist lexicon to describe these models.  Examples of 

dominant feminist terminology, structurally defining these ideological models, are as 

follows: first and second generation(s), first- and second-wave feminism existing within 

second generation, third generation�s postfeminism, and cyber-feminism. Each of these 

chronological phases embodies a political stance or tenor that can be loosely termed 

liberal, radical, or revolutionary (Klein, 2002). Operating within a generalized agenda, 

liberal feminism has catalyzed progressive change in areas of individual choice, political 

and religious freedom, choice and self-determination. Radical feminism, emerging in the 

1960s, under the auspices of the second generation, was deeply rooted in psychoanalytic 

concepts of difference and women�s biology, and through such discourses lesbian and 

queer theory evolved.    
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However, so as to delineate between different historical eras, feminists also apply 

the conceptual structure of generations and waves, and more recently, post- and cyber-

feminism. First-generation feminism ostensibly ended in the early 1920s, with women�s 

right to vote. Second-generation, as described by Klein (2002), picks up thereafter during 

the era of prohibition, decadent living, and the first emergence of the Equal Rights 

Amendment (ERA); as such, she draws parallels between the movements and 

destabilizations of the 1920s (first wave) and 1960s (second wave). In the late 1960s and 

early 1970s, so-called second-wave feminism emerged, with its more radical agenda, 

particularly regarding women�s sexual emancipation and inscribed sexualities.   

Lines demarcating second-wave and postfeminism are not clear. Although Brooks 

(1997) argued postfeminism�s origins as occurring within the late 1960s, I see its 

presence in woman�s art forms more visibly in the mid-70s and projected in women�s 

outward identities more noticeably in the 1990s. Postfeminism, among many other 

defining attributes, rejects prescriptive notions on how women can experience and 

represent their sexuality and refuses to subscribe to the so-called victim politics inherent 

to second-wave feminism (Butler, 1990, 1993; Klein, 2002; Paglia, 1994).  

Cyborgs or cyberfeminists, a construct within postfeminism discourse and a 

hybrid derivative of ecofeminism, evolved out of Haraway�s (1991) visualization of 

women as technologically ensnared and yet, potentially victorious manipulators of 

science, and from Baudrilliard�s (1998) concept of simulacra. However, I assume the 

stance that feminism and postfeminism are not and should not be constructed as 

polarities; rather, they illustrate the evolution of one multi-faceted discourse.   

 I illuminate these distinctions for purposes of application to the women 

participating in my research. Women, particularly women fiber artists as exemplified 

throughout my past research, identify themselves, both as artists and political beings, 

somewhere within this continuum. Moreover, women artists, particularly those who 

survive off of their commissions, are intrinsically political about their art when it is 

under-valued and under-appreciated; these social and economic biases and acts of 

discrimination are pervasive throughout the fiber world (Basa, 1993). In addition to 

women�s economic circumstances, women�s age and their respective generational cohort, 

play critical roles in their conformity or alliance to a particular brand of feminism.   
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What is also pivotal in the consideration of women�s temperament and affiliation 

with respect to feminism is how such identifications transcend and resonate within their 

art work and chosen aesthetic. As evident first within the late 1960s and 1970s, women 

artists were outraged at the lack of equal access to high art institutions and appropriate 

financial compensation for their art; more radical aesthetics emerged that rebelled and 

parodied concepts of domesticity and femininity. Now, within the postfeminist era, 

materials used within surface design defy traditional connotations of domesticity and 

expectations of functionality (Hemmings, 2005).   

Regardless of the motivating force, prior research and histories have illustrated 

women artists operating in a collective spirit in the context of community-based art, as 

uniting on some level, in terms of common viewpoints on social activism and 

neighboring women�s welfare, as well as other shared community agendas (Anderson & 

Gold, 1998; Congdon, 1996; Jeffries, 1994; Parker, 1984). In lieu of these findings, 

perhaps a more applicable and palatable concept of feminist communities is that of 

feminist communitarianism.   

Weiss (1995) conceived of feminist communitarianism as a smaller-scale 

collective organization composed of members who participate not only for themselves, 

but out of concern for others. Weiss and Friedman (1995) edited a series of collaborative 

essays from feminist writers and co-participants within global feminist communities; 

each essay provided hindsight-based critique of the community experience. They denoted 

three pervasive themes throughout the narratives: 1. mutual intimacy and group processes 

are just as important as reaching the desired endpoint or goal(s), 2. struggle and 

confrontation are inherent within, and community and success and the forging of a 

unitary community derive from the resolution process, and 3. the most successful 

communities target member�s self-defined needs.   

Women�s Artworlds and Fiber 

The question then arises how the concepts of community and communitarianism 

translate into feminist artistic communities and feminist artworlds. Within the context of 

the fiber arts there is a strong historical tradition of women�s groups uniting based upon 

alliances not only to the art form, but convergent interests in women�s economic and 

social welfare and overall empowerment (Jeffries, 1984, 2001; Parker, 1984; Parker & 
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Pollock, 1981, 1987). Historically considered sewing or quilting bees, favored by 

housewives and grandmothers, fiber art guilds have transformed themselves into 

politically reactive groups of women, sharing not only common connections of media and 

aesthetics, but more potently, visions of social and economic justice (Jeffries, 2001). For 

most, the wedding of politics and fiber art is an uncanny merger, although its 

controversial history is evident in Suffrage and ERA imagery and propaganda, as well as 

anecdotally in Victorian diaries and prose (Parker, 1984). Women�s art work from these 

eras and movements was often premeditated and created with subversive intent (Broude 

& Garrard, 1982; Chadwick, 1990).    

Later, in the 1960s and 1970s, feminist fiber art remained political; however, its 

metaphoric intent was directed at the destabilization of high-art regimes in an attempt to 

raise awareness to the significant history of the fiber arts and the devaluation of women�s 

art in general (Parker, 1984). Within this aesthetic vein, Judy Chicago and Miriam 

Schapiro initiated Cal Art�s Feminist Art Program, that burgeoned into a series of 

women�s art projects and women�s art collectives: WomanHouse, Feminist Studio 

Workshop in the Woman�s Building, The Birth Project, and The Spare Rib, a feminist 

newsprint publication. As Chicago (1996) wrote in her autobiography, ��my concept of 

feminist art was that it was not intended primarily for a sophisticated art audience, one 

sometimes familiar with the arcane language of contemporary art. Instead the aim of 

Feminist Art, as I then envisioned it, was empowerment and social change. This was to 

be accomplished by educating viewers about women�s real feelings, experiences, and 

history through art� (pp. 30-31). For Chicago (1975), empowerment for women through 

art meant that the de-coding process was possible for all viewers; thus, iconography, 

style, and media spoke in universal metaphors, often blatantly mocking constructed 

femininities and essentialist dichotomies.   

Not all fiber communities operate with overt political intent or within the same 

paradigmatic perspective, or some may function and operate on all levels. Undercurrents 

within 1980s and 1990s fiber art still battled against such stigmas; however, the art form 

of fiber in many respects has since liberated itself from such futile discourses, and fiber 

artists, in a separatist fashion, returned focus to perfection of technique and the 

diversification of the media (Verbeek-Cowart, 2003). Many fiber artists and students 
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unite based upon more subtle gravitations stemming from shared appreciation for and 

practice of the discipline, or for its therapeutic benefit, either on an individual or group 

level (Smith, 1996). From a more anthropological and evolutionary perspective, such 

artistic endeavors are essential for our survival; art functions on multiple levels fulfilling 

multiple roles within a community, culture, or society (Anderson & Milbrandt, 2004; 

Dissanayake, 1992, 2000).    

In non-Western societies, aesthetics are infused throughout daily life, and the 

community context becomes integral in the transmission of aesthetic knowledge 

(Anderson, 2004). Accordingly, more contemporary and evolved aesthetic criticism 

values the craft object for its social function and enhancement of everyday life (Fariello, 

2004). This perspective is markedly different from more traditional, Western aesthetic 

criticism that inappropriately divorces art from its social context and milieu (Dickie, 

1974). In such contexts, art becomes sterilized and impotent, and objects that are 

utilitarian and functional are deemed of lesser value and significance.   

For many women, fiber art is passed down among generations; through the act of 

creating, new generations not only maintain and preserve an active, artistic heritage, but 

also they memorialize and celebrate an intimate form of shared knowledge as a family 

unit (Fariello, 2004). Within the scope of this research, these more intimate, collective art 

processes exemplify Erickson and Young�s (2002) conceptual model of an artworld.  

Erickson (2002) defined an artworld as a culture unto itself, whose composite identity is 

derivative of the art form itself. In addition to affiliation and production of a distinctive 

art form, an interior dialogue exists among artworld participants regarding common 

ideas, role models or leaders, and settings or contexts in which their art is created and 

displayed. Often there is a shared language that is significant of the art�s technical 

intricacies, myths and narratives, and social bonds among its members. This is 

particularly true in the case of the fiber arts as shared terminologies and knowledge for 

technical processes are innate to the chosen fiber media; shuttle, selvage, warp, and weft 

are typically understood and responded to by members within an artworld dedicated to 

weaving.  

A critical element in the vitality of an artworld is the diversity of its participants 

(Erickson, 2002). The co-mingling of different generations of women within fiber guilds 
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and collectives is intrinsic to the discipline�s vitality and survival of that particular 

artworld. As such, imperative to this applied definition of an artworld is that the very 

nature and underlying purpose of an artworld is the dissemination of artistic processes 

among current and new members. According to Erickson, key figures and leaders, shared 

ideas and activities, and places are each elements of unification and points of reference. 

Moreover, the construction of an artworld as a singular entity allows artists to make 

meaning of their own work within a larger context and historical tradition. From an 

evolutionary and anthropological perspective, the culture is maintained by the 

proliferation of the art and the activities and rituals that sustain it.   

Art Therapeutic Models: Feminist and Existentialist Approaches 

Quilting is traditionally an art form innately imbued with nostalgia, intimacy, and 

sentimentality for a multitude of reasons. Aesthetically speaking, a particular fabric 

remnant or textile may have its own semiotic meaning (Gunkel, 1996), or a particular 

style or pattern of quilting may represent the socio-economic experiences of the quilter, 

family, or regional tradition (Blandy & Hoffman, 1991; Parker, 1994). Within African-

American traditions, quilts had more value than sheer function alone; they served as a 

covert language in the Underground Railroad, leading runaway slaves to freedom (Hicks, 

2003). As members of a family, community guild, or co-op gather to imbibe in the art 

process, the collective act of quilting functions as a constant in the lives of the members. 

Shared stories and narratives are interwoven along with dissemination of skill and 

technique. Such processes are not only educational in nature, but they are also 

therapeutic. For these reasons, I applied an additional conceptual model to supplement 

community-based art educational experiences: feminist and existentialist art therapy. 

 As discussed earlier, the domestic arts are traditionally passed down through 

multiple generations of women. When the benefactor of that artistic tradition dies, all that 

is left is one�s connection to the art, the ability to replicate designs. The tenuousness and 

tactility of the fiber itself becomes a metaphor for what has since passed (Benberry, 2002; 

Gunkel, 1996). Though fiber has connected women for centuries and served as one of the 

only venues for women�s creative outlets, there is contemporary concern for its demise. 

Machines and technology replace the human hand, and the relentless pace of modern life 

is unaccommodating of women�s intrinsic need to create. Fiber art has become a frivolity, 
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not a necessity. Fiber guilds, collectives, and bees offer secluded venues that fulfill 

women�s need to create for therapeutic and spiritual healing and to regain a locus of 

control amidst frenzied lifestyles (Anderson & Gold, 1998). For such reasons, both 

existential or humanistic and feminist therapeutic models may also apply and illuminate 

the nature of women�s experiences within these arts communities.    

Feminist approaches to art therapy are rapidly accelerating in popularity 

(Anderson & Gold, 1998; Hogan, 1997). As illustrated in historical narratives (Congdon, 

1996; Jeffries, 1994; Parker, 1984), women have united based upon alliances not only to 

the art form, but convergent interests in women�s economic and social welfare. 

Exploration and further analysis of gender differentiation within artistic creativity and 

creative visions not only enlighten the field of art therapy in terms of individualization 

and intervention, but from a more global perspective, provide understanding of gender 

differences within spheres of female creativity. Moreover, therapeutic techniques are 

traditionally confined to the realm of basic art media: collage, pastels, paints, and clay.  

Rarely are more non-conventional modalities, such as fiber art, appropriated as 

therapeutic interventions within traditional practices. 

Hogan�s (1997) compilation of essays on feminist approaches within art therapy 

defined and delineated the function of women�s creativity as separate and distinct from 

their male counterparts. The series of essays maintained that women�s issues, such as 

self-esteem, poverty, and abuse, are inherently different and therefore worthy of 

alternative considerations and interventions. As Hogan (1997) explained, �I am arguing 

against the application of universal theories and putting forward the idea that an 

examination of the particular circumstances of an individual should be enabled in art 

therapy� (p. 37).     

Feminist art therapeutic approaches stress the primacy of women�s interpersonal 

relationships (Hogan, 1997). As Hogan described, women experience mutual support and 

empathy through a shared visual language; the art, itself, is perceived to be a vehicle for 

self-connection and exploration of personal and cultural histories.  Additionally, agendas 

for therapeutic healing through art are typically derivative of women�s life experiences, 

and, as such, empower women�s coping and decision-making skills amidst oppression 

and turmoil (Anderson & Gold, 1998). 
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Along such lines, a proximal relationship exists between existentialist and 

feminist theory, underscoring women�s innate need to create. Anderson and Gold (1998) 

drew parallels between the two therapeutic models, citing the extensive contributions of 

art therapist Bruce Moon (1990). Both existentialist and feminist philosophies recognize 

pain and suffering, and for women specifically, oppression as integral to human 

existence. Both theoretical systems capitalize on the human ability to overcome such 

circumstances. The modality of creative expression allows the individual to clarify 

conflict and exercise control and mastery of the situation (Anderson & Gold, 1998; 

Dosamantes-Beaudry, 2003; Moon, 1990).   

Garai (1987) also described humanistic approaches to art therapy as stressing the 

following principles: 1. self-actualization through creative expression, 2. emphases on 

life problem-solving skills, and 3. self-actualization for the purpose of developing 

interpersonal relationships and achieving self-transcendent goals.  Additionally, 

existentialist approaches, also similar to the origins of feminist philosophical discourse, 

use the creative arts process for uncovering answers to the human experience: Who am 

I?, Where have I been?, and Where am I going? (Moon, 1997). The process of artistic 

expression thereby serves as a metaphor for the resolution of personal, existentialist 

dilemmas (Malchiodi, 2003).  

Summary 

The information in this review reveals that defining feminism and women�s 

artistic communities remains vast and varied.  However, there appears to be agreement 

that interpretations and identifications within feminism can be defined along a 

continuum. The continuum is reflective of different ideologies, representative of 

women�s beliefs about themselves, about the construction of knowledge, and their 

creative process and product as extensions of their personal identities. Feminism has 

impacted or influenced women and women artists, directly or indirectly, regardless of 

whether they identify themselves as a feminist. This research illuminates how the guild 

and select members situate and reconcile themselves as women artists.   
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CHAPTER 3 

METHODOLOGY 

My ongoing examination of women artists, fiber arts, and aesthetic theory 

stemmed from a desire to contribute to theory, as it relates to both canonization and 

pedagogy, targeting future generations of women artists and art educators. My 

observation and open participation within this distinctive artworld guided my major 

research question: �What is and has been the nature of women�s experiences within 

ArtsEtc, as a distinctive arts community?" Because this question is constructivist in its 

epistemological approach, I promoted values of pluralism, contextualism, and personal 

experience during processes of data collection and analysis (Greene, 2000).   

The underlying nature of this research was phenomenological. Phenomena 

encompass all sensory stimuli, in addition to more conscious, mental experiences 

(Betensky, 2001). Similar to the feminist inclusion of subjective experiences in the 

construction of knowledge, equal weight was granted to all sensory stimuli (Husserl, 

1976). Immersion in the guild environment, directly handling the art materials, and 

developing friendships, allowed me to construct ideas and themes on a more intimate and 

profound level. As such, this research pursued an emic understanding of how these 

women conceived of community within the context of their art and, conversely, how they 

in turn created community through their art.  

Research Questions 

The literature reviewed suggested that guild members� experiences may change 

and evolve in response to diversifications of the media form and social learning 

interactions. Additionally, the review of literature emphasized the role of women�s 

narratives in the construction of knowledge, and, in turn, the creation of their art and 

propagation of aesthetic traditions. Conclusions drawn from this review guided the 

following supporting questions:  

1. What is the narrative behind surface design: how has this complex network of 

art media evolved and changed since the 1970s according to guild members 

and arts literature? 
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2. What is the underlying history and internal, organizational structure of 

ArtsEtc guild? 

3. What do participants learn and experience within these communal  

      aesthetic spaces? 

4. What qualities characterize the type of communication and mentoring styles in 

this all-women learning environment? 

5. When asked, how do participants respond to the concept of a segregated or 

gendered learning environment or community?  

.    6.   How do these artists, working within a traditionally feminized art form,   

       react to the media�s historical denigration and stereotypes?   

 7.   How do generational differences affect perceptions of the media, as well as   

       individual teaching and learning styles?   

8. Is this separatist learning environment beneficial for these women in gaining 

access to the larger art world? 

9. What are the implications for art education? 

Theoretical Framework 

            In justifying my research methods and methodology, I based my rationale on 

contributions from both feminist research within the social sciences and art education. 

Because my research pulled from disciplines of feminist philosophy, linguistics, 

psychology, and art education and history, it was appropriate to combine and apply both 

generalized and specific feminist research paradigms.  

Feminist Methodologies within the Social Sciences and Art Education 

           As DeVault (1996) explained, literature on feminist methodology arose as a bi-

product of second-generation feminism in the 1960s and 70s. Women initiated group 

caucuses as a form of consciousness raising, in an attempt to illuminate women�s diverse 

experiences. According to DeVault, �The method of consciousness raising was 

fundamentally empirical; it provided a systematic mode of inquiry that challenged 

received knowledge and allowed women to learn from one another� (p. 30). Through 

such elicitation processes, women�s narratives were validated. This open forum and 

formula for knowledge construction resembles the more sociable, feminized teaching and 

learning styles existent in women�s fiber communities.   
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             Cook and Fonow (1990) articulated the concept of feminist methodology as 

composed of two distinctive processes: 1. questioning of underlying epistemological 

assumptions and 2. re-thinking and re-evaluating our techniques (mirroring positivist 

schemas for methodology). They identified five epistemological principles and 

techniques. First, the researcher must consistently reflexively attend to the significance of 

gender and gender asymmetry as a social reality. Second, the researcher should strive to 

raise awareness, a feminist appropriation of Freire�s (1970) conscientization, and, in 

doing so, provide an alternative way of seeing and acting. Third, a more common 

feminist technique (Klein, 2002; Oakley, 1981, 2000), feminist researchers should 

diminish the subject/object dichotomy; interviewing processes should be interactive and 

participatory. The fourth principle stems from ethical concerns related to feminist praxis: 

the researcher should recognize that feminist politics are at times disruptive and intrusive 

to the intimate lives of men and women (Cook & Fonow, 1990).  

           Additional feminist ethical concerns to consider are language as a means of 

subordination, gate-keeping practices and withholding of information, and uncalled-for 

interventions in participants� lives. The fifth principle maintains that women�s 

empowerment should remain at the forefront of the research agenda (Cook & Fonow, 

1990).  

           Such epistemological principles and corresponding techniques reflect values 

inherent to feminist art educational research methods and methodologies. Building upon 

tenets of second-wave feminism, women should be able to criticize accepted knowledge, 

but also have the right to create their own (Collins, 1979; Collins & Sandell, 1984, 1997). 

Collins and Sandell (1997) provided similar technical strategies for feminist research 

within art education beyond Cook and Fonow (1990).  

            The examples that were applicable to my research are as follows: feminist 

researchers must 1. identify themselves as having a feminist theoretical perspective or 

orientation, 2. combine or create new qualitative methods that answer the defining 

research question in the most credible manner, 3. focus upon previously marginalized or 

invisible persons and issues, and 4. act responsibly in doing careful research and 

contributing to theory.    
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        In this research, I used the research techniques prescribed by the above-mentioned 

researchers. By attending to marginalized art forms and artists, exploring feminist 

epistemological discourses, adopting ethnographic practices and techniques that conform 

to a feminist agenda, I abided by ethical standards that are sensitive to women�s unique 

circumstances, and ultimately contributed to theory regarding diversification of feminized 

models of community-based art education.  

Field Site 

Target Group 

 I selected ArtsEtc as an example of a regional fiber group that was relatively 

progressive in its art form and forum. Not only did the group exemplify a community 

learning experience, but it also integrated multiple methods of textile design. Compared 

to my earlier pilot studies in more traditional fiber art forms, the guild offered a more 

contemporary perspective on the state and transition of this media form. The guild also 

expanded upon current directions in art educational discourses by considering mixed 

generational, marginalized artists within informal learning environments. Additionally, it 

allowed me, as a lay practitioner, to immerse myself and learn along side female artisans.   

Background of ArtsEtc 

 Eighteen women initially informally founded the guild in 2003. It was spawned 

through an international quilt show at Harris House, an extension of Atlantic Center for 

the Arts. Because of the huge success of the show, Harris House, through the efforts of 

Mary McBride, community program director, began hosting the ArtsEtc guild. The guild 

now maintains a membership between 56 to 59 individuals.  

In addition to juried exhibitions, Harris House offers a variety of community art 

programs, lectures, readings, and studio production classes, directed at adults, teens and 

children, and school outreach. Originally founded in 1977 by sculptor Doris Leeper and 

now privately endowed, the facilities continue to grow and expand in diverse directions. 

Harris House was built in the early 1900s, overlooking the Indian River. The inside 

consists of a series of rooms for office and gallery space, and the outside offers an annex 

where studio workshops take place. Adjacent to the house, is the Douglas Gallery, 

showing fine art by Florida artists, and where the ArtsEtc group typically meets.  
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The guild continues to offer a diversity of workshops in the region, sometimes as 

many as three per month in addition to monthly meetings. Workshops, in contrast to the 

monthly meetings, are often smaller due to weekend schedules; women at times attend 

the morning meetings and potluck lunch, but leave before the studio workshop. 

Workshop classes fuse diverse mediums and cloth construction techniques such as 

burnout, dichroic fusion, shibori, felting, polymer clay, paper-making, batik, and 

metalwork. However, even within the forum of the monthly meetings, more simplistic 

techniques are taught on-site and informally exchanged among members. Meetings also 

provide a forum for critiques or �show and tell� and community art updates regarding 

upcoming workshops and lectures with often internationally-known fiber artists.       

 The guild is governed by annually elected officers who orchestrate the meetings, 

maintain a budget, and abide by the group�s by-laws. It is a loosely-knit group as 

members participate based upon interest in the workshops and personal availability. 

Informal quorums are regularly conducted during the meetings to determine future 

classes and guest artists to assist in the teaching. Harris House and Atlantic Center for the 

Arts provide referrals and information for area artists expressing an interested in joining 

the guild and attending technical classes. 

At this point, member email is the only venue for regular communication. The 

emails include monthly meeting minutes, as well as regular updates on regional and 

national quilting shows, lectures, and exhibits. A website has not yet been developed as 

no member has committed to its update. Although the guild has considered transitioning 

into non-profit status, no one has come forward to assume responsibility for researching 

and implementation.    

Research Design 

A distinctive facet of the ethnographic experience is that the researcher may 

reside within the socio-cultural phenomenon he/she is studying, yielding to a more 

accurate depiction of context (Spradley, 1979, 1980). The tacit understanding underlying 

this supposition is that the researcher, while immersed in the environment, is forced to 

attend to a range of stimuli, thereby not selectively muting-out specific experiences and 

attitudes (Dewalt & Dewalt, 2002). During this research, I immersed myself in the life of 

the guild by participating in workshops, attending business meetings, volunteering, and 
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serving as the guild�s Recording Secretary. In addition to participating in the guild for 

one year, I conducted six semi-structured interviews with key members. Following 

research procedures and protocols recommended by Seidman (2006), these interviews 

served as the focal point of this research.  

In accordance with Eisner (1991), I was the primary agent and conduit for data 

collection and analysis. However, because objectivity is not an assumption in 

ethnographic research (Spradley, 1979), I used a variety of external documentation 

instruments, contingent on the context. For purposes of this research, data were collected 

through multiple research venues, each serving as a complementary means of thematic 

reification: direct and participant observations, archival and document review, artifacts or 

art objects, interviews, fieldwork journals, and photographic documentation.   

Interviews  

The most robust data stemmed from the six semi-structured interviews. The 

interviews revealed the nature of each informant�s experiences both within the guild and 

outside the guild as a practicing fiber artist. I conducted each interview based on a pre-

scripted interview guide (Appendix A). However, my intent was to remain flexible 

throughout the varying directional turns of the conversation. As Fetterman (1989) 

explained, ethnographers rely upon concepts of structure and function to guide their 

inquiry. An extensive understanding of the structural framework of a system provides the 

ethnographer with a foundation to then construct more lavish description (Fetterman, 

1989). Interviews revealed not only specifics about the individual�s involvement with the 

guild and the fiber arts movement, in general, but also canvassed more intimate 

disclosure regarding personal life histories and backgrounds. 

Within the context of the ethnographic interview, language played a critical role.  

As Spradley (1979) maintained, translation competency refers to the ability to translate 

the meanings of one culture into a form that is appropriate to another. He likened the 

interview to a speech event in which players must abide by unspoken cultural rules, such 

as turn taking, asking questions, and pausing. In his analysis, he juxtaposed the 

ethnographic interview with the friendly conversation, highlighting commonalities. As he 

explained, �It is best to think of the ethnographic interview as a series of friendly 
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conversations into which the researcher slowly introduces new elements to assist 

informants to respond as informants.�  

Although I adapted this overall structure to conduct my interview, particularly 

using open-ended questions and adapting to conversational turns, I also relied upon a 

systematic approach developed by Seidman (2006).  He developed a phenomenological 

interviewing format, that incorporates both the life history and relayed experiences of the 

informant in tandem with more extemporaneous data gathered through observation and 

participation. Seidman (2006) encouraged a sequential interviewing process that not only 

canvasses informants� past and present experiences, but concludes with a final 

summarizing interview allowing informant reflection and clarification. As such, I 

explored both connections and meaning for the informant in both the final conclusion 

phase of the interview and over the course of separate meetings with the informant, as 

some of the interviews lasted through several days (Appendix D). Within these summary 

phases, I reiterated key points within the series of conversations, encouraging additional 

opportunities for clarification. This structured approach was essential as I unavoidably 

brought in my own prior experiences as a fiber practitioner, educator, and fiber 

researcher.  

Field Experiences 

For supporting evidence, I also looked to fieldwork. Fieldwork experiences 

supplemented and highlighted the thematic content identified within the interviews. 

Fieldwork comprised two distinct experiences: observation and direct participation 

(Appendix E). In the fields of visual anthropology and ethnography, observation refers to 

the process of describing, analyzing, and interpreting everyday activities to better 

understand nuances within the particular socio-cultural context (Stockrocki, 2006). 

Within these experiences, I was the primary instrument and as such, remained flexible 

and negotiated meaning as opportunities presented themselves. A complementary mode 

of data collection, for theme reification, was direct participation. Novitz (1992) explained 

that direct participation embodies both external and internal interaction with the social 

phenomenon. He asserted that direct participation within arts experience not only 

enhances our understanding of the art form, but redefines and reshapes our whole 

ideological scope.  
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Regardless of the type of field experience (e.g., interviews, direct participation, or 

observation), field notes were taken throughout as ethnographic records. Spradley (1979) 

recommended four different formats: condensed accounts, expanded accounts, fieldwork 

journals or diaries, and analysis and interpretation notes. Condensed accounts were 

written on-site during participation experiences and often consisted of jottings, phrases, 

or words used by informants. To expand upon these, Spradley (1979) suggested that each 

field experience should accompany a more detailed account, in which sentences are 

completed, verbatim statements, and informants identified. More interpersonal accounts, 

contextualizing the field experience, may consist of field journals or diaries, and separate 

notes on analysis and interpretation of cultural meaning(s) (Spradley, 1979). I chose to 

separate observer commentary within my transcriptions. 

Field Journals 

 My own art work provided an additional critical source of cross-reflection and 

emic understanding. This complementary approach offered not only phenomenological 

insight into past events, but an alternative and more progressive venue for what Geertz 

(1973) termed thick description. I treated my art work as a more public form of a journal 

or diary, not only applying new techniques learned within the guild, but also shedding my 

own inhibitions as a member expected to share my creative endeavors with other guild 

members. As encouraged by Spradley (1979), diaries and journals are essential to shared 

processes of ethnographic description and discovery. My art work contained a record of 

experiences, fears, mistakes, breakthrough insights, and problems that arose during 

fieldwork. 

 Geertz (1976) spoke to the human need to verbally deconstruct and dissect the art 

object(s). Similar to Dissanayake�s (1992) sentiments, he maintained that art is never 

solely intra-aesthetic; it exists within the context of a particular pattern of life. Thus, to 

study art and truly understand art is a sensibility that intimates a deeper understanding of 

the culture itself. My contention, insofar as the journaling process, is that by responding 

hands-on to art and culture, beyond the verbal deconstruction of it, perhaps represents a 

higher form of sensibility. By reconstructing something tangible, a bi-product of my own 

experiences as a guild participant, I employed a more intuitive method of understanding 

my research and theoretical lens.      
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Photographic Documentation 

As recommended by Pink (2001) and Ruby (2000), to supplement my field note, 

interview, and observational experiences, I utilized photography as additional recording 

devices (Appendix F). Visual ethnography, as a research modality, serves as an 

alternative way of knowing to accentuate and better define existing research collected 

through narrative field notes, document analysis, and interviews (Pink, 2001). Additional 

rationale for the use of visual documentation methods stems from its close affinity to 

other creative arts processes; the visual media(s) of photography or cinematography 

converge with the subjectivity already integral to the creative arts process, such as fiber 

design. Documentation of craft techniques revitalize and sustain art forms that risk 

extinction.  

Much of the past decade�s discourse on that nature of visual ethnography has 

emphasized informant collaboration in the visual process (Pink, 2001; Ruby, 2000). For 

more robust data, when appropriate, I employed methods of elicitation whereby 

participants respond directly to the photographed image, such as art object(s) or 

documentation family history. As such, I used photographs as methods of inquiry, 

eliciting feedback during interview and collaboration processes.   

Examples of visual documentation in this research included the following: 1. 

photographs of women�s interactions during different guild activities, 2. biographical, 

narrative photography of key informants (example: family and historical / biographical 

photographs), 3. participants� art work as artifacts, and 5. contextual images of the 

women�s different work spaces. The University�s Institutional Review Board approved 

consents for photographic and audio media (see Appendix B).   

Data Collection and Analysis: Research Phases 

 Again, the structure of this qualitative research will utilized methods and 

methodological insights from related disciplines of feminist art educational criticism and 

visual and narrative ethnography (Anderson, 2000; Collins & Sandel, 1997; Dewey, 

1934; Eisner, 1991; Wolcott, 2005). In the spirit of Dewey (1934) and Wolcott (2005), I 

emphasized process as experience. I observed and participated in guild activities over the 

span of nine months. These experiences were outside of the six semi-structured 

interviews. Settings and situational contexts ranged from local gallery spaces to 
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informants� homes and studios. The passage of time for data collection and variation of 

setting contributed to more substantial reflection, inductive meanings, and credibility.  

For overall clarity, I combined my inquiry and analysis processes into distinct 

time phases. My concrete time frame for field experiences and data analysis is further 

outlined.   

June-July 2006: Immersion and Reaction  

I began visiting the guild, starting each session with a period of observation and 

condensed accounts of experiences. Following initial observations, I dialogued, created, 

and learned along with other guild members. Activities that I participated in ranged from 

gallery openings and special events, critiques, and assistance with administrative work. I 

also completed two of the six interviews.  

June-October 2006: Description 

 My participation in workshops, community-based events, and meetings 

continued throughout this period. Condensed accounts of these experiences were 

supplemented with expanded accounts in the form of photo-journals, meeting minutes, 

and transcriptions of interviews and field notes. This phase included more formal and in-

depth characterization of the program, inclusive of historical document review and 

collection of personal histories and narratives through interviews.  

I identified and interviewed six key informants during this phase. Each interview served 

as its own, independent case study. These case studies were composed of little narratives, 

painting a portrait of the multiple realities of these women�s lives. Within each interview 

and observation, stories or vignettes evolved and constituted major themes throughout the 

research. 

July-November 2006: Interpretation  

As recommended by Glaser & Strauss (1967), I utilized a constant-comparative 

method. Data collection and analysis co-occurred throughout this research, and, as such, 

thematic connections were made throughout my time in the field. Because the field data 

were so extensive, it was essential to establish cultural categories and themes at the onset. 

Themes and cultural symbols that arose during observation and participation were also 

explored and elaborated further within the interview setting.  
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December 2006-January 2007: Evaluation  

As Clifford (1988) explained, evaluation refers to the process of reasoning from 

culture to sign and back again. My review of literature and conceptual models provided a 

framework within which to further decipher my findings. I juxtaposed prior research and 

field experiences with the emergent themes and meanings distilled from the six 

interviews. Finally, I identified possibilities for further research based upon dominant, 

reified themes and/or incongruities in the findings.    

Coding 

In accordance with Bogdan and Biklen (2003), I created and cross�referenced 

coding categories that reflected the structure of my experiences within the guild as a 

participant-observer (Appendix C and Table1). These codes canvassed the nuances of 

field experiences, such as setting and context, and interviews, allowing me to probe into 

situations defined by subjects, perspectives and epistemologies, and processes and 

chronologies.   

As I re-read data, dominant cultural symbols emerged, and I then constructed new 

meaning(s) based upon relationships among those symbols. As such, event, strategy, and 

social structure codes (Bogdan & Biklen, 2003) were critical in the analysis of the guilds 

communication and didactic styles. These codes were also revealing of member 

hierarchies, tacit rules, and social discordance within the guild. Once data were collected, 

I developed a systematic, analytical process to filter through assigned codes. I identified 

and labeled codes based upon patterns and themes derivative of primary and secondary 

research questions, dominant themes within informants� narratives, behavioral 

observations from fieldwork, and interview protocol questions. The following 

organizational chart further illustrates this process.  
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Figure 2. Assignment of Codes 

 

Additionally, the following table further explicates my codes (Appendix C) and 

their possible meanings. I included examples of quotes, observations, and behaviors that 

expand upon the presumed meaning of a code.   

 

Table 1. Code Explication 

Codes 

AES-Aesthetics ; artistic value judgments; style (ex: prescriptive; traditional; experimental; contemporary)  

Examples:  

• �And actually Dan Gunderson [OC: I checked out Stetson�s website, he�s still one of two full 
studio professors] said, �You can do pretty work, but you�re still not saying anything..� 

• �If they want to keep on doing the cutesy stuff they need to get their own group, which Nella has 
another group.� 

• Field Note: Colors are warm: sun-dried reds and golds�giving pieces a sort of Byzantine and 
gilded effect.  [OC: However, it falls short with the campy suns and faces appropriated from a 
New Mexico-ish, nouveau-hippie style�] 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and informal (family- 
       based) 

Examples: 

• �My mother taught us to embroider, and so I know I was doing it before five (years of age), and 
by five, I was using the sewing machine because I thought using tools was really cool.�   

• �Again, as a kid I spent a lot of times outdoors, I spent more time outdoors than I did indoors and I 
lived in Connecticut and there was a lot of mud and I used to just work it and I just liked that it 
was tactile I like that part.�   

• �No, no, Laurel is working for us [Harris House / ACA]. But ArtHaus does something similar but 
I guess on a larger scale to more schools. Their main focus is to do that- she�s very good, she used 
to be an art teacher.� 

 

CODE ASSIGNMENT  
Situation Codes (ex. C/A) 

Perspectives  (ex.POL) 
Activity/Event Codes (ex. SCI-
II) 

Process Codes (Ex.SKI-II) 
Social Structure Codes (ex. SD

Narrative Codes (ex. PN) 

 
Dominant Themes  
within Informants� 

Narratives plus 
Behavioral Observations 

from Fieldwork and 
Interviews 

 
 

Primary and Secondary 

Research Questions 

 
 
 

Interview Protocol 

Questions 
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Table 1. Continued 
C/A-Craft versus Art (role of craft; high versus low art) 

Examples: 

• �There�s Jetta Clover, who I�ve mentioned before, she was here, she just had stuff in the Whitney. 
She�s always in the fiber arts magazines, she�s very highly thought of world-wide.� 

• �Art I consider my very broad definition is when I do something that�s totally original to me and I 
think I�ve been doing fiber a whole lot longer then I�ve been doing art so for instance I learned to 
sew in Home Ec. in eighth grade or so and made clothing and so forth.�   

• �We actually went though a time frame after we started where all these people were just on the 
fringes of art and they were still using patterns, they were recreating things.  They were into the 
craft part not the art part of it.�   

COMM-Community; artworld; �communitarianism�; humanitarianism; sense of family, kinship, etc.  

Examples: 

• �Every time I drive through Sea Grove, of course it�s a community of potters, I think wow maybe 
I should have stayed in pottery because I think there is probably nothing more creative than to be 
in an artist community ideally I would love to be.� 

• �I do think that our society right now, there is still an element of safety in all women communities 
and I don�t think that is going to change just because of our nature.�   

• �Then they had this shift when it was being picked apart and it really came to light that they were 
standing against families and against cooperation between men and women and at that point I 
wasn�t participating because I just didn�t believe that.� 

ECON-Economic viability, income/financial stability, and marketing 

Examples: 

• �So for instance, I have a website, the website has to be maintained, I teach classes, I have to 
create the class, create the lesson plan, create the description that the person is going to use to 
market the class, create the supply list, write the contract.  You know there are those business sides 
of teaching.� 

• �I don�t expect to make a lot of money in a year and a half, but at the end of a year and a half 
perhaps we can predict is this a viable part time job for me?� 

• Field Note: Collective group statement will be issued for March show. Ellen asked who was 
taking JPEGs and doing edits [OC: obvious she is concerned]. Marie agrees to do it all. Discussion 
about juried shows here and at Harris House. 

F/G-Feminism; Gender Studies; female language; feminine aesthetic; male interface in �female world� 

Examples: 

• �I also taught the boys to sew because I thought if you are going to get an education you need to 
know how to hem a pair of pants, how to put a button on and cook and everybody did laundry and 
everybody knew how to clean the house.�   

• �Absolutely, my theory on that is that women who have not worked outside of the home don�t 
really know the purpose of a meeting per se�� 

• �So I took the drafting classes, graduated top of the class, but nobody in Volusia County hired 
women back then.� 

GEN-Generational indicators-significant of differences/similarities attitudes, beliefs, etc.; evolution within  
          field 
Examples: 

• �Last year, we had dye workshops and I invited a high-school student from Deland because I 
knew this was what she would love doing.� 

• �Yeah, we�ve had a couple of women in their late 20s and early 30s, but I don�t think that any of 
them have stayed with it, but of course, they�ve got little kids and stuff and you can�t really 
commit to stuff like this and they don�t.� 

• �I think maybe she [her daughter] was aware but I don�t think she understands what it was like.�  
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Table 1. Continued 
GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 

Examples: 

• �I think Marie has tried to do as well, is to say we don�t have to do this [have the formalized, 
�bureaucratic� structure, we can just get together, and show our stuff together, and make stuff 
together, but there�s a real resistance to it.� 

• �And I guess I was sort of looking for this utopic learning environment with guilds [OC: She is 
nodding, �ummhummm�]. But folks [fellow guild members] aren�t very forthcoming about how 
they do stuff, and then if they are, it seems like they are very prescriptive.� 

• �You see, it�s the �death of the [quilting] bee�.�   

GH-Group Hierarchy; gatekeeper; group leader(s); social referees 

Examples: 

• Field Note: Marie talking about SAQA and Quilting Arts and Surface Design. Marie�s March 
focus on fiber is a week out at ACA- May 13-19�instructors coming to play. 

• �Yea, I am 37 years old, but look at me in the group.  I am one of the youngest members of the 
group and now I�m the leader of it.� 

• Field Note: Next, Helene. Says she hasn�t been here since October meeting. She waits for 
everyone to be quiet.[OC: Funny] Someone �shush�es everyone.� 

M & R-Mentorship & Reciprocity (allied bond among women for the sake of SK I-II, or (�Show-n-Tell�  
        of personal art; aesthetic compliments and reinforcement) 

Examples: 

• �Or if you needed help to bind a quilt you could call ten people and they would be over and doing 
it and there was never a feeling that that wasn�t okay to give that much.  If you received then the 
next time you�d have a chance to give.�   

• �She just had a great knack for resources she would show me art even though we didn�t have a lot 
of museums around or anything. She always knew what art to show me so I can move on or I can 
progress as a child in art.�   

• �I wanted to please them as a child wants to please a parent.�   

MED-Media specific; technical 

Examples: 

• Field Note: No one within the group does silk painting, and though supplies (ex. Jacquard paints 
and the silk itself) are more expensive, it would be easy to have a �guest artist� be in house for 
once. 

• �But now I am drawing with a sewing machine [free motion technique].�   
Field Note: We talk about photo transfer. And she shows me fabric that comes with paper backing and 
steaming it. She explains that it comes in a roll and using a big ink jet printer for. She orders it through 
Dharma (Trading Co.). 

OC-Observer Comments; my personal reflections and aside commentary during interviews, observations, 
        And direct participation 

PN-Personal Narrative & background (past experiences work, family, marriage / divorce, etc.); Identity 

Examples:  

• �She says that they represent [OC: I hate that word, but I can�t come up with anything else�
sounds so trite with art) how she�s changed from her 20�s, to 30�s, to 40�s. She talks about her 
mother was a Southern Belle, and I infer subscribed to certain ways of personal carriage.� 

• �My mother remembers watching her be put into a room and they had to be stripped down and she 
said that her mother had to cut off her hair.  She said they treated them differently and her 
memories of Ellis Island were horrible.� 

• �I was having kind of an identity crisis at that point.� 
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Table 1. Continued 
POL-Political perspectives; self-identification on social issues 

Examples: 

• �I�ve never been comfortable with women saying I hate men and they have no purpose and they 
are just pigs that is stupid in my opinion. It is non functional for society to think that or to think 
that you can make any progress being that negative.� 

• �I felt like I had to defend my perspective of being pro-family and it was very different for me and 
I learned a lot because it made me verbalize that a lot of things.� 

• �Oh, there�s always discrimination.  There�s always discrimination, just the generation that I grew 
up in is just experiencing it firsthand.� 

SCI&II- Shared Camaraderie; humor; kinship; intimacy 

 I-Generalized Humor; Social Commentary 

Examples: 

• Funny argument about her calling cosmos daisies. She did a crepe myrtle and called it �maybe a 
maple�� 

• Member wants to know if anyone knows how to make rag rugs? But she doesn�t know how to 
crochet �everybody laughs.  

• �Do we have any visitors? I am Karen, the Desperation President.� 

 II-More Intimate Revelations (family; prior social history; social networking) 

SD- Social Discord 

Examples: 

• Field Note: The group is baffled, and someone suggests, rightfully, that �ripping the piece apart� 
may not be the way to redeem the piece. Fortunately, another woman steps in during the lull.. 

• �And that�s exactly what happened and we have had a little bit of growing pains over time with 
what we wanted.� 

• �When you say you�ve got �Masters� [master artists at ACA], you�re hierarchy is set. So, it can 
never be a bee.� 

SE-Solitary Experience of creating (as differentiated from group experience) 
Examples: 

• �I take all the colors that I like, and arrange them all before attaching the batting. And this way 
you can keep changing it around.� 

• �I find that if I don�t think about it, if I put music on, I find a space where I have to work by 
myself, I would rather do that. I have a beautiful studio space that is very bright and sunny and 
I�ve got a little dog there.� 

• �It has always been a calming part of my life� They are the central part of my day.  I plan very, 

very consciously to go into my studio every day�. It allows me time to play with ideas or just to 

not be conscious of an idea and just kind of float with it and decide where I want to go next. � 

SKI & II- Shared Knowledge 
SKI-Technical Assistance Level I (hand-over-had assistance, lower level language) 

Examples: 

• Field Note: Marie gets up and shows her Marlene Glickman�s class�little collages. [see photo]. 
Do one a day�first exercise everyday�put one small fiber collage a day. 

• Field Note: Discussion about Orlando Museum of Art and first Thursday of every month�food, 
entertainment, new exhibit. Gee�s Bend is now there. 

• Field Note: Member brought up show at Mount Dora Center for the Arts�she is a member there. 
 

                    SKII-Technical Assistance Level II (higher level learning; specialized, technical shared  
                    insight; art historical references; higher level language) 
Examples: 

• Field Note: Paints the fabrics with acrylics then Shiva paints. Background is felt. KONA true 
black quilting fabric�now can get at JoAnn�s. Use your 40% off coupon. 

• �So I would make something and she would comment �Oh you need an interfacing� or �have you 
ever tried a zipper this way� and then she came to me and said �oh, I really want to do an 
appliqué, how do you do appliqué?�  
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Table 1. Continued 
SP-Spirituality (artistic practice as therapeutic; locus of control; cosmos; historical and mythological 
connection) 

Examples: 

• �Arts Etc. for me is more therapy.  And more of a support group if you will, you know, me as a 
struggling artist or me as a fledgling artist trying to find out how to get out into the world.� 

• �I still like to do clay, the last piece I ever did was my father�s burial piece.  It was interesting 
because that whole process of when he died I always seem to go into some kind of art form, 
whether it�s a grieving process or a moving process or a loss of some sort and I turn to clay for 
that.�       

• �I did and I just kind of made sure that everything that I was doing that I could put a name to it 
and kind of a feeling to it.�   

 

Presentation of Data: Synthesizing Codes and Making Meaning 

 Chapter 4 consists of six women�s stories that were interpreted and organized 

according to the most influential ideas and discourses. Based on the coding, for each 

informant, I picked four dominant themes within their narrative. The prevalence of each 

code was considered in the analysis and is explained following informants� 

demographical information. Per each informant, codes were deemed significant if they 

appeared 10 or more times throughout the course of the interviews. Tables of significance 

were also included following informant demographic information (Tables 2-8).   

However, tantamount to prevalence measures, each act of coding required 

contextualization and interpretation within the larger scope of the informant�s narrative. 

As explained by the Personal Narratives Group (1989), �The richest contextualization 

would seek to understand all of the parameters of a life� (p.19). Most informants 

described their experiences and perspectives in the context of their own personal lives 

and histories. This combined interpretive approach was also necessary due to variable 

dynamics inherent to the research environment: interview length, environmental 

conditions, and personal relationship and rapport. Within Chapter 5, this organizational 

system allowed me to cross-reference and compare informants� stories with informants� 

behaviors during field experiences.       

Credibility of Research Design 

Similar to other theoretical approaches, feminist inquiry also grapples with issues 

of bias, empiricism, and credibility (Collins & Sandell, 1997); however, different from 

many sociological methodologies, most feminist researchers promote inter-subjectivity 

with their participants. One of the potential constraints of feminism(s) noted among 
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researchers and theorists (Enslin, 1994; hooks, 2000), is that there is not one unified 

position or common agenda. The diversity of social realities contributing to feminist 

theory is immense: from Western to non-Western, from Marxist to philosophical 

perspectives, from lesbian research, to individuals within the disability rights and self-

determination community. There is not a universally agreed upon and definitive 

experience as a �woman�; as hooks (2000) maintained, exposure and responses to the 

social construct of oppression is radically different among women. Ultimately, the 

common precept among feminist theorists is that their research is cognizant of women�s 

problematic diverse situations, raises awareness as to the institutions and frameworks 

contributing these situations, and in turn, seeks out some mode of social justice (Naples, 

2003).  

 Additionally, the nature of this research was subject to its own limitations. As 

Merriam explained (1998), qualitative research is dependent upon the researcher�s 

interpretations and observations; thus observer bias is nearly impossible to eliminate. 

During the initial phases of research, my own admission of innate reflexive tendencies, 

allowed for more pristine interpretations of field experiences. These admissions and inter-

subjectivities were noted separately as observer comments.  

Summary 

My primary question, �What is and has been the nature of women�s experiences 

within ArtsEtc, as a distinctive arts community?� governed my choice of methodologies 

and research design. I relied upon an ethnographic approach with a feminist theoretical 

lens (Belenky et al., 1986; Code, 1991; hooks, 1995). As such, I immersed myself within 

this environment, co-experiencing and participating with guild members. During this 

immersion process, I described, interpreted, and evaluated (Anderson, 2000) findings 

discovered through logged field experiences and field notes, interviews, artifact review, 

and personal art work. My intent upon completion was to not only contribute to literature 

on contemporary craft theory, but to also apply findings to current art education 

pedagogy, specifically the continued inclusion of marginalized women artists.  
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CHAPTER 4 
 

PRESENTATION OF THE FINDINGS: VIGNETTES, QUOTES, AND 

REFLECTIONS 

 

 This chapter consists of two sections: 1. interview summaries from six guild 

members and 2. behavioral observations and interview contextualization as recorded in 

field experiences. As mentioned in Chapter 3, the interviews were the focal point of this 

research and provided the most robust data.  

I selected interviewees based upon the following criteria (a) ethnicity, (b) function 

and role within the guild, (c) occupation in the arts and career aspirations, and (d) level of 

education. Although I tried to achieve the most diverse representation and response, this 

was limited as the majority of guild members are similar in demographics: Caucasian 

ethnicity, Bachelor�s degree or higher level of education, and age 50 or older. I conducted 

a series of interviews with each informant was conducted over five months in the artists� 

studio spaces, work sites, and homes. Follow-up clarification of data occurred during 

guild meeting settings, over the phone, and by electronic messaging. The focus of the 

interviews included education, professional activities and aspirations, self-identity, 

political awareness, and personal art work. These issues were often embedded within the 

context of the participants� more personal, chronological narratives. 

 The objective of these interviews was to gain deeper insight into participants� 

feelings, attitudes, experiences, and beliefs in relation to their experiences as fiber artists. 

Additionally, the intent was to reconcile past literature on women�s social construction of 

knowledge with more contemporary voices and identities. I structured the presentation of 

the interview data to align with areas of focus in the literature review: epistemology, 

feminism, aesthetics, and art education. The complete transcript of each interview can be 

found in Appendix D.    

 I used direct observation and participation to supplement primary findings from 

informant interviews. These observations occurred across settings and contexts, ranging 

from meetings, lunches, workshops, as well as informants� homes, studios, and work 

sites. The majority of observational time was spent within the Art Gallery on Douglas, 
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which provided space for all guild meetings and lunches, as well as most guild 

workshops. As such, I provided brief descriptions of morning meetings, lunches, and 

workshops. A more complete account of behavioral observations and field experiences 

can be found in Appendix E. At the conclusion of this chapter, I organized cumulative 

behavioral observations in the form of three dominant themes: shared knowledge and 

group identity, guild evolution and social discord, and reflexivity and an emic 

perspective.   

Marie 

Demographics and Coding  

Marie is a 62 year-old, Caucasian female. She is divorced with three adult sons 

and three grandchildren. Her family relocated from New York to Florida when she was 

an adolescent. Taught by her mother, she began sewing at age three. She has been a 

member of multiple art guilds since 1990.  

Marie was one of the founding members of ArtsEtc, and in large part, she has 

been responsible for its growth. Marie oversees the Community Arts Program at Harris 

House, a branch of Atlantic Center for the Arts. Harris House sponsors the guild and 

provides the accommodations. Though not the president, she is the perceived matriarch of 

the group, and the group relies upon her informed judgment in decision-making 

processes. Because she works for Atlantic Center for the Arts and is personally a member 

of regional and national guilds, she keeps members active and abreast of upcoming 

exhibitions and workshops. 

 Additionally, she sends weekly emails ranging from occasional jokes, member 

recognition, art images, meeting reminders, exhibition deadlines, and various shows. She 

has a raspy accent and a quick wit, and it is apparent that she is outspoken, yet very warm 

and sociable. Her sense of humor is tawdry and off-color, and in this respect, she is 

liberating for the group. She has steel-colored hair and always wears dark lipstick, 

reading glasses, and purple Birkenstocks. We met on three occasions in her office at 

Harris House in historic downtown. The setting was comfortable and private with 

relatively few interruptions. Each time I would bring salad for us, as Marie met with me 

during her lunch time.  
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 In comparison with the five other informants, Marie was the most verbose on the 

subject of politics and discrimination. Through the course of our two interviews, political 

issues, beliefs, or contexts came up in the discussions 38 times. Marie expressed 

numerous opinions on issues surrounding feminism, aesthetic criticism, foreign affairs, 

and discrimination. However, from a more qualitative standpoint, Marie�s life and 

narrative was intimately related to these issues: she served in the military, experienced 

discrimination in the workplace and academia, and had an undergraduate degree in the 

Fine Arts and Gender Studies.  

 

Table 2. Codes for Marie 

AES-Aesthetics ; artistic value judgments; style (ex: prescriptive; traditional; 
experimental; contemporary)  

10 

C/A-Craft versus Art (role of craft; high versus low art) 15 
GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 15 
M & R-Mentorship and Reciprocity (allied bond among women for the sake of SK I-II, or 
(�Show-n-Tell�  of personal art; aesthetic compliments and reinforcement) 

17 

PN-Personal Narrative & background (past experiences work, family, marriage / divorce, 
etc.); Identity 

15 

POL-Political perspectives; self-identification on social issues 38 

  
 

The fact that she was attuned to matters of social justice and equality was also 

evident in her art work, which is and has been overtly political. Additionally, I have a 

strong rapport with Marie, as she was initially my primary liaison to the fiber guild. It 

was evident that we shared similar ideologies, which liberated our conversance about 

personal, socio-political beliefs. The four dominant themes and codes within Marie�s 

narrative are as follows: 1. personal narrative and art education, 2. politics and aesthetic, 

3. group versus solitary experiences, and 4. aesthetic criticism.      

Personal Narrative and Art Education  

Similar to the other informants, the domestic arts were Marie�s first entrée in to 

the world of fine arts. She was naturally adept at art and kept journals and sketches as a 

child. �I had these little, tiny booklets� that are wire-bound, that you get as a student, 

and from the time I was a small child, I was always writing about and drawing pictures, 

illustrating things.� She began embroidering by the age of four and as an adolescent and 

adult, continued to sew clothes and decorative items for household use. As she explained,  
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My mother taught us to embroider, and so I know I was doing it before five [years 

of age], and by five, I was using the sewing machine because I thought using tools 

was really cool. So I made my doll clothes, my clothes in highschool, made my 

kids� clothes when I got pregnant, and I made my maternity outfits and the baby 

outfits, the curtains, you know, the cushions for the couch, and even upholstered 

the furniture. 

For many of the informants, they created out of economic need; once clothing and other 

items were mass-produced and affordable, they stopped sewing. Motherhood also played 

a unique role in the more stifled creation of art. For most of the informants, baby quilts 

and Halloween costumes served as their limited creative outlets during parenting. �When 

I was making an alligator outfit [for one of her sons], I would sketch it out and just sew it 

up and there it was� adapt it along the way, but never actually conceive that I was 

making a piece of art.� It was only when Marie was in her 50s and by happenstance, 

attended a rural crazy quilt workshop, that her interests in sewing were rejuvenated.   

 Like many of the informants, Marie�s art and her creative endeavors have been 

dictated by the negotiation of other responsibilities in her life, ranging from motherhood 

to the caretaking of elderly parents. Marie�s educational and career choices were also 

governed by practicality and finance. As she explained,  

Before I came here [Florida], they wanted me to go to high-school, the City 

School of the Arts [New York City], but my father wouldn�t let me take the 

subway. I was going to school, I had a great teacher, Evanda Childs High School 

had a great art program anyway, but when I came here to Florida, there was no 

art. And in protest, I took all my diaries, all my drawings, and I burned them in 

the dump. I was mad at my father for 15 years. And I was taking a class at church, 

it was a catechism class� and this nun was doing her thing, and she said, we�re 

going to talk about forgiveness, we�re going to spend a whole semester talking 

about forgiveness. ..You know, I was angry at my father because he brought me 

down here, and I didn�t get my art schooling, and I thought, �You dummy, go to 

school!� And I enrolled at DBCC [Daytona Beach Community College], and he 

took care of my kids while I went. 
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Prior to this, Marie was in the Air Force and married with three sons. Even returning to 

school in her 40s, divorced and a working mother, Marie encountered difficulty entering 

the arts fields she initially gravitated to. First she tried drafting, though at the time in 

Florida, there was no recruitment of women. Later she moved on to graphic design and 

commercial art, although she stopped midway due to financial encumbrances. For the 

next 18 years, Marie worked at Stetson University. This allowed her to complete her fine 

arts degree over time. She was 51 when she finally graduated.  

Learning, for Marie, resembles a more traditional quilting bee style; there are no 

rules or prescriptions and no punitive consequences. This style was exemplified by one of 

her first mentors at the community college level, Shiko. She described her experience as 

follows: 

Shiko, she�s a sculptor, a clay sculptor, and I was her student aide, 

carrying bags of clay, you know, working my way through school, and 

scraping the shelves and stuff. And she said, �Here, take this clay and play with 

it.� And I started making all these snakes, and all these things like that, and these 

little bunny ears, it was Easter time. And she said, �Here, make something for 

your kids.� So I ended up making different Easter baskets, and one had snakes 

curled around, and the little one was a castle with a dragon in it. And she said, 

�Here, take some more clay, take some clay.� And I just started making things 

like crazy� And so I just blossomed into this world of sculpture, so she would be 

my first mentor, I guess, I forget about her, and she�s the one who said, �Here, 

take this and play with it!�   

At Stetson, a relatively conservative university founded by Baptists, Marie encountered 

many hurdles both within her academic and professional experiences. The Art 

Department, at that time, was small with only three professors and their respective 

mediums and disciplines. Sculpture, outside of ceramics, was not available. Because 

Marie had to take evening classes, the completion of her degree was tedious; however, 

this was slightly alleviated by Stetson�s unique schedule that allowed for a January 

intensive session. However, even this experience was marred by the learning 

environment. Marie explained,  
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So I took the month off and was just working a couple hours a day to keep things 

going, but I was in that studio all day long wanting them [male professors] to 

teach me, and they said, �Oh, no, by now you should know it.� And I said, �This 

is my studio time, you should be here leading me, guiding me.� And they�re 

going, �No, you should be finishing up your work.� And I thought, well when do 

you ever do this [when do they hands-on teach]? And they don�t, they just don�t. 

So, it was total frustration to me, everything I learned there [within the Studio Art 

program at Stetson University] was stuff I learned on my own� I was the only 

sculptor at that time, too, because the others were all painters. Not even anybody 

into clay, and I�ll show you the slides I made to make quilts out of clay, but there 

was nobody who would help me with these things. It was like, learn it on your 

own�  

While Marie liked some autonomy in the learning process, she wanted the teacher to 

physically model and teach technique when needed. The didactic style is modulated by 

her needs.  

Marie referred to her two primary mentors, Roberta and Ann, throughout her 

interviews. Roberta was her Art History professor and Ann headed Stetson�s Gender 

Studies program. Not only did Marie�s mentors use a different teaching style to engage 

her, but they also exposed her to a world of formerly hidden women creators. Marie was 

the first to Graduate from the Gender Studies program, and this has dominated her 

perspective on women in the arts. She described her mentor, Roberta, in the following 

passage: 

She said when she was in graduate school, she was one of the major reasons they 

added women to the Jansen book. She battled for it when she was going for her 

higher degree. She kept bringing up, look there are no women mentioned here, 

and look at all these women who did things, because she did the research. She 

was just absolutely wonderful. She teaches a class called, �Women and Art,� and 

I kept calling it, �Women, and Art, and Power.� And she said [that] I need to 

change the title of that class, because it was so empowering to me, and, then I also 

took, �Women and Gender Studies.� And I thought, �Well no wonder I�ve been 
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so mad.� I was right to be mad, I was right to be fighting all these years. It was 

like an �Aha� after all this time. 

Marie comes from a strong art historical background, not only because of her 

academic work at Stetson, but in her professional life, she oversees the community art 

programs at Harris House. Like another informant, Laurel, Marie has access to lectures, 

workshops, and exhibitions offered through Atlantic Center for the Arts (ACA). Through 

ACA�s Master Artist program, prominent women artists like Miriam Schapiro and 

Carolee Schniemann have been invited to serve residencies and mentor local artists. 

When I asked Mary about her more mythical mentors in Western art history, without 

hesitation, she responded as follows: 

Faith Ringgold. She came here, she came to Atlantic Center, which I didn�t even 

know existed at that time, she came here, and she did a talk in Deland at the 

museum and had a show there. And first off, she was absolutely hysterical, and I 

have this big laugh. And she was playing it like, it was the weirdest set-up, she 

was like in a boxing ring, and she had people stacked up in chairs all the way 

around her, it was the weirdest way to do something. So she�s walking around and 

talking to people and telling her little stories, and I�m laughing around over here, 

and she�d start talking and playing to me because I was giving her the best 

response. And her art just blew me away, her paintings with all the words on 

them, and the stories on them� I thought, �Oh my God, this is a voice.� And 

that�s when I started working, listening to my own voice. 

  Politics and Aesthetic  

Different from the other informants, Marie is a self-proclaimed feminist, and her 

aesthetic style is clearly a combination of humor and political irony. Part of Marie�s 

charm and one of her most endearing qualities is her ability to find humor in herself and 

others, despite the bitter grimness of more controversial, socio-political situations. Her 

current art work is still derivative of her journals and formative sketches; in these, she 

develops these almost caricature-like people and creatures accompanied with vignettes 

and quotes. Her penchant for sketching led to part-time work as a political cartoonist. 

When I asked about her life in the 1970s and awareness of feminist issues, she replied,  

Oh, oh, I was already in trouble. I was very aware. And I protested, actually, in 
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the 70s, I was back here in Deland for part of it, and I did cartooning for the 

newspaper. My girlfriend wrote for the newspaper, and when they were looking 

for a cartoonist, she recommended me. And I did quite a few cartoons for them. I 

remember when ERA didn�t pass again, and I did this cartoon of a very pregnant 

women with her apron, holding a pot and a scrubby, in her bare feet, and she�s 

saying, �Well if you�d just like to tell me what you�d like to eat for supper, 

Master, I�ll be sure I get it on the table in time.� You know something like that, 

and the sign torn behind the ERA sign, �Back to barefoot and pregnant�. 

 Once at Stetson, and mentored by Roberta and Ann, Marie�s aesthetic style fused 

with her dynamic political perspective. Her art work became what she described as 

�ballsy� and �in-your-face�, and she was inspired by Betye Saar, Barbara Krueger, and 

the Guerrilla Girls. As she said for a second time, ��They were really excellent and 

really taught me about getting my voice out.� Having experienced setback and salary 

discrimination as a Stetson employee and being exposed to the treatment of women in the 

fine arts, she created art that was edgy and inflammatory, softened with humor for the 

conservative campus. As she described,  

I had two professors, I kept making sculptures, in chicken wire, of body parts, of a 

women�s torso, and a men�s torso, and they wanted the women�s torso to have 

perkier breasts, and they wanted them to be covered with cloth. Well inside the 

chicken wire, beautiful sculptures, but inside, like Lilith, I put the big plastic apple 

inside, and a snake wrapped around her. And uhhm, the Mother Machine was all 

these baby dolls stuck inside this great big, bulging 19-month pregnant woman. 

And she was in that yellow, that industrial yellow, and I wanted you to see inside. 

And in the men, I had the sperm bank, with bowls of fish and things, and they 

wanted the women�s stuff covered with cloth, so you could see the shape better. 

And I said, �But you�re missing that it�s all interior.� So, I went to Roberta� who 

is the Art History teacher [OC: now head of the Art Department at Stetson], and 

she has been my muse. And I said, �What am I going to do about this?� And she 

said, �Trust yourself, and forget what they�re saying, just do what you want to 

do�. 
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 Like the other informants, Marie is a member of multiple quilt and surface design 

guilds. Some are online, such as QuiltArt.Com, and others are more regional and 

national, like SAQA (Studio Art Quilters Association). Marie is attuned to each of art 

group�s varying political climates; the pieces she chooses to publicly share are now often 

more politically neutral. She described the collective response to her piece entitled, Mary 

Rode a Jackass and Became a Saint.  

My mother would always hide my work. Ahh, I should have brought the, the one 

about Mary Rode a Jackass and Became a Saint, it was for the show here, and it 

was called UnderWraps, so my girlfriend was explaining what UnderWraps 

meant, and I never did understand it, it was supposed to be disclosing something, 

so I took Mary�s clothes off, and she was riding on the jackass naked, and very 

big belly, backaches, so she�s moaning like this, you know [OC: Marie�s imitating 

pregnant Mary, leaning over the side]. And I said, �Well, I married a jackass�, 

and it didn�t really go over well. 

In the more conservative, craft artworld, liberalist ideologies and left-wing politics, even 

when diffused with humor, are not always well-received. Among quilters in general, 

there is a definite empathic concern for more sensitive issues, like in response to the 

AIDS epidemic and breast cancer. These appear to be issues that rise above divisive 

political lines and unify the fiber artworld. When I asked Marie about the alignment of 

fiber art with social issues or causes, she responded as follows: 

Because I think part of it is that women don�t have a voice otherwise. And this is 

someplace where they can yell, and it�s some place where people who know 

nothing about art feel that they can put a piece of material onto another piece of 

material and yell. The AIDS quilts certainly made quilting available to the 

universe. At that time, I didn�t quilt, but my nephew died from AIDS eleven years 

ago. And I just took fabric, and I painted on it, and it�s got no quilting whatsoever. 

It�s something where you can say something, honor somebody, and protest or 

whatever. So I think the AIDS quilt was really good for a lot of reasons than 

blasting everybody, over course, now it�s sitting in a warehouse in Atlanta. 
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Other issues, however, like the United States� involvement in Iraq incite controversy and 

fractionalization. Despite her years in the Air Force, Marie remains an active anti-war 

protestor. Like two of the other informants, she actively protested the Vietnam War.  

I protested the Vietnam War and got my husband in trouble, and he never got 

promoted again. We were in the service. I always protested the wars, I never 

thought they were necessary. If women were running the world, they [wars] 

probably would not happen. A lot of us had husbands that were dying, but of 

course, we have that mother tiger in you, you know, you kill my child, I am 

coming after you and rip you apart. [OC: laughter] So much for the peace-maker.   

Different from the 1970s, however, Marie channels her anger and emotions through her 

art, which is now in more of a hybrid state of multi-media and art quilting, with only 

occasional more sculptural pieces. Her cynical titles like Prophet Margin, Soul Holes, 

and American Suckers are blatant indications of her political stance. Softened by their 

embedded humor, these pieces strike at the core of American hypocrisy in foreign affairs.  

Often, art quilters� responses to these issues are sparked by what are termed, in 

the quilt world, as �challenges.� Challenges are posed in guild settings and online, where 

fiber artists share digital images of their pieces. One QuiltArt.Com challenge was 

entitled, �Make Quilts Not War� and �We Support Our Soldiers.� The two challenges 

superficially fused illustrate the discordant perspectives in the fiber world on the subject 

of war. Marie described the online conversation among fellow quilters as follows: 

Oh, yeah, there were a whole lot of women. [OC: She paraphrases online remarks 

and dialogue] �My son�s over there.� �Well, I am not against your son, I am 

against the reason he�s there.� �No, no, he�s protecting the home front.� �No, no, 

he�s not protecting the home front; he�s living this man�s dream.� You know, this, 

I�m following in Daddy�s footsteps, and I�m going to clean up the mess that 

Daddy left. So, there were a lot of arguments. And then one of them said, you 

know, stop the bitching, do it in quilts.   

Group versus Solitary Experiences  

Ironically, Marie, like most of the other informants, offered disclaimers that they 

were not �joiners�. Most conceded that it was only within the past decade that they 
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acquiesced to group art experiences and guild membership. Many, like Marie, are more 

comfortable in coeducational settings. As Marie confided, 

I never joined women�s group [OC: she says like it�s a dirty word..]. I had bad 

experiences as a Girl Scout [OC: I start laughing], and I vowed to never, never 

join another girls� group� I talked to NOW [National Organization for Women] 

and the group in Deland, but I didn�t join them. I wasn�t a joiner at that time; I 

didn�t join groups then. 

Later she went on to say,  

I think women and men should be together in these groups. I don�t think it should 

be separated. That is kind of sad to me, but it�s kind of freeing to most of the 

women [OC: assuming she is referring to ArtsEtc members]. I grew up with two 

brothers, my sister was much older than me, so I�m much more comfortable 

working with guys anyway. So it never bothered me to be working with guys and 

I never felt like I had to monitor what I was saying or doing. 

Although Marie may not consider herself a �joiner�, she clearly recognizes the internal 

strength and confidence that her peers and mentors instill in her. She explained,  

�I did my series on women, this was a journal thing, and I was trying to come up 

with a series so that I could do journals, a continuous row, this is my kind of 

work. I was looking at all these women who had done something for me, who 

have made me who I am today. It�s all these women who have touched me, 

believed in me, praised me, and kicked me in the butt. [She reads from her 

journal] And each one, I didn�t realize how they amazed me and touched my art 

and my dreams. It turns out that I have a fantastic power base. 

 Solitary experience is difficult for Marie, primarily because of her career 

obligations as a community art program coordinator, but also in her home life, she is both 

a mother and a grandmother. However, she reveres her solitude and independent creative 

time, primarily for its self-regulatory function. She shared the following reflection: 

It�s a wonderful communal feeling with yourself and your fabric and stuff. I did 

my mother�s piece [My Sainted Mother and Her One-Eyed Dog] on the bedroom 

door, because my walls are full of art work and there�s always furniture and stuff 

in front of it, you can�t get to any wall, and so I just decided, well, it will be that 
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wide. And I just put the material there and would stand and stitch and pull the 

material. And it�s a very satisfying thing to do. I got more into it, and the 

repetition of sewing which goes back to childhood when I hand-sewed everything, 

and it�s very satisfying. I did the stitch work on here [OC: she shows me another 

one of her pieces], you know, it didn�t need all this, and it just gets to be like a 

stitch here, a stitch here. It�s a �humming to yourself� type thing to me. Therapy. 

Aesthetic Criticism  

Marie�s aesthetic, be it overtly political or otherwise, is about finding her voice. 

Her personal narratives and perspectives infiltrate into all of her pieces. One of her more 

recent pieces, The Bear Box, exemplifies Marie�s more intimate narrative. She described 

it as follows: 

We did a challenge, Quiltart magazine did a challenge, called �Think Outside the 

Box�� [I] did all the material, I painted, and it�s a wooded scene on four sides, 

and it gaps open and you can see inside, and the inside piece of material like the 

inside of a cave, and then my son cut mulberry branches, and he made a stand for 

me, and I strung this box onto it, the sides, when you have the materials, you can 

see inside, and I had a stuffed bear in it� and on top of it it�s got petals and 

leaves, sewn, so you can take the top of the tree off, and the poems are all about 

bears, and this is a series that�s been going on for about 15 years. There�s 

probably about 10 bear poems all together, but they�re about boyfriends and ex-

husband, and there on the inside, my ex-husband now has Parkinson�s, and he�s 

shuffling around and getting things confused, and that�s written on the inside 

piece there, a poem about that. But that was a way to display my poetry and use 

this box (in interview). 

One of Marie�s studio professors told her, �You can do pretty work, but you�re still not 

saying anything.� In the context of our interview, she responded, �But when I started 

saying something, he didn�t like what I said�. So, it was when I found my voice, and 

when I found my voice, it wasn�t welcome, you could say.�  

Marie still grapples with viewer response to her �pretty�, feminized work versus 

her more raw, brutally honest work. The following vignette is representative of her 

aesthetic perspective on feminine and feminist art work: 
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The Orlando City Hall had an art show, Skirting the Issue, women-only art. When 

we get down there, and it was pretty pieces, there were no �in your face�, �kick 

your ass� art work, well there was some pretty ugly art work, [laughter] but it was 

just patterned, and so when we came back I wrote a paper about called, �Skirting 

the Issue: They Really Did Skirt the Issue.�  They put female art work out, not 

feminist art work. And so when I made a quilt, we had one square left on the 

bottom, I made this cute little skirt, and then when you picked it up, she had a bad 

bottom, and then underneath it, she had these little puffy cheeks and I put 

�skirting the issue� there. 

The ArtsEtc guild�s response to aesthetic criticism has been an ongoing issue 

among the informants. Critiques occur once every three months and resemble the group�s 

�show-and-tell� forum. Most of the informants voiced that it should be rooted in 

formalist principles and elements of design. Moreover, criticism should be constructive in 

nature and not glossed over with niceties. However, when I asked Marie if she shared the 

more controversial pieces with the group, this was her response: �The protest one they 

didn�t understand and didn�t like�. But yeah, the women don�t think along those lines at 

all.� 

 However, later in our discussions, Marie calmly revealed that guild members 

frequently �test the water� of the guild environment before committing (in interview, 

2006). As many of the informants explained, if the guild does not offer what they need, in 

whatever capacity (e.g., aesthetic criticism, socialization, workshops), they may overlap 

into other guilds or community groups, or chose solitary work over the group experience. 

This phenomenon is particularly true for the ArtsEtc guild that has experienced has high 

turn-over rate and recent growth during its three-year tenure. Marie�s speculations were 

surmised as follows: 

These guys [ArtsEtc guild] are very positive; they are too positive for me. They 

don�t tell you all the, well Helen will [OC: mutual laughter], but the rest of them 

will say, �Oh, it�s so pretty.� And I watch Steve�s [former Stetson professor] 

groups, when Steve does it, and it�s the same thing, they always do something 

very positive about it, but then he comes back around, and he says, �Now, what 

would you change?�, or �What do you think needs to be done with this?� But this 
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group doesn�t go past the mostly positive statements, and we�re in our early stages 

of trust here, so I think we probably need to go a little further before we can say, 

�You know, cut that damn thing in half!� [OC: laughter]� We actually had a 

quilt that was submitted to the show, and it kept bothering us all, and there was 

something wrong with this, so we turned it upside down, and you would have had 

waterfall going the wrong way, but the balance was all wrong. But we need to get 

to the point where we critique more�They�ll learn to say things more than they 

say now. Well, and we have really changed a lot of people too, so maybe the ones 

who weren�t growing or thought we weren�t growing have left. 

One concern shared among the informants and noted throughout the field 

experiences was their art work�s marketability. Three of the informants shared in Marie�s 

perceptions about her own work: political work or work that is laden with deeper 

meaning and emotion does not sell. Marie explained,  

I don�t think people will buy the political pieces, but that�s my soul that I put 

there, and this is my humor. You don�t expect to sell your soul. You know, that�s 

just getting out there and saying, this is what I think, and it�s important to be able 

to do that� But yeah, I�d like my art to speak to more people. I don�t care if I 

become famous from it, but I would like it out there further and get some money 

out of it. 

The marketability of fiber art is also largely dependent upon its popularity, or rising 

popularity. All of the informants concurred that fiber art was a burgeoning new market in 

the larger artworld. However, when I posed this to Marie, she responded with subdued 

skepticism: 

Ohh, it�s rocky road there. It�s gonna� be quite a few more years. Well, but 

they�re in the Whitney [museum] now, so the time might be just right around the 

corner that it�s gonna� be more acceptable in the field. There�s Jetta Clover [OC: 

an ArtsEtc member], who I�ve mentioned before, she was here, she just had stuff 

in the Whitney. She�s always in the fiber arts magazines, she�s very highly 

thought of world-wide. She just was over in Japan teaching a class, so maybe the 

time is coming, so maybe we�re closer to being considered art especially with the 
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Gee�s Bend [OC: she over-enunciates, almost cynically] quilts are considered art, 

so it might be, this is the time. 

Laurel 

Demographics and Coding   

Laurel is a middle-aged African American artist; she chose not to disclose her 

age. Married for 24 years, she is a mother of two boys, both young adults. Like Marie, 

she learned to sew at an early age and was taught by her mother, grandmother, and aunts 

through their family quilting bee. She has been a member of multiple artist guilds and 

collectives, but gravitates to national guilds that she can access online. Laurel comes 

from a diverse professional background, and before returning to art, worked as a human 

rights attorney specializing in Latin American affairs.  

She currently is an artist-in-residence at Atlantic Center for the Arts, where she 

maintains her studio, offers lectures, and provides outreach and education to Art K12 and 

community settings. Also like Marie, she relocated with her husband and sons from the 

North, having lived in New York, Connecticut, and Baltimore. She dresses casually, 

wearing wire-rimmed glasses with long, thick dreadlocks loosely tied back. In 

comparison to Marie, she is slightly formidable and at times more reticent in both 

interview and public contexts. Our interviews lasted two days and were conducted at her 

studio.  

 Laurel was unique in that she heavily contributed to this study�s conception of art 

education, both within traditional Art K12 and university venues as well as community-

based settings. Like Marie, JoAnn, and Sabrina, Laurel�s self-proclaimed knowledge and 

art stemmed from her lived experiences; her truisms and interview responses were 

enshrouded in personal narratives and childhood vignettes. Lastly, Laurel provided 

further dimension to group art-making and learning experiences. Perhaps rooted in her 

background as an art educator, she was highly critical of the social dynamics underlying 

artistic learning processes.     
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Table 3. Codes for Laurel 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private 
tutorial) and informal (family- based) 

27 

GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 10 
PN-Personal Narrative & background (past experiences work, family, marriage / 
divorce, etc.); Identity 

27 

POL-Political perspectives; self-identification on social issues 28 
SD- Social Discord 12 

     

Laurel comes from a litigious background as an attorney, and this added a 

frictional component to our conversations. At times, there was a subtle undercurrent of 

emic/etic tension which I attributed to our racial differences and Laurel�s lived 

experiences. Issues of inequities and oppression wee at the core of her art work and 

identity as an artist. The four dominant themes and codes within Laurel�s narrative are as 

follows: 1. art and personal meaning, 2. art education and didactic styles, 3. politics and 

social issues, and 4. personal narratives, specifically the role of family and mothers. 

Art and Personal Meaning  

Racial identity is a dominant undercurrent throughout Laurel�s art. As she 

described her collective and solitary creative experiences, she insisted that her art work is 

aimed at a specific audience: �her people� (in interview, 2006). She explained, �For me, 

what everyone has to decide as an artist is one, what do you want to say, and two, who 

you do you want to reach�I am in this for the uplift of my  people.� This finding is 

further exemplified by her outreach efforts in Art K12 and bee settings, as well as 

inherent to her own distinctive iconography. Her imagery and content derive from her 

genealogy, personal narrative, and experiences. This is also reflective of the strong role 

her family played in cultivating her art education as a child and adolescent. 

 Racial overtones were both direct and indirect throughout the course of the 

interviews contributing to a distinct emic / etic tension. Few of Laurel�s remarks could be 

considered politically neutral, and this perhaps has roots in her background as a human 

rights attorney and professor of law. She expressed consternation over high art 

expectations that as a black woman, her style and iconography should subscribe to a 

stereotypical, folk vernacular. Yet, at the same time, it appeared to me that she capitalized 
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and commercialized her color and ethnicity as a challenge to such perceptions. This was 

evident as well in her website, which mocks provincial assumptions regarding African 

American artists.    

From a feminist perspective, what is empowering about this is that she takes 

ownership and mastery over her own identity. Perhaps this strategy is designed as a 

rebuke to galleries, juries, or other high art institutions who succumb to misconceptions 

of the black, disenfranchised artist. Laurel is very cognizant of her own and other artists 

purposeful integration of African-American aesthetic style, and she appears to use this 

knowledge and self-proclamation to her advantage within the larger artworld.      

 For Laurel, the act of creating art further bonds her identity with her family. She 

spoke fondly of her mother, aunts, uncles, and cousins, who all served as providers and 

mentors. In a formal artworld, such as the one she now inhabits at the Atlantic Center for 

the Arts or in her prior college coursework, she repeatedly admitted to feeling like an 

outsider. Laurel prefers a more family-style learning environment in the guilds, or in her 

terms, �bee(s)�, that she selectively chooses to be a part of (example: Women of Color 

Quilters� Network). Reminiscing, she described a Baltimore guild as a �gathering place 

that was safe to talk about what was going on in your life without men around, without 

white people around, and it had a really nice kind of warmth.�   

Based on her description, art is just as a much about a connective process as it is 

about product. This perhaps stems from her childhood as her mother and her aunt hosted 

community sewing circles. Laurel comes from a family background of painters and 

ceramacists. Family houses operated as combination studios and domiciles; art, with its 

messiness and experimentation, was seamlessly integrated into all aspects of home life. 

Not only was art shared and handed down among family members, but so were narratives 

and stories. Laurel�s grandmother, in true matriarchal fashion, passed down the stories 

and taught Laurel how to embed them into her quilts.    

Art Education and Didactic Styles  

Each of the informants were products of different didactic styles and different 

learning environments. However, for most, their initial art experiences came from family 

members. This nurturing learning environment may have influenced their current 

predilection for more informal, arts educational experience. Most informants prefer the 
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social, communal aspect of creating art in a group setting. One informant admitted that it 

was this forum offered her only chance to see her friends together.   

However, this is not to say that the ArtsEtc guild functions as a cohesive unit at 

all times. The verbiage, �growing pains� was used by three informants describing the 

guild�s formation and evolution. Laurel was the most outspoken about the shortcomings 

inherent to a guild like ArtsEtc As she explained,  

What I see now is that is a very formalized, pseudo-corporate structure. I mean, 

it�s sad when you see a group of women arguing about bi-laws� it�s wasted 

energy�we can just get together, show our stuff, and make stuff together, but 

there�s a real resistance to it.   

She perceived a defensiveness and insecurity on the part of ArtsEtc guild members; they 

have not been forthcoming with technical expertise. During our discussions, Laurel 

referenced what she termed, �the death of the bee�, repeatedly citing African-American 

quilt historians Benberry (2002) and Mazloomi (1998). In the more utopic learning 

experiences, she explained,  

�You are around people who are making art and you watch them. You don�t tell 

them, this is right or this is wrong. You just watch them. And you say, �Can I  

have some of that?� And they say, �Oh, yeah, here�s a little bit.� And then you 

start doing something on your own. And then maybe they can holler, �You need 

some help?� And you can say, �No, I am alright,� or �Can you help me with 

this?�    

In Laurel�s described scenarios, there was a tacit understanding of how to interact and 

communicate. More nurturing was given to different learning styles. Laurel related only 

one positive formal art education experience at Dartmouth. The school offered what she 

described as an outcropping of craft studios that provided the autonomy she needed with 

needs-based, individualized supervision. Not surprisingly, this environment offered the 

same loosely-knit, didactic style evident in her family sewing circles and later quilting 

bee(s).   

According to Laurel, these didactic and pedagogical issues are also inherent to the 

Art K12 system. Based upon her personal experiences and those of her sons�, the Art K12 

system is homogenized, dominated by white educators, and prescriptive. She maintains 
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that the art process should be more spontaneous and free-willed, not bureaucratic and 

punitive. Even within the university setting, art classroom pedagogy abides by a 

traditional, formalist approach that is intolerant of diversity or change. Laurel explained,  

I always did a lot of drawing and writing, a lot of creative things as a child, but 

they weren�t important in school. They try to tell you that they are. And so what 

happens is that you�re used to making a lot of things, of trying a lot of things, but 

then you get into school and it stops. Suddenly, there is only one correct way. 

Like Art K12 and university classrooms, the guild can at times be resistant to new ways 

of teaching, learning, and experimentation in general. I experienced this during my own 

field experiences, amidst dyeing and seeking out alternative ways to apply color. In my 

observer comments, at times I felt conspicuous, as if my style of uncontrolled 

experimentation defied the directions and prescribed expectations. As Laurel explained,  

 �Even with stuff like dyeing� it�s sloppy and messy�You know, I had an  

experience at the IQA [International Quilter�s Association] show in Houston  

where someone was looking at my pieces and said, �How did you get this color?�  

And I said, �Uhmm, I got it from the bark on a tree, and I put some of this in, and  

some of that in�� And she said, �Well, what are the measures?� And I said, �I 

don�t measure�. And she said, �What do you mean you don�t measure?� She was 

furious, completely furious� And right then and there, I decided I would not 

measure, absolutely ever, because I could not.   

Politics, Ideologies, and Social Issues  

For Laurel, race was a pivotal issue, both within her community artworlds and the 

Art K12 setting. Not only did it resonate in her art work, in her textiles, subject matter, 

and choices of dyes, but understandably, her politics determine the type of art educational 

setting and social group she associates with. Throughout her interviews, racial identity 

either polarized or united her with other artists and educators. After a series of negative 

interactions in Art K-12, university, and community settings, Laurel was highly attuned 

to the type of learning dynamic she preferred for herself and her children. She described a 

guild scenario in Harlem that yet again illuminated unspoken, cultural morays in white / 

black learning environments. As she explained,  
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I joined one in San Copa [fiber guild], and [they] started because women from the 

suburbs, white women started to come into the city and teach black women. And I 

find this happens a lot: they come in with the idea, �I�m gonna� teach!� And they 

really don�t know what�s there or what�s going on, and I think that�s a problem. 

And so they went to this library, in the middle of the heart of Harlem, and started 

this guild�So I gathered up a bunch of my material� and I went to this library. 

There was a big, kind of like auditorium-type room and there were all of these 

women, black women, who were sewing little strips like this hunched over [OC: 

she imitates], you know, you�ve seen this. And over their shoulder are these other 

women [white instructors], �No, no, not like that, take it out over here again.�     

Not surprisingly, Laurel developed an antipathy for white, hegemonic-styled classrooms. 

The Harlem guild scenario was reminiscent of her own experiences in Drawing I, as the 

white male art professor correctively hovered over her work. Throughout her life, in the 

personal narratives she shared, she had encountered discrimination. Whether it was being 

chased down by white school children in Boston, Massachusetts, or surviving as one of 

three women in her freshman class at Dartmouth, Laurel bears the imprint of hostile 

environments.  

Personal Narrative: The Role of Family and Mothers  

The incorporation of photography into art quilts and surface design is an aesthetic 

phenomenon that has grown in popularity over the past decade. While at times, its 

inclusion can appear kitsch and commercial, the technique adds a more intimate 

understanding of why the piece was created and the meaning behind it. Laurel�s more 

recent work incorporates thermal faxing, a print transfer process, that combines with 

natural dyes and sepia tones, giving her a work a more dated, historical feeling (Appendix 

G). She includes old photographs of her family, handed down to her by her grandmother, 

as well as sketches created her sons and nephews.  

 In addition to the family photographs, Laurel recycles older fabrics that have their 

own histories and narratives behind them. During one of her interviews, she related the 

impact her mother had on her, not only nurturing her love of art, but supporting her 

through her struggles. She claims to abide by her mother�s Ghandian belief in scarcity 

and abundance; the fibers she thoughtfully selects are remnants of the past or her re-
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creations of the present. Laurel�s quilts are about celebrating her history, with stories of 

hardship and perseverance. Accordingly, Laurel symbolically shared a story of her friend 

and older mentor, Melody. As she explained,  

Melody had these pictures of herself with her quilts� and the first one is this 

black, red, and green [quilt], and she had this big Afro and a Dashiki on, you 

know, it was 1968� and then the last one, she�s like in this suit, and it was like in 

suit patterns� and she said, �See my work and I, we change at the same time.�  

Group Dynamics and Solitary Pursuits  

One of the many shared understandings within the group dynamic is that members 

can chose to be as active as they want; even the responsibilities of the presidency are 

currently divided between two women. Many of the guild�s members are retirees and 

grandparents, relocated from the North. Thus, members are generally accepting of each 

others� schedules and constraints. 

 Laurel now chooses to play a more passive role in the guild. She is available for 

showing and instruction, but is much less active than she was during the guild�s initial 

founding. Her rationale is largely based on the guild�s bureaucratic overlay that often is 

mired down in meeting formalities. The guild also lacks diversity in its membership. 

Laurel is different from many of the other guild members; she is already a successful, 

independent artist. Her reluctance to participate on a consistent basis may be attributable 

to her career obligations to Atlantic Center for the Arts (ACA). As a resident artist she is 

expected to show her work and her studio, offer lectures, and immerse herself within that 

art community and artworld.   

 Resembling the remarks of other informants, Laurel does not consider herself a 

�team player.� She expressed an innate skepticism of any group coercion mentality and 

stated, �You can have the goal of �I want everybody to be together�, and I don�t mind you 

having that goal, but that is not my goal.� Exemplifying this separatist mindset, she 

relayed a story about her early tenure at ACA. She apprenticed under Master Artist 

Carolee Schniemann. Schniemann was a strong, white feminist voice in the 1970s and 

1980s and is now subsequently included in feminist revisions of traditional art history 

texts. Laurel described her experience with Schniemann as follows: 

 Well, she�s still real sort of into herself and really into shock value. And you 
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 know that in this day and age, everything has already been done. She was working  

 on a series of stuff, and she made this movie. And it was like during the whole  

 process, it wasn�t like a bee, it had to be all about her, sort of like the alpha. When 

 you say you�ve got �Master(s)� [Master Artist program], your hierarchy is set. So 

 I am thinking the flip of artist is �Slave�, so I am like, �No way!� 

Elizabeth 

Demographics and Coding  

Elizabeth is a 41 year-old, Caucasian female. She is married with a pre-adolescent 

son and works out of her suburban, home studio. After working as a commercial pilot and 

flight instructor, she has recently disembarked on a new career as a fiber artist and 

entrepreneur of Adventure Quilts. Elizabeth�s early art experiences were based in the 

home; her mother was a painter.  

She has been working in fiber for thirty-seven years and within the past decade, 

has veered into surface design and art quilts. For the past twelve years, she has been a 

member of multiple guilds, founding a smaller art quilters� guild in Melbourne, Florida 

called the Dirty Dozen. Elizabeth is a vital and active member in ArtsEtc because of her 

craftsmanship and productivity. Additionally, she was very approachable and 

forthcoming, and it is evident that she has extensive social ties. She is small and energetic 

and during our meetings, always dressed conservatively. We met in her suburban house 

and studio in Melbourne, Florida. 

   What was unique about Elizabeth was her apolitical stance; she felt that politics 

were too confrontational for her. Yet, she clearly took sides on social issues that were, for 

her, more emotional in nature. It was evident in our discussions that she was conflicted 

and inconsistent in her identifications. Her transcripts were evident of other subtle 

distinctions with respect to the role of craft versus art and media type. The four  

themes and codes within Elizabeth�s narrative are as follows: 1. life paths and career 

changes, 2. learning style, 3. politics and emotions, and 4. feminist aesthetics. 
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Table 4. Codes for Elizabeth 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and 
informal (family-based) 

14 

C/A-Craft versus Art (role of craft; high versus low art) 14 
F/G-Feminism; Gender Studies; Female Language; Feminine Aesthetic; Male Interface in 
�Female World� 

12 

MED-Media specific; technical 10 
POL-Political perspectives; self-identification on social issues 15  

 

Life Paths and Career Changes  

For many of the other informants, the transition into an arts-based career, either as 

an independent artist or an art educator or administrator was neither smooth nor easy. 

With the exception of Sabrina, the informants are middle-aged and older and moved into 

the arts as a second career. Part of the baby-boomer generation, they learned to sew at an 

early age and consistently made distinctions between sewing clothes from patterns and 

sewing art quilts. For many of the informants, art as a career was considered a luxury. It 

was not until after motherhood and marriage that they had the option of considering a 

career that was more befitting of their aptitudes and interests.  

After a twenty-year career as a pilot and flight instructor, Elizabeth decided to 

embark on her own venture and turn her hobby of quilt-making into a viable business. 

Married and with an adolescent child, she is now able to attempt this venture without too 

much risk. For her, this means careful management of her time. As she explained,  

What I�m finding is that because I�m doing more than sewing, I�m also trying to 

run a business, there�s a lot of different aspects involved so when I get bored with 

one or lose my creative spark with one I can switch to the other. So for instance, I 

have a website, the website has to be maintained, I teach classes, I have to create 

the class, create the lesson plan, create the description that the person is going to 

use to market the class, create the supply list, write the contract. I enter shows so I 

have to track those, which ones do I want to send it takes me at least an hour I 

figure to enter a contest, get the slides together, write the art work statement.  

That�s before I get accepted, before I go to the post office and ship the quilt. So 
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there are many, many, many aspects if it is going to be a business as opposed to 

just making quilts. 

Accordingly, she aptly described herself as a right-left brain dichotomy. As an 

outside observer, one notices the way she carefully divides and allocates her time 

between the roles of mother, wife, and business entrepreneur. This self-imposed structure 

suggests that she is attuned to her energy levels and creative impulses. She is notably 

disciplined and rational in her thought processes, and this mentality is necessary as a 

business entrepreneur. As she explained, 

I am finding that works very well being very-left brained, black and white, pilot 

mind-set. I find that I can�t necessarily sustain that creativity for long periods of 

time. I hear people say that they go into their studio and work for eight hours, well 

you know, I can maybe paint fabric for eight hours, but I can�t really come up 

with new ideas and compositions for eight hours. I�m good for three, four, maybe 

five if I�m really excited about the thing, and then I need to walk away and read 

my email or do something, or read a magazine, now I work on my website.  Do 

something totally different and then come back to it the next day. 

Learning Style  

In multiple scenarios, Elizabeth described herself as a solitary learner. The guilds 

offer her the social outlet she needs; contrary to Laurel, Elizabeth thrives on social 

interactions with what she terms, �like-minded� peers. She prefers independent 

experimentation with aid of books and instructional manuals and refers to herself as 

�self-taught� (in interview, 2006). What is perhaps unique about this is that Elizabeth�s 

aesthetic is distinctively painterly despite her admitted lack of formal art training. She is 

different in this respect from other guild members, with the exception of Laurel, and has 

now marketed and sold art quilts through more high art and higher-end art galleries.  

Also, she is very humble about her accomplishments and innate ability, which she 

attributes to her mother, a painter, and her own domestic attempts at what she delineates 

as craft: home decorating and sewing. She explained,  

So I never considered myself an artist, although I think in hindsight I had 

learned from her some things about color and balance and scale without her using 

those terms. Just in home décor and stuff like that I learned, I think I had some 
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skills that I brought with me so when I got courageous enough to try my own 

thing. I had a little bit bigger skill base than you might typically expect from a 

novice.   

She has participated in several workshops independent of the guild, and she has 

found these more helpful in terms of criticism and educated feedback. Like all of the 

informants, Elizabeth is keenly aware of her own learning style and learning needs on an 

evolving basis.  

I�ve been in classes where they try to make you do a certain thing in a certain 

amount of time, and that really stresses me or the teacher imposes their methods 

on you a lot� I hate it when they say work fast, so you�ll be intuitive�when I 

work fast, I�m stressed, I don�t get a whole lot of intuition going. 

This more open-ended, flexible learning environment resembles the more utopic quilt bee 

that Laurel described. Also, perhaps different from other artists, Elizabeth is calculated in 

her planning and in the execution of her pieces. She exhibits self-control and regulation, 

and this mentality is pervasive as well in her founding and oversight of another regional 

fiber guild, the Dirty Dozen. Elizabeth, like most of the informants, is a member of 

multiple guilds. For Elizabeth, ArtsEtc is a social outlet. �I�m not looking to them to be a 

great �need meet-er� for me� I�m interested in belonging to the group and getting to 

know some of those people and I�m very interested in exhibit opportunities that come 

up.�   

In contrast, the guild that she founded, Dirty Dozen, operates somewhat like a 

traditional bee in that resembles more cooperative learning. However, she described her 

guild as also offering more premeditated instruction in formal design and techniques than 

ArtsEtc. As she explained,  

 We don�t have workshops so much. We just have play days where we teach each 

other. Often we focus on technique, but I�ve done several lessons with them, and I  

think this is a good thing to do. They�re more design in nature, so I have them 

bring construction paper and we�re going to talk about balance so and we tear 

paper and we do certain things. And we do a lesson in line and sew again thirty 

minutes to an hour. One gal gave us a drawing lesson one day, and so just little 
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quick lessons that are expanding our artistic skills or a particular technique or a 

new material and so forth. We are definitely just sharing and teaching each other. 

 I asked for her to differentiate between the two guilds, and she responded as follows: 

Em, just that I think they [ArtsEtc] are less efficient with their time� I think Arts 

Etc. is still finding it�s way out there and certainly that�s shifting now as their 

dues are going way up. So now it�s going to be much less get together and play 

and much more. You know the players are not going to want to pay that kind of 

money.  It�s going to be now the more serious because that�s going to change the 

flavor of the group.  So, it�s evolving, we�ll see. 

One deterring feature of the guild, implied by Elizabeth and two other informants, 

was that ArtsEtc often lacks business etiquette during meetings. These women had 

careers in traditionally male-dominated professions, and it could be assumed these 

efficiency expectations pervade into other facets of their lives. For Elizabeth, and other 

members located near her, the two hour commute is a deterrent for meeting attendance 

and affect guild membership. If guild meetings and workshops are not beneficial and 

well-orchestrated, informants voiced that attendance and membership will wane.   

Politics and Emotions  

Throughout our discussions, Elizabeth differentiated between issues that were 

political versus those that were more social-emotional. It is important to note that 

Elizabeth does not view herself as a political being, as she associates politics with 

confrontation. Her art quilts vary in style and content. Many of her landscapes or still-

life(s) operate more on the pictorial level executed with painstaking precision in design 

and construction. Others are more content-laden, spawned from her internal dialogue and 

social-emotional unrest.  

With each of the informants, we referenced and discussed their different art work 

within the context of their lives. Three pieces of Elizabeth�s, entitled Woman Found, 

Recall Unraveled, and New Life, were distinctively more content-based. Woman Found is 

a three-part series of sculptural, corseted pieces constructed out of varying linear strips 

and textures of red fabric. Elizabeth explained that they represented the different phases 

of her life beginning in her twenties.  

There could have been twenty million issues to focus on as you age, but the one  
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that I focused on was simply me speaking up for myself.  So then in my twenties, 

I didn�t do so much of that.  I thought, I�m trying to keep the peace and avoid  

conflict and so forth. In my thirties I have now realized that maybe that�s no 

longer appropriate, and I�ve now formed my own opinions, they�re not 

necessarily the ones, of my parents. But I�m still uncomfortable with speaking up. 

If I do present a conflicting point of view, my blood pressure�s going up, and I�m 

re-playing it for a week afterwards wondering if I said the right thing. It causes 

me a lot of anxiety after the fact. And then by my 40�s I think okay, I�m probably 

getting over that.  If I believe in my opinion, and it needs to be expressed, I�ll 

express it. I don�t like the fact that I�m causing conflict at that moment, that�s 

never pleasant, but then I can get beyond it, I�m not playing it in my head and 

second-guessing myself so much down the road.  So I see that confidence in me 

that has come over the years. 

Accordingly, Elizabeth�s work has become more narrative, beyond the imagery 

itself. For this, she uses appliqué or free-motion techniques, embedding conversations, 

thoughts, and stories within the fabric. Another example of this more literal style is her 

piece entitled, Recall Unraveled, which painfully documents the slow deterioration of her 

husband�s uncle. From an outside perspective, the piece is rather disturbing and upsetting 

particularly because of Elizabeth�s sewn narrative on the back of the quilt. As the 

narrative unwinds, her uncle�s thoughts become more disjointed and unintelligible. She 

commented on the piece as follows: 

I think anger is maybe the word. The sweetest woman I know walked up to  

me crying and said, �Why would you make that?� And clearly, although she  

expressed it very sweetly, it was clearly an expression of, �Why would you 

expose me to that?�  So now I know to give warning before I show that quilt. 

Before I show the back, you might want to step out of the room because it is very, 

[pause] it hits close to home. 

Elizabeth repeatedly described herself as apolitical, though admittedly pro-life. 

Her political stance is obvious in her piece entitled, New Life, showing the vacant profile 

of a woman with a fetus. Our conversation digressed to stem-cell research, and it was 

apparent that her emotions inhibited her rationalization and juxtaposition of the two 
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pieces, Recall Unraveled and New Life. This confusion was further exacerbated by 

Elizabeth�s shared insight that she does not perceive herself as a feminist, despite having 

forged a career as a commercial pilot in the 1970s. She clarified herself by saying the 

following: 

 If a feminist is one who wants equal opportunities for women and equal  

recognition and equal pay and comparable opportunities, then yes, I�m a feminist, 

but I want those same things for Blacks, Hispanics, my son, my daughter, my 

husband. You know, I want fairness all around. I don�t focus in on feminist issues, 

just like I don�t focus in on pet issues, you know what I mean? It [feminism] does 

have some negative connotation in my mind, for instance I�m pro-life. A big 

feminist issue is pro-choice. So, I automatically get a little bit of hesitation if I 

hear that word applied to me because, I�m like, well I don�t believe in that. 

Feminism, for Elizabeth, is more about the ability to confidently voice one�s opinion and 

tell one�s narrative. It is not so much about an ideological, linear continuum, but rather 

having conviction in one�s own epistemology. For Elizabeth, subjectivity, emotions, and 

intuition are equally valid forms of knowledge.   

Feminist Aesthetic  

The concept of a feminist aesthetic was equally conflicting when applied to 

Elizabeth. As discussed in the literature review, the concept of women�s narrative, visual, 

oral, or otherwise, is interwoven into the evolving definition of a feminist aesthetic. 

However, the essentialist question arises as to what other qualities or characteristics make 

a work feminist, feminine, or women-oriented. From what Elizabeth�s described, her 

content alone could be individuated from her male counterparts. As she explained,   

And I thought of one other thing about the gender issue, I do think women are 

more attuned to relationships, so these current pieces that I�m making with body 

languages where you show people interacting, I don�t think you�d see a man 

making those kind of pieces. 

A feminist aesthetic also implies that the art form appeals more to women than to 

men. It also underscores the fact that women�s aesthetic, or aesthetic ambitions, have 

been historically undervalued. Throughout our discussions, she very clearly delineated 
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her art from her craft. She admitted to experiencing discrimination as a female pilot, but 

not in the artworld. She explained,  

 My brain really took me to aviation where the story is but, I have to stop and  

think about that [discrimination in the artworld]. Not that I�m aware of, and I�m 

sure you�re asking me from a female perspective, but I would go on to say that I 

think fiber arts in general have been looked down upon or not viewed as art even 

ten years ago and now I think we�ve are right at the point of being the favored 

child or we are on the brink of being the favored child. So this is a very opportune 

moment. I think there are some really interesting art quilts and fiber arts going on 

so as there has been more of it and it�s gotten more exposure, big names like 

Nancy Crowe, Yvonne Porcella, and Holly Shatline [inaudible] are doing 

phenomenal work that is selling for tens of thousands of dollars that has certainly 

caught the attention of some of these curators. There�s more art quilters in a guild, 

there�s more art quilters in general, there�s more fiber artists in general. It�s a 

saturation issue or something, it has a novelty issue you know if you�re a gallery 

owner and 95% of the people that walk through your door are painters, you�re 

interested in the sculptors and the basket- makers, and the paper-makers because 

you are looking for something that is diverse. So I think it is actually working in 

our favor right now.   

The fact that Elizabeth attributes fiber�s renewed popularity to novelty and 

difference, perhaps suggests that efforts of feminist fiber artists of the 1970s may go 

overlooked by the average art quilter. Artists Crowe and Porcella operate within the 

smaller, more provincial artworld of contemporary quilting; their manipulation of 

materials is limited to fabric. While it is possible that fiber�s renewed popularity can be 

attributed to its tactility and sheer difference from other art medias, it is also equally 

feasible that its resurgence can be credited to fine artists, like Judy Chicago and Eva 

Hesse. Chicago and Hesse worked with a plurality of medias in addition to fiber, thereby 

pushing the boundaries of the discipline and aesthetic.  
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Sabrina 

Demographics and Coding  

A thirty-seven year old Caucasian female, Sabrina is notably the youngest in the 

guild. She also does not have a media background in sewing. She has been a member of 

ArtsEtc for two years and has no prior guild experience. Her undergraduate work was in 

interior design and her graduate work at Georgia State University, though never 

completed, was in Art Education. Before disembarking most recently for an independent 

career as an artist, she worked in the Florida public school system for four years. She is 

recently married with no children and now teaching art part-time at a Lutheran school.    

 Sabrina exudes youthfulness and energy; she wears her blonde hair long and 

always dons surfer attire. She is petite and muscular and speaks quickly with a slight 

Southern accent. Because of her tireless pace, it is easy to envision her as an art teacher. 

Recovering from breast cancer, she serves as a community spokesperson and awareness 

advocate. Analysis of her transcripts revealed how articulate she was about guild 

functioning and group dynamics. We met on-site at the guild, as well as in her home and 

studio on the river near Merritt Island, Florida.  

What was different about Sabrina, in comparison with the other informants, were 

her extensive remarks regarding her mentoring experiences, noted in the coding 

inventory. One speculation is that this appreciation and fondness for older women 

mentors is related to her youth and ambitions. Her narrative is thus organized into the 

following four dominant themes: 1. life paths and taking risks, 2. mentorship and art 

education, 3. art narratives, aesthetics, and social issues, and 4. group experiences.   

 

Table 5. Codes for Sabrina 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and 
informal (family-based) 

14 

ECON-Economic viability, income/financial stability, and marketing 10 
GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 10 
M & R-Mentorship and Reciprocity (allied bond among women for the sake of SK I-II, or 
(�Show-n-Tell� of personal art; aesthetic compliments and reinforcement) 

19 
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Life Paths and Taking Risks  

During the time I interacted with and interviewed Sabrina, she was the guild 

president, which was a unique dynamic because of her intensity and energy. From an 

outside perspective, it was evident that Sabrina was inundated with change and personal 

life responsibilities. She was on the verge of getting married and had decided to quit her 

more stable job as a middle-school art teacher. Additionally, as a recent breast cancer 

survivor, she was also a community activist. During guild meetings, she interjected 

personal commentary about all of these experiences; her ability to multi-task all of these 

responsibilities appeared challenging.   

 This was reinforced as well during our private discussions. Despite financial 

concerns and fears, Sabrina is a risk-taker and identifies herself as such. Throughout her 

tumultuous twenties and thirties, she has persevered difficult marriages and careers, in 

pursuit of what she is most passionate about: art. She explained,   

�I lost my job and my husband in one week, and I decided that�s it. I�m going to 

the Keys where my sister is, and I made my ex-husband pack up my truck, and I 

drove down to the Keys. I packed up all of my art supplies and everything, and I 

went to the Keys.  I couldn�t take it anymore I just left� I had finally found a 

bunch of people that were doing it as artists, they were making it. I think that�s 

what really inspired me.  I think that free spirits, especially living in the Keys, we 

are all on the same playing level. It�s like, well, I totally reinvented myself down 

there. 

Sabrina decided that by teaching Art K12, she could satiate her creative impulses 

and earn a stable living. Having not completed her graduate work at Georgia State in Art 

Education, but being resourceful, she maneuvered through part-time coursework for her 

Florida certification. While teaching, she was diagnosed with cancer and underwent 

chemotherapy for three years. Prompted by this experience, she began to re-evaluate and 

reconfigure her goals and ambitions.  

 Anyway, I had cancer and I think that was pretty much the last straw for me. I 

Decided, I can�t do this anymore.  I can�t go on living for other people.  It was 

nice teaching children, but I was spending so much of my creative energy on 

those kids.  I�m working for �the man�, I had no time to do my own art... But 
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sadly enough, this is when I�m 34 years old, and I�m laying in bed, I�m bald, and 

I�m thinking I�m not me anymore. Unfortunately, it took such a hard turn of 

events to make me realize that I was not living for myself, and I needed to pursue 

my dreams� I think [I learned] though cancer that really, when it comes right 

down to it, that nothing else matters and everything else can go away.   

From this experience and others, Sabrina developed her own breed of internal 

strength and confidence in her decision-making. This is partly attributable to her reliance 

on her own self-constructed narrative, introspection, and re-envisioned identity. In the 

course of our discussions, she proudly remarked, �Yeah, I am 37 years old, but look at 

me in the group. I am one of the youngest members of the group, and now I�m the leader 

of it.� 

Mentorship and Art Education  

Throughout Sabrina�s personal struggles and her resultant art work, older women 

mentors sustained her drive and focus. From an early age, Sabrina knew instinctively to 

seek out her art teachers for guidance and insight, and she still continues to do so. She 

likened them repeatedly to �parent figures.� As she explained,  

 My parents weren�t very artistic. I don�t even think they knew what to do as far 

as being good influences with the art. So being exposed to these people, them 

kind of mentoring me kind of like a parent figure. My father worked a lot. He is a 

doctor, a cardiologist in Winter Haven, and I didn�t see him a whole lot, and my 

mother taking care of the household, she was busy. But really, I felt very 

comfortable in their [mentors� / art teachers�] homes with the one-on-one style, 

this motherly kind of figure. I really bond with that. So I think that�s what that 

was for me. It was like another family, another home for me. So I think that made 

me flourish as an artist. I wanted to please them as a child wants to please a 

parent. 

Sabrina attended private school until 8th grade, so most of the mentors she 

referred to were private artists who lived locally. In contrast to her later public school art 

experiences, these women mentors exposed her to museum resources and alternative 

mediums. Growing up in New York as well, Sabrina still retains a strong an appreciation 

for museum and gallery collections. She explained,  
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 I had some really great teachers, especially in high school. Lucia Taxdal, if you 

know anything about Lakeland and the Lakeland Museum of Art, there is the 

Taxdal wing of that museum. She has a great collection of pre-Columbian Art 

that she has donated to the museum. Well, Lucia Taxdal, I�d go over to her house 

because she lived down the street from me, and she would teach me how to do 

these very advanced drawings and stuff like that. So that was, I mean it 

was a real privilege.   

In contrast, she viewed her public school experiences as mere maintenance of her art 

skills. She continued to identify and connect with mentors up through her Graduate 

studies.  

Currently, Sabrina is particularly close to two women in the guild, one of whom 

also participated as an informant in this research. Throughout our discussions, Sabrina 

repeatedly expressed her gratitude and indebtedness to the women in ArtsEtc. When I 

asked her to describe these women and their relationships, she responded with the 

following vignette about her and Marie�s shared mentor, Jetta:  

She was an interesting woman and she would always tell it straight to you.  I was 

driving her to a place, and she said to me, �Suzanne, you have not paid your dues 

yet.� In terms of the artworld, she�s like, you have not paid your dues yet. 

�You�ve got to go out, you�ve got to.� At times I would have been offended by 

that but she was right. She was right. At the time I was teaching art at the 

elementary school, and that was another big wake up call to me in that I don�t 

have time to pay my dues because I�m too busy doing this other thing. To me it 

was stupid, this art education thing. It was not serving a purpose, and that�s what 

I�m doing now� I need to change and I need to make things happen for myself. I 

need to pay my dues now or else I will never get a chance to do it again. So that�s 

what I�ve done.  I�ve completely reworked my life. Not just my schedule, my life.   

Not only do these women provide personal / professional advice for Sabrina, but 

they also impart new ideas and techniques. Sabrina, like Elizabeth, Laurel, and Marie, 

incorporates text into her recent art work. She also collectively exhibits her work with the 

guild, as she explained, �Now that I�ve shown in museums, the Ormond Museum and 
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Arts on Douglas, now that I have these names behind me I can say now that I�ve shown 

as part of a group look at me as an individual.�  

Art and Narratives, Aesthetics, and Social Issues  

Like Laurel, Sabrina refers to herself as an educator. �I�m not going to go out, and 

I�m not going to protest, but my art is to educate.� Sabrina speaks about what she 

subjectively knows about: her life experiences and emotions. She explained,  

�my issues as a woman through domestic abuse and also through breast  

cancer. They have changed my life so profoundly, and I can�t separate [them]� I 

feel like I have a story to tell, and that�s what I do, I�m a story teller. And I tell my 

story through my medium, through mixed-medium, and I just can�t separate it.  

It�s almost like art therapy. I let my art work [speak], I don�t pull from other 

people�s experiences any more. I�m older now, I have my own story to tell.   

Also, like Elizabeth, she sees her art work as very emotional in nature, different from her 

male counterparts. She described,  

�I just know from myself being a woman. I am more emotional about my  

art work. I bring more of myself to the table. I think men bring more of a raw 

energy, sort of a testosterone energy to their art work. When I think about Sr. 

Frances Bacon, I think about dark emotion� Mine has a dark emotion to it, but 

there�s a humanistic side� I think their art might be more obscure, mine is more 

�in your face� and humanistic.     

This aside, Sabrina also expressed concern that her art was �too heavy�, and by this 

regard, perhaps not as marketable as the guild members� more �whimsical� pieces (in 

interview, 2006). She felt that the guild helped soften her style, which is laden with more 

political and personal issues than she naturally gravitates to.  

As we discussed style and aesthetic preference, I questioned her on the difference 

between craft and art. My inquiry arose because Sabrina repeatedly voiced concern over 

the viability and marketability of her art work. She now shows with the guild collectively. 

With the diversity of members� art work, aesthetics, and abilities, I wondered if Sabrina 

considered the impact this approach might have on her own success.  She responded,  

It�s their expression, the whimsical side, but it�s a lot better than making the same 

quilt over and over again. You know, you can�t knock somebody�s expression.  
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You know if she wants to express her femininity through martinis and pink  

flamingos, then by all means. If she feels that�s her place in life, but she�s not 

making a traditional quilt, she�s not following the pattern. She�s breaking out of 

the mold.   

Tangential to this, it could also be assumed that art work that is more kitsch in nature, 

would be discriminated against by more high art institutions, like museums and galleries. 

However, for Sabrina, the only discrimination she encountered was in the workforce, 

during her tenure as an art teacher in the public school system.   

Group Experiences  

Sabrina�s involvement with the guild has been an acutely positive one. Different 

from Laurel�s perceptions, Sabrina feels comfort and unity among with the members of 

ArtsEtc. Her relationships with the women are reminiscent of her childhood mentoring 

experiences. She explained,   

I think there is strength in numbers, and I think that especially when they have 

gone through it themselves, we find our people, and we band together. I think 

that�s the main thing. You find your people�because sometimes that�s very 

hard�.I mean I find it myself I�m trying to find my people. And now I have 

found my people and they want to show art work with me to educate. Now I have 

that bond.  So I think that�s why it works out that way with women coming 

together. They have a common bond.  I just haven�t seen that in men and I don�t 

know if�.I�m going to say something very sexist�.I don�t know if it�s because 

of their ego�I don�t necessarily know if it�s because they don�t have causes like 

we have causes. 

Perhaps her overwhelmingly positive response to guild membership is due to her 

experience and position as the receiver within the mentor relationship. She commented, 

�I�m there to learn from other people how they are doing things, how they express 

themselves, how they have gotten through life. I am like a little kid, and I�m like a 

sponge.�    

Though Sabrina values her time with the women, as the youngest member, she 

also expressed concern in group and private discussions that younger generations were 

not invited in. Again, this reflects the value she places on these relationships and this  
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artworld. She stated,    

To reach, and I think it would be beneficial for somebody to go out to the college 

groups to influence more young artists to come. I don�t know if we want to start a 

younger chapter, I don�t know if that�s really us. I don�t know if we need� I 

know of some older people, that it wasn�t their bag either, so I don�t know if it�s 

an age thing? You know you�ve heard me say I want us to pick a day and bring a 

buddy. Find someone younger than you. Find somebody, even if it�s your 

daughter, find somebody younger.  Because we need to make the group more 

diverse, and we need to educate. 

This commentary raises the question and the concern that perhaps the mentorship 

experience is more important to the individual being mentored rather than the mentor. 

Sabrina�s insights underscore the value of these more non-traditional, mentor 

relationships for the younger or novice learner.       

Jennifer 

Demographics and Coding 

Jennifer is a 57 year-old Caucasian woman. She is a founding member of the 

guild and has participated in other area guilds for the past six years. Like Sabrina, she has 

a professional background as a public school art educator. Remarried a few years ago to 

an optometrist, she now divides her time helping out in his office and working out of her 

home studio. She and her husband recently purchased property in the mountain and craft 

community of Brevard, NC. She has a daughter in her twenties who also lives in North 

Carolina. 

 Jennifer has an ethereal quality about her. A fashion model in the 1960s, she still 

radiates an inner/outer beauty. As a yoga enthusiast and instructor for the past thirty 

years, she is the epitome of healthy living. She wears her silver hair long and dresses 

casually in her husband�s work shirts. Throughout our interactions, she exuded a sense of 

peace and equilibrium. Like Marie, she is very maternal in her communication style and 

approachability. Because of her extensive travel and personal commitments, we met in 

the offices of Harris House on afternoons following guild meetings. I think in many 

respects, I reminded Jennifer of her daughter in North Carolina. Raised by a single 

mother in an arts environment, we shared a unique connection as I could empathize with 
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her stories. This level of intimacy and acceptance perhaps made her more forthcoming in 

her revelations.   

 

Table 6. Codes for Jennifer 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and 
informal (family-based) 

20 

ECON-Economic viability, income/financial stability, and marketing 10 
PN-Personal Narrative & background (past experiences work, family, marriage / divorce, etc.); 
Identity 

20 

  

The analysis of Jennifer�s transcripts was in conformance with her narrative. 

Raising a daughter as a single mother in the South meant that she was governed by 

economics and financial stability. Her reflections on art and teaching were grounded in 

this reality and her personal struggles through marriage and divorces in her 30s and 40s. 

As such, I organized her story within the following overarching themes: 1. family 

traditions and art education, 2. personal narratives and art, 3. teaching art and mentors, 

and 4. artist communities and group versus solitary experiences.     

Family Traditions and Art Education  

Jennifer comes from a strong family tradition and craft background in fiber. Her 

parents and grandparents immigrated to the United States from Poland during the reign of 

Hitler and the Nazi invasion. Her father had a weaving background and worked in the 

factories and mills up until the Depression. Her mother and grandmother were also active 

weavers, knitters, and seamstresses, but applied there talents to the domestic realm. Like 

many immigrant families, rugs and clothing were made more out of economic hardship. 

So, Jennifer�s first art educational experiences derived primarily from family need, 

though as a child, she was active with theatre, dance, and some visual arts. She described 

her early experiences with her mother as follows:  

Back when I was a little girl my mother did a lot of sewing, like I said, and 

making dresses, and I would be able to kind of run wild in these stores with these 

old creaky wooden floors and they would have these bolts of fabric hanging and I 

just loved to feel it, I�m really tactile, and just be lost in it.  She would have to 

come searching for me because she would spend hours there looking for fabric 

and I loved it. 
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From helping her mother move the yarns to finding her own clay in the Connecticut 

farmland, she developed an intrinsic love for the tactile. Within our discussions, she 

distinguished these pursuits as craft, not art. Moreover, she never perceived herself as 

more of a fine artist until she began teaching ArtK12 in the public schools. Up until that 

career transition, her creativity was relegated to making home décor and gifts for children 

and family.   

At that time I was doing soft sculpture again. My friends were having babies, and  

I was making gifts and of course my salary was more than cut in half at that time,  

so we didn�t have a lot of money. So I made most of our Christmas gifts, and you 

know things like that, for the home I made pillows, we made a couch and I did 

covering for the couch. So I got into what I guess was my first interest, interior 

design for the home. I don�t know if that is really an official art form at that time 

per se. 

During her twenties and thirties, she felt compelled to choose careers based on their 

economic viability. She also purposefully picked careers that earned less money than her 

husband. Like Sabrina, her formal academic background was in interior design, despite 

her wishes to attend New York City�s Fashion Institute. Coming from a conservative, 

farming background, her family objected. She explained,  

When college came around, I decided I wanted to go to the Fashion Institute in 

New York City, and I sent away and got accepted, and at that time in the late 60�s 

Andy Warhol was still operating his factory there, and I think my mother wisely 

decided she wasn�t going to let her seventeen year-old daughter go into New York 

City in the art field. So that was not an option, unfortunately. So after they 

disallowed my idea of going to FIT [Fashion Institute], at that time I wanted to go 

into interior design and work with fabrics and interior design for the home� So 

they sent me to a little city outside of Boston in Western Massachusetts which 

was primarily a girls� school for two years in retail merchandising and business. 

Jennifer�s creative nature is also shared and nurtured by her brother and sister-in-

law. Her brother is a potter and her sister-in-law is a sculptor. Their support and 

allegiance has helped Jennifer find her way back into art over the years. Jennifer 
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explained that after adopting children, her sister-in-law has since moved back into 

teaching for its financial stability.   

Personal Narratives and Art  

From an outside perspective, Jennifer�s role as mother and her need to create have 

often conflicted. It was clear throughout our conversations that first and foremost, 

Jennifer was obligated to her daughter, and that her parental responsibility superseded her 

personal desire for an art-based career. Also, Jennifer repeatedly admitted to 

experiencing, what she termed as �identity crises� throughout her early adulthood. 

Although she never articulated the roots of these, subdued creativity and limited career 

choices weighed heavily upon her. Jennifer still comes across as very introspective and 

reflective of her life experiences.  

Through her twenties and forties, her career decisions were based upon 

practicality. As a single mother, she carefully selected careers based on their economic 

viability and schedule flexibility. Until one of her mentor professors suggested teaching 

Art K12, as a way to satiate both, Jennifer viewed a career in art as a frivolity. Moreover, 

though living near CalArts in the 1960s and early 1970s, she knew about the 

underpinnings of the Feminist Art movement, but because of the reality of her life at the 

time, the movement and its ideologies eluded her. She explained,  

I think I had some subliminal awareness of that because when I was going 

through some change and moved to the East Coast, one of my idols was Miriam 

Shapiro. Of course that�s where she was doing all her work at that time in the 70s.  

So there was maybe a hint of that, but I guess my world right then was just trying 

to focus on what�s going on with me and my husband, we were having problems 

and who�s fault was it and how can I make it better and keep our family going. 

 As a single mother living in Florida in the 1980s, Jennifer experienced discrimination in 

the workforce. She explained,  

Well, when I first started working it was very clear to me that women who where 

working in professional fields had to do three or four times the work that their 

male counterparts would do and usually for less money because it was considered 

that it was not essential for them. I don�t know if that was because there were less 
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divorces and less single women out there, maybe that�s it. It was just the growing 

pains of the generation. 

For her, this differential treatment permeated into other facets of her life. She recollected 

the difficulty she had trying to buy her own house in Florida, as a single working mother.  

And I was working single mom and no bank in Florida would lend me money to 

buy a house and here I had $20,000 cash, and as a single woman, I was rejected. 

They wanted my eighty-year-old father to cosign. It was a culture shock coming 

from California. Fortunately my realtor, Century 21 worked with me, and they 

were able to find a bank in California that gave me the money. So there was a lot 

of pressure, especially in the South. 

When I asked Jennifer if her daughter, now in her early twenties, was aware of the 

hardships she encountered, she responded,  

I think she is, maybe that�s why she is trying to stake her own and be on her own 

and really doesn�t want to see any kind of discrimination and really hates to admit 

that there ever was. �Oh, it couldn�t have been?� It was, maybe because you were 

weak. I think maybe she was aware, but I don�t think she understands what it was 

like. 

Because of the challenges she faced as a single mother, Jennifer felt pressure to 

marry again. She explained, ��It was really tough as a single woman�I thought if I get 

married again I wouldn�t have to put up with this.� While the institution of marriage 

appears unrelated to the nature of this research, in reality, the economic stability afforded 

through marriage played a pivotal role in the participant�s ability to pursue careers in the 

arts and take risks. Jennifer is now married to a physician, and during the interview, she 

shared the following: 

 I think now that my life is settled, I�m at a different stage, and I�m not so worried 

about where next week�s groceries are going to come from. It�s the first time in  

my life I�ve ever had that opportunity. So it gives me a chance now to say okay,  

all this information, all these places I have been, all these jobs I�ve had, all these 

people I know, where does that all go and how does that translate? How am I 

going to leave something behind?  
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In Jennifer�s ongoing narrative, she now has the time to consider her self-knowledge and 

construct a path for the future that is grounded in self-revelation and certainty.  

Teaching Art and Mentors  

Like Sabrina in the rationalization of her career and life choices, Jennifer deduced 

that through teaching art in public and private schools, she could satisfy her creative 

needs and accommodate her role as a mother. The decision to teach was encouraged 

academic mentor and professor, Kristen. Kristen�s rationale was rooted in practicality. 

Jennifer described her mentor relationship as follows:   

I just admired her, I admired her brain and her ability to say, �Okay Jennifer, you 

like working with silk, that�s all well and good, but you�ve got a daughter to 

support. You need to get a job with benefits�� Once I got my degree in Liberal 

Studies, I had to go back and take courses to get certified in Art Education 

because I needed the job. She was absolutely right, I needed to have something 

where I was going to get retirement and benefits and all this because I was single 

again, and I needed that stability. I saw how hard she worked at the university, 

and she was prodding me to get into a Master�s program, but she understood at 

that time to that I was living pretty bare to the bone. I was driving a �77 Ford with 

no heat, no air. I was working 20 hours a week at BCC living on loans and grants. 

My education was paid for because I got enough loans and grants, so that was 

paid for, but my living expenses, I had to take out student loans, not that much 

fortunately, they are all paid but just to maintain the house, just to keep the house.     

Jennifer�s decision to pursue a career in teaching art was also a natural one. She 

referred to her daughter as both an �inspiration� and a �motivator.� When I asked how 

she juggled motherhood with her need for creativity, she explained that sharing with her 

daughter in early learning, art experiences satiated her own creative urges. She stated, 

I think most of it was working with her, taking her to museums, taking her to  

plays, I mean I was like a resurgence, kind of rebirthing working with her. We  

did all kinds of mediums.  We did clay, we did painting� So there wasn�t a lot of 

time to develop artistically other than with my daughter. I think still to this day I 

carry scissors and paper and colors because I always thought it was important to 

always have those things.  Most of that was working with her. 
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Moreover, even when Jennifer mentored under another fiber artist, a silk painter in West 

Florida, she took her daughter across the state with her. I asked her how this mentor 

differed from her experiences with Kristen at the university level. She responded as 

follows:  

Louis Rector was our artist resident [UCF Community Art Program] who I 

guess was my official mentor, and she was the one I was really closest with. 

�She owned the Fiber Arts Institute over there. I don�t think it is still in existence 

now. But I would go spend weekends at her house. I�d stay at her house and work 

in the institute. I spent many weekends there and took Mary Ann [daughter] with 

me, and she was very young then. So she was my first real mentor. Kristen was 

kind of a sounding board. She had so many irons in the fire and she was so busy 

that she really didn�t have much time to spend. And, I was a little intimidated by 

her, here she was a PhD person teaching at a university, and here I was just a 

struggling single mom trying to get my life together and put a career together. So 

I really didn�t feel like I was on the same level with her. Louis Rector was in her 

70�s, she was the grandmotherly type, and she was a creative person and had quite 

a history. She would tell me her life story, and we would sit up and drink wine.   

So not only was she able to provide her daughter with a multiple art experiences 

as a child, but she also found a way to integrate her into her own learning. In these 

scenarios, art became a shared process among different generations. Sadly, the teaching 

process reversed itself as Louise declined in health. Jennifer explained,  

Well, we�d get up in the morning, and I�d cook breakfast, and the Fiber Arts 

Institute was a separate facility, and I�d drive her. She would prefer that I drove 

her car, and we would go over there� then she became sort of disabled, and she 

couldn�t get up to the second floor [her studio] so she�d stay on the first floor and 

I�d work on the second floor, and she had huge stretcher frames, and I�d be 

running up and down the stairs showing her what I was doing.   

Mentorship roles changed with the passage of time, and teaching started to take 

on a new meaning for Jennifer. When her adolescent daughter went to live with her 

father, teaching filled an emotional void for Jennifer. She admitted, ��That was another 

heart wrenching kind of thing. So I threw myself into my work which was great and that 
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was probably a good thing.� However, like Sabrina, the dynamics of teaching art in the 

public school system eventually drained both her creativity and her energy. She 

explained,  

I was working in public schools teaching art K-6, 1500 students� it was a 

nightmare, an absolute nightmare. It was two elementary schools part-time at each 

for a full-time job, and I was hauling materials between the schools. I think I 

couldn�t be complacent I had seen some of the art teachers who just said you do 

what you can with the materials you have. If I couldn�t do it how I wanted it and 

teach art education instead of indoor recess and get the respect of the other 

teachers and principal, that this wasn�t just some frivolous thing and take it more 

serious. I had to validate it to myself first, and then validate it to my peers. And 

then I overdid everything, we always had to have the best art show and the best 

fund-raiser and all this. So I worked myself silly for two years and didn�t do much 

else at that point. 

Artist Communities and Group versus Solitary Experiences  

Her job, coupled with the caretaking and death of her father, culminated in 

another life-altering decision for her. With her daughter no longer living with her, she 

decided at that point to uproot again and move to North Carolina. Her intent at that point, 

was to move into a community of artisans, like historic craft towns: Black Mountain or 

Seagrove. In the process, she met her husband, Richard, who shares in that ideal and is 

craftsman as well. The two recently bought property in Brevard, North Carolina and plan 

to retire there. Jennifer�s current goal is to identify a few galleries who will represent and 

carry her work.  

She also hopes to join a guild in Brevard; she has not yet fully identified with a 

group in Florida. Although she is now a member in multiple guilds, ranging from fiber to 

painting, she claimed to have �not yet found her niche� (in interview, 2006). She does 

have close friends in ArtsEtc and believes guilds have social benefits. Like Elizabeth, she 

feels secure in her media-type, and does not look to the guilds for more technical skill. 

Rather, she wants the guild to provide more business and marketing competencies. If she 

wants technical skills, she prefers to learn in what she terms, �the total immersion 

process� inherent to true artist communities and townships. She explained,  
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I�ve taken different ways of manipulating fabrics, so I�ve really had a lot of those 

classes from people that were innovators. And not to say that I don�t participate in 

some of the workshops here, but I just don�t find them as challenging, and I love 

the total immersion process. You know a workshop for two or three hours, I may 

not be in the mood for two or three hours. I�m very much one that I can�t just 

force myself to sit and do something. If I�m in a linear mood, then I�ll cut mats, 

and I�ll do that stuff that needs to be done to frame my pieces until I�m really 

wanting to sit down and work with doodling and working with the wax and dyes.  

Workshops are there, and it�s okay, it�s our workshop from 10 � 2, and you better 

be on and you better be doing it (in interview, 2006). 

For this reason, every summer Jennifer and her husband attend Arrowmont, a school 

devoted to the propagation of Appalachian craft and history. She shared, �I need my fix 

every year.  Being in an artist community is absolutely the best. There�s nothing better.� 

From an outside perspective, part of her hesitancy to fully identify with a guild 

may also be rooted in her deep need and appreciation for solitary time. At this time in her 

life, she no longer wants to create what she deems as craft. Rather, she wants to market 

her more private art work. When I questioned her about her aesthetic style and her 

solitary time, she responded as follows:  

Well, what I�m discovering now is that if I work intuitively and not really think 

about what I�m doing, I like my work a lot better� So that�s kind of where I�m at 

now, just forming my own vocabulary I guess, if it�s not too pretentious as far as 

what the symbols are. I have a beautiful studio space that is very bright and 

sunny, and I�ve got a little dog there. And if I�m just doodling and not even 

thinking about what I�m doing, then I go back, and I can look at what I�m doing 

with symbols, and I can isolate portions of it that I really like. So I have that base 

and that�s with Thai silk, and I�m using wax resist. I might go back with some 

black resist and outline certain things that speak to me. I�m not even sure what 

they all mean but I like them.   
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Mary Dunn 

Demographics and Coding  

Mary is a fifty-year old Caucasian female. She was a founding member of the 

ArtsEtc three years ago. She has fifteen years experience participating in regional guilds 

and has spent forty-five years working in fiber. She has been married for twenty-four 

years and has four adult children. She currently works as a development associate at a 

nearby university. Like Elizabeth, she teaches workshops within the guilds.  

 Mary is tall and thin with short auburn hair. Like Jennifer, she espouses eastern 

beliefs of peace and universal kindness. An outspoken vegan, she is highly contemplative 

of humane treatment and has an otherworldly quality about her. This personal carriage 

and diplomacy was evident as I observed her during stressful situations both inside and 

outside of the guild setting. Regardless of the circumstance, Mary calmly asserted herself, 

resolved the conflict, and seamlessly provided redirection. Mary and I met in different 

settings in Melbourne, Florida, ranging from her university�s library, Starbuck�s Coffee, 

an Italian Deli, and a local quilt shop. 

 

Table 7. Codes for Mary Dunn 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and 
informal (family-based) 

13 

C/A-Craft versus Art (role of craft; high versus low art) 17 
POL-Political perspectives; self-identification on social issues 14 

 

 Quantitative analysis of Marie�s codes might suggest that she has strong 

background in Art Education, both in formal and informal contexts. However, her 

experiences have been primarily in family and guild settings; she does not have formal 

training in the arts. Her diligence and drive are evidentiary of her natural desire to remain 

a lifelong learner. Related to her quest for knowledge was her conversancy with the 

tenuous relationship between craft and art. Mary works in an academic setting and is 

articulate and opinionated on a number of issues, inclusive of politics, gender relations, 

and the arts. Accordingly, I streamlined her narrative into the following dominant themes: 

1. art education, 2. personal aesthetic and craft versus art, 3. group experiences, and 4. 

politics and social ideologies.      
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Art Education  

Mary grew up in a suburb of Washington, DC, and like Sabrina, she had access to 

multiple cultural venues as a child. She recollected having arts and craft classes at the 

National Gallery and frequent school trips to the Smithsonian. In addition to these 

external formal art experiences, her grandmother and her mother were both artists, though 

her grandmother played a much stronger formative role in Mary�s art education.  

She [her grandmother] was a very interesting person because she eloped, and she 

was a Suffragette, but she embraced all of women�s art, and I can remember 

sitting with her in the living room, and she was always sewing something and no 

matter what she always gave my sister and I something to do� She would give us 

whatever she was doing whether or not it was embroidery or a bit of cloth to put 

together or give us her scrap basket. She used clothing, she used bits of lace, she 

would make our doll clothes, she would make a lot of our clothes actually. She 

was proud of everything that she did no matter how practical it was. If she made a 

dishcloth it would have a bit of embroidery on it, it would be the right color. She 

was proud of her home. 

Mary considered her grandmother to be her first mentor, though her creations were more 

craft-based and for domestic use. In contrast, Mary�s mother had a fine arts degree and 

was formally trained as a painter. However, as Mary explained, �She�s not really that 

kind of artist. When I�m using the word artist, I�m referring to someone who has a 

dynamic need to produce art and what they do with it depends, but they really have a 

need to do it.� 

 Perhaps because Mary grew up in a more cosmopolitan area, she also had a 

stronger Art K12 background than the other informants. She attended Catholic school 

through her middle school years. When I questioned her about additional female role 

models, she shared the following: 

There was one teacher in particular, Sister Jarla, who was probably older than 

dirt� She was probably there fifty years easily, and she influenced all of the 

community, and she was very knowledgeable and would talk about the origin of 

something such as paints. She would talk about the pigments and how you could 

get clay from the earth and create a particular color and using herbs to create color 
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such as dyes, and she brought it all together, and she was actually my art teacher 

for I don�t even know how many years, because she came and went from the 

classroom quite a bit� She was a great influence, and she expected everybody to 

go to college, it just wasn�t a choice. 

Mary continues to seek out mentors specifically for advancement of technical 

skills. Whether they are at a higher learning level, like renowned artist Paula Nadelstern, 

or they are on the same level and simply sharing knowledge, Mary�s mentor relationships 

focus on reciprocity and the exchange of skills.  

I have this friend and we met at work and became good friends, and she is a 

graphic designer. Just through talking we each bring to the table different skills� 

So I would make something and she would comment �Oh you need an 

interfacing.� or �Have you ever tried a zipper this way?� and then she came to me 

and said �Oh, I really want to do an appliqué, how do you do appliqué?�  So we 

started exchanging all this information and it has been the best sort of mentoring 

because it is absolutely level. 

Mary is also an art educator, though in a in a more informal sense. Like Elizabeth, 

art was and remains a shared experience with her children. Even though Mary�s 

daughters are now young adults, they still allocate time for family craft projects. 

Sometimes while Mary is at work sewing in her studio space, her children quietly read or 

talk to her. She passed down her sewing skills to both her sons and daughters. She 

explained,  

I also taught the boys to sew because I thought if you are going to get an 

education, you need to know how to hem a pair of pants, how to put a button on 

and cook and everybody did laundry and everybody knew how to clean the house.  

They also knew how to change the oil in their cars and do basic maintenance. We 

were very conscious of all those things so there wasn�t a gender difference in who 

learned what. 

I questioned how motherhood affected Mary�s ability to create art and have studio time. 

Like Marie and Jennifer, Mary seamlessly integrated child-rearing with creativity in a 

more domestic realm. She explained,  



 

 

 

101 
  

Well there really hasn�t been a time when there wasn�t any art. It was more like I 

was doing other things. During my teenage years I was heavy into painting and 

water colors, and then once I went to school, then I was crocheting all the time 

and that was a really big part of what I was doing and instead of painting canvases 

I would paint my jeans. And then beading, I got into beading quite a bit which 

was really common back then, you know wearing beads and such. So it has 

always been a calming part of my life� I�ve never had a time where I wasn�t 

doing some kind of a fiber art. But once I got out of college absolutely, I had a 

time frame where I was just laying low. I did practical quilts for my children 

when they were born and throughout their childhood did things like clothing for 

them and Halloween costumes and home decorating projects and stuff like that. 

Then about fifteen years ago is when I really got into the art for arts sake for me, 

instead of you know, clothe somebody, or do something for my home.   

As an art educator, informal or otherwise, Mary clearly knows how she wants 

skills imparted to her. Her statements resemble those of Jennifer, Elizabeth, and Laurel; 

she needs autonomy as well as time to experiment. She explained,  

I don�t do well at all with someone who wants to direct my art. I want to learn 

technique, I want the technology behind it. So frequently I�ll use independent 

study and you know, books or the internet, or just fool around with whatever type 

of material I�ve discovered, and I am not afraid to use things in a very unusual 

way. And that�s what I like best about multi-media fiber art, is that you can use 

whatever you want. But, I�ve been in classes where people have specifically said, 

�Well, this is how this should be,� and you know, �I want you to do it this way,� 

and I just say, �No, I really like this.� I will be gentle about it, but I clearly 

express that I want to do my art my way. This is my art.   

Personal Aesthetic and Craft versus Art  

Like Marie, Elizabeth, and Jennifer, Mary initially felt that art as a career was not 

an option for her. She explained, �I was on my own and I needed to get out and into the 

job market and support myself.�  She only transitioned into what she considers art-

making approximately fifteen years ago. Most of the informants readily distinguished 

between art and craft, and Mary, like most associated art with emotions, on the part of the 
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artist, viewer, or both. During our conversations, she stated, ��I just kind of made sure 

that everything that I was doing, I could put a name to it and a kind of a feeling to it.�  

Her business cards read: �Sentient Art works.�   

Mary, like the other informants, shared her quilts during the interview process. 

One piece was dramatically different from her others in that it was more abstract and 

contemporary. She described it as follows: 

I�ve never been one to follow a pattern, so I�ve always been one that is doing my 

own thing with different colors with traditional patterns. Then 9-11 happened, and 

I really wanted to do a piece that was expressive of some of the things that I was 

feeling about this. But it was really important to me to make sure that what I was 

creating was what I was feeling. What I was trying to say is that these persons 

died in this experience, but by this death they did not diminish; they increased in 

their spirituality� It�s just a personal belief that it is not the end of something; it 

is the start of something.  

Mary�s aesthetic is fairly traditional and her stitchery, like Elizabeth�s, is very precise and 

exact. She remarked, �I think that�s one of the things that I�m noted for in my art.  You 

are not going to find anything that is not pretty well-made.�  From an outside perspective, 

it is difficult to reconcile Mary�s definitions of craft versus �sentient� art and prescriptive 

patterns with non-traditional fabrics. The following comment is representative of her 

aesthetic style and a major influence on her work, Paula Nadelstern:  

She was the biggest influence that I had and that was probably around �87 or so, 

�87 or �88, and she is known for doing these kaleidoscopic quilts and what drew 

me to her is that she would go to the table with a kaleidoscope, talk about the 

mathematics involved, talk about the properties of this kaleidoscope and prisms 

and such and how you are going to translate that mathematically onto a piece of 

fabric. Your angles are going to come out right and this is what you are going to 

get.  So it was very, very technique-oriented. 

This remark runs contrary to Mary�s later discussions about her use of intuition. 

Intuition would suggest that no patterns are followed; there is no pre-schematic blue-print 

for the quilt�s construction. Intuition, moreover, suggests reliance on subjective 

knowledge and with this reliance comes a more authentic, individualistic work of art. In 
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trying to unravel these dichotomies, the closest I came to understanding her perspective 

was through the following statements: 

Art I think you are doing for art�s journey itself, and it is the production of the 

piece and your mood to create the piece that other people are going to be able to 

enjoy or you can share with other people and they might not share your vision, but 

you have created something that is going to bring about an emotion. Craft on the 

other hand is more practical matter and something that can be produced rather 

easily such as a home decor project or a Halloween costume� I do I think that 

you can still do a bed quilt and have it be something that you wake up and you 

look at and it evokes a mood, it might be sun shining and you think, �Wow, it is 

just great to see the sunshine coming across [the quilt].�    

She appeared to be saying three things: 1. aesthetic preference is subjective, 2. the 

process of creating a work of art is emotional, and 3. the functionality of a piece does not 

negate its ability to evoke feelings. By her definition, a more prescriptive, traditional 

piece can still be considered art, not craft, if the fabric is altered. As she explained 

further,  

I�m saying that if you learn the techniques well, and if you have the materials at 

your disposal that are very creative and kind of run the gambit of, you know, 

imprinting your fabric and altering your fabric and texturing your fabric, all of 

those different things then you can get to the point where you can be intuitive and 

get it on the wall, but you have to have a skill set and the tools and the materials 

to be successful to get to that point.  

Different from traditional quilts, Mary�s pieces are machine-made, and some of 

her smaller pieces are stretched into a frame and put into a canvas, more like multi-media 

or surface design. Also different from most quilters, Mary continues to experiment with 

her finished pieces. As she explained,  

[I might] put something on your design board and piece it together, and then 

decide that it�s not right and cut it out. You could cover it, you could paint it, you 

could appliqué it, you could embroider it. So it�s very forgiving, whereas, if you 

do a water color, there is certain techniques you can do to lift your color, but it�s 

not the same as doing a fiber piece where you can change it at any stage you want. 
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I never consider my pieces done. If something�s been on my wall for ten years, 

and I decide I want to add whatever to it, I just change it. It�s something I kind of 

like about the whole thing [in interview, 2006). 

Group Experiences 

Like most of the informants, Mary is currently a member of multiple quilting 

guilds. Her guild membership has been a mainstay in her life for the past few decades.  

Her first definitive experience was in the Florida Keys, where she identified the qualities 

she wanted to find in a guild. Different from ArtsEtc, the guild in the Keys was 

traditionally-based. It was comprised primarily of what she termed as �snow-birds�; the 

members were older women who seasonally migrated down to the Keys from the 

northern states. Thus, their membership fluctuated, yet all of the women were clearly 

very dedicated to the guild.  

A unique part of the guild in the Keys was its altruistic orientation. Fundraisers 

and social events with humanitarian intent played a major role in the purpose of the guild. 

Moneys were used to add to community space and provide university scholarships to 

young women. This is an aspect not yet seen in ArtsEtc, and Mary very much identified 

with that reciprocity and outside community concern. As she explained,  

The Keys guild was very, I actually never met a group of women who were this 

giving before, ever in my life, in any circumstance, and they just took it as normal 

that if someone was perhaps a little crabby that you treated them nicer. Or if they 

didn�t bring something to a guild meeting, it�s okay, we�ll just get what we 

needed. Or if you needed help to bind a quilt you could call ten people, and they 

would be over and doing it, and there was never a feeling that that wasn�t okay to 

give that much. If you received, then the next time you�d have a chance to give. It 

was just awesome, absolutely the best circumstance and because of that they gave 

very freely of teaching experiences and of their time.    

When I questioned Mary on why women would join a guild, in general, her response 

resembled the other informants�.  

 Knowledge and companionship absolutely� There is a big social aspect to it to. 

Finding people and connecting to a community. I don�t think that churches serve 

in the same capacity that they used to. It used to be that you would go there for a 
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quilting bee or for a charity function. Now the quilt guilds of today really function 

as a place where you are going to participate in those things. 

However, from her perspective, ArtsEtc has not yet risen to those levels; ArtsEtc 

is still in its formative stages. Mary was one of the founding members and still plays a 

large role in the direction of the guild. She explained,  

I wrote the mission statement after that meeting and it basically said our focus is 

on education, exhibition and another �e� word, I�d have to look it up to see what it 

is, but basically it�s just to share our experiences and to meet and have a place for 

constructive criticism and to share techniques, and the member teachers would 

participate in our group. And that�s exactly what happened, and we have had a 

little bit of growing pains over time with what we wanted. We actually went 

though a time frame after we started where all these people were just on the 

fringes of art, and they were still using patterns. They were recreating things.  

They were into the craft part not the art part of it. That was kind of awkward for 

ArtsEtc because we were thinking, �Oh, we�ve got paying members here,� but it 

is not really what the more experienced artists had wanted to do with their time.  

Over the course of time, it just kind of shook out that those kind of people were 

not interested in the kind of art we were talking about. So it shook down to a core 

group of thirty to forty members who really wanted to promote art.   

We shifted in our discussion and addressed issues for the future. One more 

controversial issue that Mary brought up were members� suggestions that they be paid for 

their afternoon workshops, in marked contrast to the communal, shared knowledge 

intrinsic to a more traditional quilt bee. Mary felt that this ran contrary to the nature of the 

guild; members should be mercenary about their fees. Additionally, when I questioned 

her about the dynamics and orchestration of guild meetings, she said the following:   

Absolutely, my theory on that is that women who have not worked outside of the 

home don�t really know the purpose of a meeting per se or Robert�s Rules for 

Order or how to go about a meeting in an organized way. And that is something 

that Arts Etc. has just excelled at ignoring, the basics of how to run a meeting, 

how it should be, how it could be run, not how it should be run. But I don�t think 

that we�ve had enough people in the positions for a long enough period of time to 
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say what the feeling of all of the group is and to have people be aware that they 

can ask pertinent questions and then have it be put into effect. 

Mary comes from a business background, and the composite guild members are 

retirees or housewives and grandmothers. Her distinction between working versus non-

working women suggests that intuition and subjectivity, feminized traits, are best kept out 

of business meeting forums. Their attempts at bureaucratization often backfire and create 

more dysfunction; agenda items are often repeated and never resolved. This was a 

common sentiment expressed by Sabrina, Elizabeth, and Laurel.      

Politics and Social Ideologies 

Throughout our times together, Mary was very demonstrative about her social and 

political beliefs. Like Jennifer, she was actively involved in protesting the Vietnam War. 

During our discussions, it became evident that she holds herself to a high standard and is 

regimented in the consistency of her personal beliefs. She explained, �I�ve tried to always 

be really clear about what I�m standing for and that the quiet road of doing, rather than 

screaming about something, will get you way farther.� Like Elizabeth, she responded to 

New York City�s 9-11 attacks, but she was markedly different in her perspective on its 

aftermath. Though she and Elizabeth are close friends, politics and social ideologies are 

not discussed. In the context of her art work, she stated the following: 

I think it was Ghandi that said you can�t simultaneously prepare for war and 

peace, and I absolutely believe that. Maybe I digressed a little bit, but basically I 

believe that anything that you stand for, you should have throughout all of your 

life�I think that people are driven to create whatever their passion is, and that it 

is all an emotional journey. Sometimes people create so that they can give 

themselves a sense of peace, perhaps they will chose something very quiet. 

Whatever internal picture they have, they will project in their art, sometimes they 

are trying to rid themselves of an emotion, such as the whole series that was done 

about 9-11.   

Mary identifies herself as Eastern in her philosophies, and like Marie and Laurel, 

she is adamant on issues of equality. As she explained, she grew up in a generation �that 

came up believing that that was equality and we were going to have peace and we were 

saving the world.� She is still active in social reform and humanitarian endeavors, 
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particularly with women�s centers and women�s rights organizations. She remarked, 

�Women need knowledge. I don�t think that it�s necessarily political knowledge that 

helps the women on the street that needs to feed her baby.�   

 Mary, like Marie, was a member of the National Organization for Women 

(NOW). Her commentary on the current status of the organization is reflective of her 

diverse views on women�s issues. She explained,  

They [NOW] had this shift when it was being picked apart, and it really came to 

light that they were standing against families and against cooperation between 

men and women and at that point I wasn�t participating because I just didn�t 

believe that. I have been happily married for almost 26 years, and my husband 

and I are absolutely very different people, but we share some core values that are 

essential and most of that is the family is the most important thing. The core 

concept of having all these wonderful children is to teach them and to share what 

you know� That goes back to making sure that you are showing by the way you 

live what you believe in.   

She discontinued her NOW membership as she felt that they were �very negative 

toward men, and I just don�t agree with that.� She shared a personal story about a 

weaving exhibit she jointly organized. The question arose, among the coordinators, 

whether Mary was a member of NOW. When she explained herself, she immediately felt 

on the defensive regarding her pro-family stance. She stated, �It was definitely an odd 

professional experience to have that happen and to have them be uncomfortable with me 

because I am not one of them.�   

 Mary�s described scenario is again evidence that women�s rights groups are not 

always unified, substantively or procedurally. Rightfully so, she is critical in her 

evaluation of group dynamics. As she explained, �It is just so individual, I have had lots 

of times when I have joined women�s groups and evaluated them just basically on 

whether or not I felt comfortable there, whether or not it was serving the need I had.� Yet, 

despite this altercation, Mary remains ardent supporter of women�s rights, particularly 

their right to education. Also, she appears to prefer active participation as opposed to 

mere advocacy. She explained,  
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I think a lot of quilt guilds are focusing on, instead of charity as a production 

charity as giving your time to educate. There is group out of Seaside called the 

Edu-Quilters that does just that. They have people who are trained by this core 

group of women and go out to the schools and teach at high school level and also 

teach high school teachers how to quilt� We worked together through the 

women�s center, and they have this program where they created a business where 

they would accept donations of stuff. They would accept furniture, and then they 

would give lessons to women on how to upholster. If they couldn�t upholster 

maybe they could iron. If they could iron, they could work at a dry cleaner.  

Maybe they needed to learn the retail side so they learned the retail business. So 

Margie and I got involved with finding sewing machines and teachers and 

donations of thread and all the things they needed to set that up. That was an 

awesome project. So that�s kind of gotten now on a continuum. Now we just train 

the people in the Women�s Center, and they just kind of run the whole thing.   

When I questioned Mary about fiber�s revival in the arts, she replied, �I wouldn�t 

have imagined that years ago that, that would bring about more of a change in women�s 

participation art, but I absolutely think that that is how it has been created.� Like many 

who graduated from college in the 1970s, she was not aware of women artists. Yet, as an 

artist, she admitted to not experiencing discrimination, though like the other informants, 

experienced differential treatment in the workplace. She explained,  

 People have come to me to buy things, and it just has been such a natural path that 

I really didn�t feel any sort of resistance, you know, with being a woman in the 

arts. Now of course at the point when that happened I had already been through 

some of the resistance that women find in the workplace, so I wasn�t, I didn�t 

have a lack of confidence, you know. I was okay with what I was in the world, so 

it just wasn�t part of what I was experiencing.   

Summary of Section One: Six Informant Interviews 

In the first section of this chapter, I presented the data collected from the six 

artists and guild members interviewed for this study. These women artists told their own 

stories and narratives in relation to their education, art experiences, identity, careers, 
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political awareness, and art work. The data were collected through on-site interviews, 

telephone, and electronic messages.  

As a group, the role and definition of feminism varied. Defined in their words, 

feminism, as an ideology, meant equal access to opportunity with specific economic 

implications. In their professional lives, informants experienced salary discrimination and 

differential treatment. Yet, when directly asked about their experiences in the larger art 

world, informants did not feel discriminated against economically. Aesthetic style and 

criticism also presented an interesting dynamic with the informants, as they subscribe to a 

more traditional, formalist schema of elements and principles of design. Yet, in terms of 

their style, iconography, and media, they do not consistently conform to a mainstream or 

high art aesthetic. This was slightly different for Marie and Laurel; their political 

ideologies, rooted in gender and ethnic difference, had a more significant role in the 

meaning behind their art work and their creative impulses. 

In terms of education and profession, all of the informants supported a 

coeducational setting that promoted equal opportunity. However, their descriptions of 

ideal, community learning environments and mentor relationships suggest a preference 

for a distinctively maternal teaching style. Also, collectively speaking, informants� art 

work and creative endeavors, regardless of their aesthetic, was inextricably linked to their 

roles and responsibilities as mothers and wives. Their distinctive brand of undeniable 

knowledge was intuitively based and derivative of their emotional, lived experiences. In 

turn, they perceived their art work as telling emotional stories and narratives for 

educational purposes.   

Additional conflicting undercurrents and dichotomies arose during the 

discussions. For example, four of the informants stated that they did not pursue a career 

in the arts, at least initially, because they considered the arts as less professional and 

economically viable. Additionally, Laurel noted her experiences as a black artist 

interfacing in the white world of fine arts. She felt pre-judged and stereotyped as a black, 

disenfranchised artist, with expectations that she should subscribe to a folksy, vernacular 

aesthetic. I elaborate on these discrepancies and nuances in the upcoming, second section 

of this chapter and again in Chapter 5. 
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Section Two: Behavioral Descriptions of Guild Activities 

Guild Meetings  

Meetings typically set the tone for the day�s agenda and dominated the flavor of 

group interactions and subsequent activities. As noted by Mary, Guild officers abided by 

a strict set of hierarchical rules for presentation of information and concurrence on 

decisions or motions. Yet, there was no formal agenda: information was presented in 

terms of old and new business, and within the latter, introductions and member �show 

and tell�.  

Coffee was always available and members casually brought in breakfast goods, 

softening a more business-like atmosphere. Members were casual around arrival time, 

typically engaged in conversations regarding media and related humorous anecdotes, or 

circulating to help set up metal chairs, workshop materials, and potluck lunches. Once 

meetings commenced, informal conversations ceased and the group�s collective tone 

dramatically changed. Part of this tenor was attributable to meeting length; meetings 

became stodgy and uncomfortable by the second and sometimes, third hour. Moreover, 

nearing lunch time, issues and introductions were often skimmed over to accommodate 

for member unrest and lack of meeting cohesion. Nearing noon, members were quick to 

adjourn to lunch, socialization, and relaxation. An uncanny observation that I noted was 

that many members departed immediately following the meeting, not staying for lunch.      

 Guild Lunches  

Unlike the meetings with their forced, formal overlay, lunches retained an identity 

of their own. Often not speaking, but mindful of each others behaviors, women members 

set up covered dishes, paper plates, and plastic utensils on the larger fold out art tables in 

the rear of the room. Once the informal buffet appeared ready, women lined up and sat 

informally in small groups. I typically sat with my informants, sharing in their 

conversations and participating more as a colleague, rather than a researcher. Similar to 

the pre-meeting conversations, women typically discussed issues around the media: 

technical advice or exhibit and show information, with occasionally spliced family or 

career anecdotes. Contingent on the upcoming workshop or lecture, dishes were 

gradually cleared, leaving out the remaining desserts and drinks. At this point or 
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behavioral cue, the final portion of the day�s events was casually introduced, typically by 

Marie or the predetermined presenter.  

Guild Workshops  

As noted earlier, workshops ranged from slide shows, to guest lectures, to more 

formal teachings in technique by guest or member artists. I was present for all of these 

activities and found that women responded best when topics were attuned to marketing 

and the development of small businesses or entrepreneurial skills. In contrast, I gravitated 

to slide lectures for enhanced art inspiration or technical skill dissemination. The 

characterization and tone of the workshops was set by the presenters; some were more 

authoritarian in their delivery style, whereas others were more experimental and flexible 

in accordance learner needs. The space, though small, was perfectly suitable for art 

projects, with ample sinks, supplies, and some storage. Aligning with Laurel�s 

descriptions, the guild never functioned as informally as a traditional quilting bee. 

Moreover, the relationships among the women were driven by a shared affinity for the 

media not necessarily a social or community connection. Hence, my observations of the 

learning interactions among the members suggested that they were carefully censored due 

to the newness of the relationship(s).   

Interpretation and Contextualization of the Six Field Experiences 

 The six field experiences (Appendix E) provided a backdrop and context for the 

six interviews. As such, the dominant themes I noted and coded serve only to highlight 

informant�s experiences conveyed during the interviews. Much of what I observed and 

participated in conformed with informants� reflections on this guild and similar guild 

settings. The following issues and themes became more apparent when placed in field 

context: 1. the relationship between shared knowledge and group identity, 2. guild 

evolution and social discord, and 3. reflexivity and an emic perspective.  

Shared Knowledge and Group Identity  

The primary purpose for guild involvement was to be around and commune with 

�like-minded people� (Elizabeth, in interview, 2006). Probing beyond this, guild 

membership was really about re-affirmation of identity as a fiber artist. As evidenced in 

the coding of the data, there was a social overlay to the guild interactions; members 

occasionally mentioned spouses and friends. However, tantamount to this function is the 
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open exchange of knowledge and technical advice. Comments and actions coded as 

social camaraderie (example: SCI & II) were in a much lower proportion than those 

coded for shared knowledge (example: SKI & II). Also, as noted throughout the coding 

of the field experiences, the exchange of knowledge was of higher order (example: SKII); 

there was little to no beginner level teaching. This could have a negative impact on 

younger or novice membership.   

The power of this statement became more evident as a bystander, listening to the 

ongoing conversations that occurred throughout the day, even during morning set-ups to 

afternoon cleaning. Conversations, even when laden with social humor or anecdotes, 

were rooted in technical dissemination of the art form, and the pace of these discussions 

was fast. Topics and techniques quickly diverged into other media-related issues. For 

those already immersed in this artworld and art language, the intensity and pace of the 

discussions appeared both normal and necessary. With twenty or thirty women partaking 

in the conversation, individual questions and needs were at times lost or overlooked. 

Below was an example of this language and conversational style: 

She uses Thai silks, buys the silks �already done� / ready to dye. Sister company 

is Exotic Silks, not Dharma Trading. She�d be able to do group orders and order 

wholesale. She talked about her techniques. She uses a dye called Color Hue, and 

they instantly set on linen, silk, rayon, and wool. It is permanent instantly, except 

for on cotton and polyester. You can dye some natural beads with it. It makes 

dyeing in a workshop very simple, fast, and easy (field note, 9/23/06).  

A foundation of some of the media�s technical intricacies was necessary to truly partake 

in what this guild has to offer. The following was another example: �Elizabeth showed 

her Joss paper- used in Buddhist ceremonies�talked about gel adhesive she�s using and 

watering down Lumiere paints (field note, 10/19/06).� If one is not familiar with Lumiere 

paints or Joss paper, this explanation about adhesives is pointless. There was not enough 

hands-on explanation of these materials and techniques to accommodate the learning 

curve. As I wrote in my observer comments, �Moreover, it seems like all the women talk 

about brand names of materials (ex. Sulky thread) and techniques, yet, it never becomes 

tangible because we never do the hands-on part of the learning process.� (field note, 

10/19/06)  
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Again, for a newcomer, assimilating into this artworld could be a steep learning 

curve. Ideally the afternoon workshops should bridge this learning and aptitude gap. As 

noted in during one of my field experiences, the quality of the learning experience was 

contingent on the teaching content and style, and the individual needs of the learner. For 

me, I had already experienced two of the workshops on dyeing and monochromatic fiber 

collage. What I had hoped for was more experimental and a looser didactic style (field 

note, 1/24/06). However, for the newer learner, these experiences would serve as a 

foundation for higher level learning. The concern I had, as an outsider, was that the 

afternoon workshops were waning in popularity. This sentiment was echoed in the 

context of the interviews; the women were more interested in gaining business and 

marketing skills. Even the most recent afternoon workshop on quilted jackets was not 

well-attended; more women attended the morning meeting and left after lunch.  

Guild Evolution and Social Discord  

I also concurred with informant reflections on the evolution of the guild and its 

so-called �growing pains� (Mary, in interview, 2006). Within the eight months that I have 

been an active member of the guild, ArtsEtc has changed dramatically, particularly 

noticeable October through January. From observation, much of this might be attributed 

to the turnover in leadership. Though membership numbers have remained the same, the 

directions and ambitions the guild is now addressing to and committing to is changing for 

the better.  

 The dynamics between the former president, Sabrina, and vice-president, Helene 

seemed to erode the meeting process. The two appeared to be on different ends of the 

spectrum: Helene operated as the meeting formalist, constantly proposing bi-laws and 

motions, and Sabrina was informal and prone to digressions. Thus, the unspoken tension 

in their interactions was not only stifling, but really beleaguered guild progress and 

decision-making. 

An unrecognized woman, wearing all white, inquires about the wearable art 

challenge the next meeting�September 24th. [OC: I am guessing she is a new 

member or her first time attending a group meeting]. She speaks with a thick 

Russian accent and over-enunciates each word� Sabrina then interjects, 
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�Sometimes I just can�t stand when you have a meeting about having another 

meeting�� Sabrina then asked if anyone had any more old business? Helene 

raised her hand�It is unclear what Helene wants to ask at that point because in 

walks Betty Jean, and the members erupt in quite a commotion. Betty Jean 

responded: $860.00� Susan reminded everyone that dues are coming up in the 

amount of $15.00. Helene then interrupted and put a halt on this [OC: control] 

stating, �This [member dues] would be new business.� (field note, 10/19/06) 

The root of their discomfort with each other was unclear. My perception was that 

this interchange resembled the traditional conflict between the old and new guard. Helene 

is perhaps in her early seventies and, as the vice president, is noticeably more rigid in her 

leadership style. Her frustration was evident during the last round of officer elections 

when she opted to resign from her post. Sabrina, however, resumed her role as president, 

but then hastily resigned and failed to show up for the next meeting. When I called her 

about this turn of events, she did not attribute her resignation to dysfunctional guild 

politics. The following field note excerpt documented our conversation: 

She explained that the morning of the meeting she had overslept, to the point 

where she couldn�t make the hour drive up there, so she sent a quick email to 

Marie resigning. She just came to a realization that �something�s gotta� give.� She 

feels like a fiber person should be president. She wants a group in Orlando, Vero 

Beach, or Winter Park that is more her medium.  Marie said she should come to 

more of the classes [the afternoon art workshops]. She says, �There are 12 charter 

members who should step up to serve [as president].� Mary tried to convince her 

that she was mixed media [hence multidisciplinary and fiber inclusive]. �If I�m 

going to spend all of my time and energy and money, I need to be able to show.� 

(field note, 10/8/06)  

Despite Sabrina�s September resignation, the tediousness of guild meetings and the so-

called �growing pains� have subsided. Currently, two women share the responsibilities of 

the presidency. It was also evident with the last round of elections that most members do 

not want to serve in leadership positions; they prefer the lay experience.  

Since the change in leadership, the guild has broadened its scope, as evident in the 

schedule for the upcoming year, and decisions are made more effortlessly. Marie has also 
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played a major role in the expansion of the guild, particularly due to its unification with 

the Atlantic Center for the Arts (ACA). A new brochure and membership form has been 

developed, and Marie has initiated three week-long fiber retreats, partnering with SAQA 

(Studio Art Quilters� Association) and ACA. Retreats are highly successful events, as 

they bring national and international artists in for classes, and the immersion environment 

is more conducive for higher-skill learning. Thus, as noted through my field experiences, 

ArtEtc appears to have stabilized and now has a more solid foundation to expand and 

diversify.   

Reflexivity and an Emic Perspective  

A third and final issue I noted, which was more intrinsic to my own role as 

researcher, was a subtle emic / etic tension as a newer member. I felt more reflexively 

aware of my role, as an outsider looking in, during the morning meeting sessions. 

Afternoon workshops, which often entailed hands-on learning and experimentation, felt 

more relaxed. I could work independently, at my own pace, and ask for guidance without 

encumbrance. With this experience, there was also a tangible feeling of collective 

creativity and unity with fellow members.  

  In contrast, during morning meetings, I felt more distanced and detached from the 

dynamics of the guild. As of October 2006, I began serving as the recording secretary. 

This added a new dynamic of frenzy to the already chaotic chains of conversations, as I 

attempted to accurately capture discussions, motions, and decisions. Not only did I feel 

the frustration other informants voiced about meeting inefficiencies, but I also felt 

inadequate as a true guild member. Newly assimilated into their artworld, I was not fully 

privy to formalities and hierarchies. Moreover, it was difficult to keep up with production 

demands for shows and challenges. Below was a three-minute snapshot of the volume of 

activity and member expectations:  

February is a critique of water color challenge. March will be a �water challenge,� 

and it is not over 36 inches. Judy Dahl and Judy Gilmore will do whole cloth 

painting. April, there will be a class on indigo dyeing- Linda O. needs to know 

ahead of time how many folks will be in attendance. Mara made bi-law change 

that if in-house teachers want to teach, $50 supplies as teachers allowed. May will 

be a critique of anything created and a blind �UFO exchange.� In a black plastic 
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bag, you bring in something you�ve created that �you�re stumped on�- numbers 

and anonymous. The afternoon in May will be a crayola play day. June, Linda 

[OC: different Linda] teaching work on Angelique and felting- with later month. 

July will be a critique, and afternoon Linda will embellish. August will be UFO 

results. August challenge will be a committee selection for new officers, then will 

be a picture exchange for someone else�Copyright issue broached by Ellen, 

other folks disagreed (field notes, 1/27/07)� 

While perhaps not inundating to the lay member, accurately disseminating the 

information as recording secretary is a different issue. Also, because I used the guild as a 

research base, I felt pressured to contribute to its well-being and success. The following 

email communication is an example of my new-found role and confusion:  

Hi, Norma and Andra--Please proof these minutes before sending.  

Andra, what I was confused about was the whole "March show" thing. I believe  

this was referring to the Water Challenge, and a Mt. Dora show that Mary's  

taking the JPEGs for? Is that correct? If that is correct, Andra can you please 

amend my statement to be more specific. H.Pendleton (personal communication, 

1/28/07) 

Much of this stemmed from my own, normal reflexivity and awareness of my position as 

an outside researcher. Despite my uncertainties, the experience as the guild�s secretary 

enhanced the research process 

Summary of Section Two: Behavioral Observations 

 In most instances, my perspective complimented and reinforced the meanings and 

themes that materialized within the six interviews. I concurred with members sentiments 

on the strengths and weaknesses of meetings and workshops. Yet, despite informants� 

acknowledgement of shortcomings within routine guild functions, they were unable to 

dramatically change the prescribed course of events. Based on my observation, the 

reluctance to overtly change any dysfunction was perhaps rooted in the newness of the 

guild and the sensitivity and tenuousness noted in member interactions. Also, given the 

nature of the Florida lifestyle and migratory, tourist population, membership of the guild 

fluctuates seasonally. This change in population impacted key players in guild dynamics 

and often confuses and delays decision-making processes.    
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CHAPTER 5 

 

ANALYSES AND IMPLICATIONS 

 

Chapter 5 contains analyses and implications based upon the six artist interviews 

and field experiences during an eight month period. The overarching, primary question to 

be addressed is as follows: �What is and has been the nature of women�s experiences 

within ArtsEtc, as a distinctive arts community?" In this research, I assumed that 

women�s experiences within this art collective are also derivative of their solitary 

experiences, as mothers, career women, and independent artists. The ArtsEtc guild serves 

as a backdrop to the meaning behind their personal pursuit of their art and information 

gathered within the interviews. The qualitative analysis pertains to the artists� definitions 

and conceptions of feminism, in relation to their education, professional life, self-identity, 

and art production. The role of art education is considered throughout the findings and 

analysis. Thus, the conclusion section of this chapter contains implications for Art 

Education, both from Art K12 and adult-learning standpoints. 

Evaluation: Integrating Field Experiences and Informant Narratives 

 This section combines all six of the interviews with the six field experiences. In 

the first section, I provide actual numeric counts for codes, comparing informant 

interviews with what was observed in the guild setting. With this information, I then 

respond to the underlying nature of the guild, my guiding research question. The second 

section addresses the research questions initially posed in Chapter 3, answering them 

with greater clarity, and again, addressing to the nature of the guild experience as a 

composite of individual experiences and stories. 

This study is qualitative and ethnographic in design and not intended to be used as 

with a quantitative methodology. Codes are not weighted, and the instrumentation was 

not standardized. However, the tables presented in Chapter 4 do reify deeper meanings 

and themes, already present in the informants� narratives. The two tables below juxtapose 

cumulative informant responses during private interviews (Table 8) with behaviors and 

observations noted during public field experiences over an eight-month period (Table 9). 
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My intent was to provide the reader with a two-dimensional view from an individual 

perspective (Table 8) and an organizational standpoint (Table 9).  

  

Table 8. Cumulative Codes for Informant Responses from Private Interviews 

AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and 
informal (family-based) 

88 

AES-Aesthetics ; artistic value judgments; style (ex: prescriptive; traditional; experimental; 
contemporary)  

10 

C/A-Craft versus Art (role of craft; high versus low art) 46 
ECON-Economic viability, income/financial stability, and marketing 20 
GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 35 
M & R-Mentorship and Reciprocity (allied bond among women for the sake of SK I-II, or 
(�Show-n-Tell� of personal art; aesthetic compliments and reinforcement) 

36 

PN-Personal Narrative & background (past experiences work, family, marriage / divorce, etc.); 
Identity 

91 

POL-Political perspectives; self-identification on social issues 95 
SD- Social Discord 12 

 

Table 9. Cumulative Codes from Field Work: Actions, Behaviors, and Communications 

AES-Aesthetics ; artistic value judgments; style (ex: prescriptive; traditional; experimental; 
contemporary) 

13 

ECON-Economic viability, income/financial stability, and marketing 10 
SD- Social Discord 15 
SKII-Technical Assistance Level II (higher level learning; specialized, technical shared  
                    insight; art historical references; higher level language) 

 

31 

SKI-Technical Assistance Level I (hand-over-had assistance, lower level language) 21 

 

Aligning with informant reports are issues of social discord within the group 

experience. Social discord or disagreements arose during the meeting settings, not during 

the afternoon workshops, and stemmed more from leaders� self-imposed bureaucratic 

overlay. Also, aligning with informants� reports was the shared goal for economic gains 

and artistic recognition within the larger, high art community, evident in guild�s 

collective efforts to have their work exhibited and marketed.  

What is perhaps most revealing in the comparison of the two tables are the codes 

that are omitted. Notably, there was not coding for politics or feminism or gender. This 

deficit suggested that ArtEtc does not function as a forum for socio-political issues, 

despite the history of fiber art and its political appropriation within Feminist Art 

Movements. Informants were much more forthcoming about their personal allegiances 
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and ideologies in the private interview setting. Aligning with their reports the guild 

functions as a forum for the exchange of technical knowledge.  

This omission, or negative findings, speaks to my guiding question: What is and 

has been the nature of women�s experiences within ArtsEtc? ArtsEtc functioned as a 

forum for technical instruction in the fiber arts. It also exemplified the continuum of fiber 

groups and related, arts collective organizations. Some guilds, like traditional bees, 

operate as loosely bound units, with members intimately connected through kinship or 

family, whereas others, like ArtsEtc are more motivated by technical skill dissemination 

for art product marketing and mainstream venue acceptance. The latter model does not 

negate the social aspects of the guild, rather, it suggests that social unity is based on an 

affinity to the art form, not a political or social cause.     

Additionally, the guild was also driven by self-development in stark contrast with 

the guild that Mary Dunn described in the Florida Keys. The instances of mentorship and 

reciprocity fondly remembered in informant stories were not overtly present in the 

ArtsEtc setting. Thus, there was not an altruistic desire or attempt to include and educate 

unskilled or novice artists. Members participated for their own growth as artists. 

However, ArtsEtc could evolve into a more collaborative art community in the future; it 

appeared to have the potential, but the need was simply not identified or acted upon. The 

following questions elaborate on the nature of ArtsEtc and member�s experiences in 

greater detail.   

Question One: What is the narrative behind surface design: how has this complex 

network of art media evolved and changed since the 1970s according to guild 

members and arts literature? 

 This question gauged women�s awareness of their art historical precedents, and if 

applicable, art historical mentors. The question also tapped into women�s differentiation 

between craft and art. For instance, if women were unaware of so-called fine artists, 

working in the media of fiber and surface, such as the work of Miriam Schapiro and Eva 

Hesse, were they more inclined to consider their art product craft? In contrast, if women 

had this art historical knowledge, did it influence their own aesthetic or enhance their 

creative experience? Furthermore, if they were aware of the fiber art�s movement into 
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mainstream art, were they more conversant in the current and future directions of fiber 

art? 

 Three of the informants were cognizant of the fiber art�s entrance into the arts 

scene of the 1970s: Marie, Laurel, and Jennifer. Two of the other informants recognized 

the name Judy Chicago, but had no further understanding of her role in CalArts and 

feminist art movement of the 1970s. Marie and Jennifer had formal undergraduate 

degrees in Art History and Art Education. For Marie, her college exposure to the Western 

canon and women artists� exclusion from it played a critical role in her aesthetic.  

For her, artists like Barbara Kreuger and Bettye Saar continue to be inspirational. 

Marie is more experimental in her media-type, and much of her imagery and embedded 

narratives are overtly feminist in their intent. In her Ms. Gorgon series, she appropriates 

the image of Medusa, injecting her own commentary on classical, female stereotypes 

rooted in Freudian and mythological narratives. Marie was also quite conversant on the 

more global direction of fiber art, perceiving it as a �rocky road� (in interview, 2006).   

 Laurel was equally aware of the feminist art movement of the 1970s; however, 

she did not necessarily draw upon its tradition in her aesthetic or her experience. The 

feminist art movement, like the larger feminist wave that spawned it, was catalyzed by 

white women (Klein, 2003) and what Laurel defined as �their issues, not hers� (in 

interview, 2006). This sentiment was echoed by African-American artist Faith Ringgold 

during her almost token involvement in the 1970s feminist art movement. In interview, 

Laurel cited African-American art historians, Cuesta Benberry and Carolyn Mazloomi. 

Similar to white, feminist art historians, Benberry (2002) and Mazloomi (1998) critically 

examine the African quilting tradition and expose misconceptions about its underlying 

historical narrative. As such, they elevate the stature of women artists, specifically 

African-American quilters, within the Western canon.  

Both Laurel�s and Marie�s aesthetic style could be considered the most 

contemporary and hybridized of the group, using multiple mediums in non-traditional 

ways. Laurel�s visual narratives are largely based upon her ancestors� experiences and 

stories, passed down to her through her grandmother. Laurel referred to her grandmother 

as a Griot. As she explained,   
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The Griot in West African and African Diaspora cultures and communities is the 

person who maintains the history of the people. Music, storytelling, visual guides 

and the written word all play a part in this responsibility of maintaining culture 

and community� nurturing and passing on our sense of self. The Griot promises 

to record and preserve our history of resistance to oppression and to document 

and celebrate the life of our people. 

Laurel�s aesthetic experience, since childhood, was rooted in these collective story-telling 

events: the quilt bee. Based upon her descriptions of the bee setting, story-telling and the 

sharing of common narratives superseded technique and skill dissemination. 

Accordingly, her self-identity is forged through the collective knowledge of �her people� 

(in interview, 2006). The meaning behind her art, and her underlying purpose as an art 

educator, is to propagate these voices and experiences on to future generations.   

 Slightly different from Laurel and Marie, Jennifer was initially aware of the  

underpinnings of the Feminist Art Movement of the 1970s because of her physical 

proximity to CalArts. However, at that time in her life and for years later, the dual roles  

of mother and wife overshadowed any possible involvement. Though she admired the 

aesthetic style of Miriam Schapiro, co-founder of the CalArts program, at the time, she 

shared no connection to the program�s political ideologies.  

Jennifer was attuned to the state of fiber art, however, this was perhaps due to her 

own work with silk painting and its close affinity to fashion design. This genre of fiber 

work or surface design now goes by the media nomenclature of �wearable art�, fusing 

innovative clothing design with cloth construction and embellishments. As Jennifer 

explained,  

Now I�m glad to see that fiber is being thought of as an art form and getting credit 

where credit is do. I think Miriam Shapiro has, you know, it�s been a long time, 

you know, before it has been recognized. You know she got a lot of flack for what 

she did, but I always admired her. Actually using puff paint and stuff like that in 

her work. Heaven forbid they show that in a fine arts show. So even on these 

small scales in small town shows to even have a silk piece being put into an art 

and fiber show is something that I don�t think they would have accepted in 

previously. 
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In contrast, the other three informants, Mary, Elizabeth, and Sabrina, were not as 

aware of their art historical predecessors in the media of fiber. However, within their own 

more traditional, quilting artworld, they did have icons and mentors whose innovative 

designs and aesthetic styles appealed to them. Artists like Paula Nadelstern and Nancy 

Crowe are not well-known in the fine art world, but their aesthetic had a significant 

impact on these informants� art products. 

Tangential to this, Mary and Elizabeth are very much concerned with the 

craftsmanship behind their art product. Although they no longer consider themselves 

prescriptive quilters who sew directly from a pattern, their sewing style is overly 

conscious of a perfection of form. In contrast, Laurel, Marie, and Jennifer are more 

spontaneous with their diversity of materials, dyes, stitching, and overall creative process. 

As Marie shared during the interview, one does not need to know how to sew to be a 

fiber artist.    

Question Two: What is the underlying history and internal, organizational structure 

of ArtsEtc guild? 

 The ArtsEtc guild was founded three years ago by 12 charter members. Currently, 

it is a loosely-knit group, approximately 50 in number, meeting monthly and more often 

for adjacent art workshops at the Atlantic Center for the Arts. My questions regarding 

guild history were designed to be neutral in intent; responses were expected to tell the 

story behind the guild�s formation. However, rather than talking about the guild�s 

inception, informants spoke of the guild�s growth process and �growing pains.�  Marie, 

Mary Dunn, and Sabrina were the most outspoken on the guild�s evolution and future 

visions.  

Marie is the community art coordinator for Harris House, so predictably, Marie�s 

vision for ArtsEtc was rooted more in a community program model. Her initial vision 

was that the group should not operate with a traditional guild mentality; it would be open 

to the public, and there would be no exclusion in membership. Annual membership dues 

were initially fifteen dollars. They have now been raised to fifty dollars. However, the 

new amount is also inclusive of joint membership to Atlantic Center for the Arts, which 

allows members to access a diverse range of lectures, workshops, and performances. The 
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rise in membership dues was necessary to cover space expenditures for the gallery that 

houses meetings and workshops exclusive to ArtsEtc.  

During the October 2006 meeting, this issue was heavily debated. Opponents to 

the raised dues failed to see the benefit of a merger with Atlantic Center for Arts, in a 

sense, signifying their reluctance to embrace more diverse media and exposure to 

alternative art forms. Additionally, they voiced concern that raised annual dues would 

deter new members from joining and existing membership renewal. Once Marie, as the 

matriarch of the group, pointed out the need for stable, accessible space, as well as 

comparative guild dues, the opposing faction acquiesced. However, it took significant 

struggle through bureaucratic quagmires before an agreement could be reached.  

The tediousness of group decision-making process is apparent at every meeting. 

As noted by all of the informants, morning sessions are laborious and overly formal. 

Though Sabrina suggested that guild officers convene outside of the scheduled monthly 

meetings, to spearhead these issues, this has yet to come to fruition. After resigning, 

Sabrina said the following during the October morning meeting:  

There are some observations that I have made as president. Really one of my 

frustrations as president is that we have meetings about meeting. What I suggest is 

that there needs to be a meeting among board members or committee. We were 

losing a lot of time in dealing with art, critiques, and demo�s. And it�s really 

tough, as president, I would try to facilitate to keep things going. These are just 

kind of growing pains that we�re going to have to go through. So consider that. 

Think about that. (field note, 10/29/06) 

Sabrina�s plaintive remarks about meeting inefficiency were uncanny, as she was the 

guild president at the time, and as such, should have had the ability to manage meetings 

and abide by an agenda. Yet, as noted in the field notes and voiced by other informants, 

Sabrina was highly prone to digressions off topic.    

Though all informants complained about meeting management and efficiency, the 

streamlining process is perhaps just as arduous. This is perhaps due to guild officers� 

inherent multi-tasking and verbalizing of thoughts, which makes discussions unwieldy 

and irresolvable, particularly in a large group setting. Below is a group discussion 

initiated by the vice president also during the October meeting: 
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�The board needs to sit down and decide how much a year they want to put out 

for shipping and outside teachers. Do we need the people who sign up for the 

class to pay what about supplies, do you want to pay for mileage for the teachers? 

Now the ones that we don�t have to worry about are the ones Marie has scheduled 

with ACA.� Mara says, �Shouldn�t this be in the minutes from the past year? 

Sharon said that I now have a formal notebook with all the minutes?� [OC: I start 

to feel the stress of being the recording secretary]. Karen [current president] says, 

�How about someone who is willing to teach something, and they tell Marie and 

Mara?� Then Karen asks if anyone has an upcoming challenge idea. A newcomer 

says she belongs to another group that is much less formal, no minutes, etc. �We 

challenge each other I think it�s more about sharing and being excited about how 

someone in the group will take something and incorporate. I get really excited 

when I see what other people do.� (field note, 10/29/06)  

This discussion was never resolved and typifies the circuitous conversations among 

members and officers during monthly morning meetings. The topics of this two-minute 

conversation varied from outside teachers, supplies, mileage reimbursement, past meeting 

minutes, and challenges. This brief, but typical snapshot of meeting dynamics conforms 

to informants� reports of meeting mismanagement. 

Allegiance to the mission statement of ArtsEtc has been another difficult issue. 

The mission of ArtsEtc is to �educate, exhibit, and evaluate.� Yet, for many of the 

informants, the overwhelming allure of the guild lies in its ability to market their work as 

a collective whole. Thus, exhibits and juried shows are more accessible for artists, like 

Sabrina, who may not have the breadth of work as a more accomplished artist. The 

verbiage �education� implies an emphasis on classes, lectures, and shows. Yet, for most 

of the informants, they felt confident with their skill level and media-type, and thus, 

deferred on any more technical workshops. Rather, they advocated for assistance with the 

business side of their art:  resume and portfolio compilation and marketing strategies. 

Because of this current direction and trend, Laurel now operates on the periphery of the 

guild, participating only in occasional workshops.        

 Taken as a whole, however, ArtsEtc does subscribe to a model of feminist 

communitarianism as defined by Weiss (1995). The guild does seek out members� self-
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defined needs, and struggle is inherent to the forging of this community. Mutual intimacy 

and group processes are equally as important as reaching the desired endpoint: 

marketability and economic viability of their art work. Additionally, the dynamic 

underlying ArtsEtc conforms to Erickson�s (2002) concept of an artworld. Indeed, the 

composite identity of the group is rooted in past and present fiber traditions, with its own 

interior dialogue and shared language and role models known and understood only within 

their group.  

Erickson (2002) also spoke to the need for diversity for the dissemination of 

artistic processes. Whereas there is diversity in perspective and desired outcomes, there is 

a lack of generational diversity; group members are middle-aged and older. Accordingly, 

the artworld and supporting culture cannot be maintained without the ongoing 

proliferation of art activities and rituals that initially sustained it.  

Question Three: What do participants learn and experience within these communal   

aesthetic spaces? 

 According to participants, ArtsEtc is as much about technical learning and 

expansion of skill base as it is about social reciprocity and sharing. With respect to 

technical learning, afternoon sessions are dedicated to fiber workshops, business classes 

or lectures, such as slide shows of national and international work. On occasion, a 

photographer is available through Harris House to also assist with portfolio compilation. 

Formal critiques, outside of the regular �Show and Tell�, are scheduled every three 

months. Additional fiber classes are also offered off-site through the guild�s alliance with 

Atlantic Center for the Arts.    

 The workshops resemble a traditional teaching style. Either a member of the guild 

with a specialty area teaches, or guild members suggest artists outside the guild to come 

and teach a course, providing that a quorum approves. For example, Jennifer taught an 

afternoon paper batik workshop, but an outside artist was brought in from Orlando to talk 

about marketing. Regardless, the styles of teaching and learning are similar; there is a 

traditional, U-shaped seating arrangement, with the teacher at the center table.

 Workshops are not the only forum for teaching and learning. Morning guild 

meetings are fraught with multiple, crossing lines of communication. Throughout the 

meeting, conversations start, stop, filter into another topic, and pick up again. It is 
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accepted and natural that members constantly interrupt each other and interject 

information about materials, techniques, and juried shows and exhibits during the 

progression of the meeting. Below is a field note excerpt describing the atmosphere 

before the meeting is officially convened: 

I was about the fifth person inside. Women were setting up their dishes, and one 

was talking about her wearable art challenge. Another was showing Sharon Wolfe 

her needlepoint [some sort of green tree] and asking for insight. The women in 

front of me were talking about trips taken to Carmel and Georgia O�Keefe, then 

Philadelphia. The woman in the broomstick skirt [later found out-Betsy] is 

showing off more pocket books she�s made. Mary comes in, and someone say her 

hair looks so cute (October 29, 2006).  

Morning meetings address what the president terms as �old business� and �new 

business�, officer reports, like the treasury statement, member introductions, and �Show 

and Tell.� After �Show and Tell�, the meeting breaks, and members arrange a potluck 

luncheon. Luncheons are a combination of social camaraderie and shared knowledge.    

The guild�s emphasis on social connections conforms to a more art therapeutic 

model. Elizabeth described all-women environments as perceptually �safe� (in interview, 

2006). This attribute is also espoused by supporters of feminist pedagogy and single-sex 

learning environments (Fisher, 2001; MacDonald-Sanchez, 2002). Because personal 

narratives have been traditionally embedded into the context of the quilt, women share 

their life stories in the guild or bee setting. Successful guild environments promote 

reciprocity and trust so that members are comfortable disclosing personal anecdotes and 

histories inherent to the creation of their piece. 

 The �Show and Tell� portion of the meetings exemplified both processes of 

mentorship and reciprocity. �Show and Tell� is often prompted by a group challenge or a 

member may simply wish to share their art work. Members carefully interjected technical 

suggestions amidst humor and personal story-telling. This is a more subtle and safe 

approach to aesthetic criticism than the groups scheduled, formal critiques. The shared 

camaraderie among the women softens technical criticism and as such, is a more maternal 

approach. However, this is not always the case, as with founding member, Helene, who 

serves as the gatekeeper for the group. Her responses, even in more jovial circumstances, 
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are often caustic and aloof. Yet, the group accepts her, out of deference for her old age, 

seniority, and wisdom.  

Because large-scale quilts are so time-intensive, smaller versions of quilts are 

more efficient in their construction, and members can readily share them at �Show and 

Tell.� Smaller pieces also lend themselves to non-traditional construction techniques as 

they typically are non-functional, such as wall-hanging. Thus hot glue guns, non-uniform 

stitching, and embellishments like sequins, found objects, and manufactured fibers like 

Angeligue are typical materials used in the construction of these pieces. As the women 

talk about the origins of their piece, they also include technical information on how the 

piece was constructed. Veteran members are very casual and humble about their pieces; 

they are accustomed to the social morays and conversational patterns of the group. 

Members are conscientious about time constraints, and if their explanations are 

excessive, Marie or another matriarch figure will intervene.   

Story-telling and humor play critical roles in the communication and preferred 

learning styles among ArtsEtc members. Perhaps because the media has yet to be taken 

seriously, and women have less time to dedicate to a more serious piece, art quilts and 

smaller ensembles offer a quick way to release personal anecdotes. One such example 

occurred during the �Wearable Art Challenge.� Ella, who appears to be in her seventies, 

presented her honeymoon undergarments to the group, which she had skillfully 

embellished with therma-faxed old letters, photographs, and condoms. She explained that 

during WWI, her husband had mailed her a silk kimono and undergarments as an early 

premonition of their betrothal. Thus she felt it befitting to honor the early stages of their 

relationship and still conform to the guidelines for the �Wearable Art Challenge.� The 

guild members found the episode quite humorous, and this spawned several more bawdy 

jokes.   

Question Four: What qualities characterize the type of communication and 

mentoring styles in this all-women learning environment? 

All of the informants preferred a co-educational setting and advocated for greater 

membership diversity. Thus, the concept of a feminist community or even all-women�s 

community does not apply here. The guild is composed of all women only by default. 

According to Marie, at one point in the guild�s history, a husband and wife joined; 
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however, after their divorce, she retained the membership, but never attended. Marie 

implied mild disappointment as the husband had a background in metalsmithing and thus, 

could have shared knowledge with the group. Sabrina also mentioned a younger man who 

attended for a few meetings, and then for reasons not apparent to her, dropped out.  

Though informants did not articulate why the guild remained an exclusively 

women�s organization, they were able to justify why they wanted men�s involvement. 

Marie, in particular, maintained that she felt more at ease with men than women, and 

echoing Jennifer and Sabrina�s sentiments, never perceived herself as a �joiner� (in 

interview, 2006). Elizabeth and Mary Dunn�s rationale was more based in their concept 

of feminism. Feminism, for them, was rooted in equal opportunity. Equal opportunity 

meant shared experiences, not segregated by sex.  

Marie�s and Mary Dunn�s association with National Organization for Women 

(NOW) was also revealing insofar as their attitude toward all-women�s groups and 

women�s rights. Although both should be considered feminist in their ideologies, their 

perspective on overtly politicized, feminist organizations illuminates the nuances in their 

beliefs. Both also recognized that their allegiance to NOW was reflective of their life 

circumstances at the time. In the 1970s and 1980s, both were more passionate about these 

issues, as they directly impacted their professional lives. Marie sought out the assistance 

of NOW in rectifying salary discrimination at the university level, yet, she never joined 

the organization. Mary Dunn joined the organization, but discontinued her membership 

when NOW propaganda became more radically �anti-men and anti-family� (in interview, 

2006).   

Their beliefs and stances may be indicative of generational differences. Like 

Jennifer and her anti-war activism in the Vietnam era, their passions are more subdued, 

and they are less political. This sentiment was also shared by Sabrina, when she 

explained, �I think�I get a little more political than some of these older women. Because 

they�ve already been through it, they�ve already made peace with it�� The guild 

operates as a social outlet, where political ideologies and substantive issues are not 

discussed. Feminism in this circumstance is more apparent more in its procedural form, 

based upon the learning and meeting environment.  
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Question Five: When asked, how do participants respond to the concept of a 

segregated or gendered learning environment or community, and is this separatist 

learning environment beneficial?  

 For all of the informants, the allure of the media is rooted in its versatility of form 

and application. Perhaps the only minor distinction in this was Laurel, who clearly feels a 

cultural and familial identification in response to the media.  None of the informants 

openly admitted to experiencing discrimination in the larger art world. Laurel was the 

only informant who hinted at any discrimination, and for her, this was based upon race 

and rooted in racial stereotyping. Local folk galleries expected her art to conform to a 

vernacular, primitive aesthetic.  

 Marie was more attuned to women�s ongoing discrimination in the higher art 

institutions and academic textbooks, but she did not experience this with her own art 

work. However, Marie does not interface with higher art institutions; she has not yet 

pursued one-woman shows of her work. Rather, she shows collectively or only within the 

quilting artworld. In this smaller circle, her art work is well-known, with images 

published in quilting books and online websites; however, this is an artworld that is 

dominated by women. It is also yet unclear how more established fine art organizations 

would respond to Marie�s political pieces. 

 Marie also underscored a deeper issue insofar as the political nature of some of 

her art work. Traditional versus contemporary quilters are very diverse in their political 

beliefs and affiliations. Marie has since learned to censor herself; the art work she 

chooses to publicly share is predetermined by the social climate. One piece she submitted 

to her online guild entitled, Gorgon by Day, Sheila McGhee by Night, was not well 

received. A she explained, �So, they weren�t very�you know, this was too much art and 

not enough quilt for them [quiltart.com] to handle.� She is equally guarded with the 

ArtsEtc guild, sharing her more risqué work with select friends.  

 Also, certain political issues are more palatable to the quilting artworld than 

others. The war in Iraq represents a more murky issue. This is possibly rooted in 

generational differences among quilters; older generations of women, from more 

prescriptive and traditional backgrounds, may be more conservative in their perspective. 

Race, however, is an issue most concur on. Thus, Laurel�s quilt imagery that tells stories 



 

 

 

130 
  

of racial oppression and injustice is much more readily accepted than Marie�s anti-war 

pieces. 

Question Six: How do these artists, working within a traditionally feminized art 

form, react to the media�s historical denigration and stereotypes?   

As Marie and Mary Dunn indicated, the guild has evolved, and as such, 

inadvertently excluded members with more traditional aesthetics and expectations. Marie 

explained,  

Helene tried doing a couple of classes with them on design and the ones who 

needed it the most, didn�t turn up for the classes, and we even tried doing it during 

the meeting, and a lot of them dropped out, thank goodness. The ones who were 

there, I think they are starting to catch up a little, but I think they really need to 

keep growing. 

The members who are still present and active clearly enjoy the media, however some 

resist further experimentation in technique. As explained by Sabrina and Jennifer, they 

feel secure in their media and style and fail to see the need for further exploration and 

mastery of the discipline.  

This mindset might be expected of older, traditional quilters, but Sabrina is the 

youngest member of the guild. Moreover, Sabrina does not sew, nor does she have a 

desire to learn. Yet, Sabrina was also very adamant and vocal about her need for older 

mentors, and the effect that the guild has had on her life choices. As she told about her 

involvement with Jetta Clover, an esteemed member of the guild, it was evident that she 

values older mentors for their sage wisdom rooted in their life histories and narratives. 

Moreover, she admires their more carefree aesthetic and voiced that her own art work 

was too intense and issue-laden.  

Like Jennifer, when Sabrina talked about her art in the course of our meetings, she 

spoke of it chronologically, documenting her different stages of life and personal 

struggles with domestic abuse and breast cancer. The difference, however, is that 

Jennifer�s art and her creative processes are divorced from her personal narrative. As she 

explained of herself, at this point in her life, she is at peace, and while creating her art, 

her thoughts drift. Though both contend that their art is therapeutic, yet, their content and 

process are dramatically different.      
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Question Seven: How do generational differences affect perceptions of the media, as 

well as individual teaching and learning styles?   

Anderson and Gold (1998), Riley (2001), and Waller (2003) assert that the 

communal creative process has intrinsic therapeutic benefit for participants. According to 

informants, both their solitary and collective creative experiences have positive 

therapeutic benefits. Both Marie and Jennifer spoke to the repetition and relaxation 

inherent to their solitary time, whereas the group experiences were therapeutic because of 

their social benefits. Elizabeth described the guild�s allure as �being around like-minded 

people.� For Sabrina, the guild�s social benefits stemmed from her identification with 

older women mentors. For her, these women provided her with greater insight and 

direction by sharing their narratives and experiences. Lastly, humor played a critical role 

in members� therapeutic release, social kinship, and preferred learning style.   

 There is also an inherent benefit in guild participation for burgeoning artists, like 

Sabrina. The collective approach of the guild, in applying for exhibits and  

juried shows, diffuses the fear many novice artists have in publicly showing their art 

work and gaining acceptance. Additionally, for Sabrina, collective showing was also 

important because her limited breadth of art work. For many members, the guild also 

provided technical assistance with the business aspects of their art: resume and portfolio 

compilation. This facet was critical as many members would never have pursued 

marketing and selling their work without the insight and assistance of a professional 

photographer and commercial artist. 

 Perhaps the only disadvantage hinted at by a few of the informants was the time 

constraint inherent to their travel time and the length of the guild meetings and 

workshops. The loss of an entire day, as noted by Marie, is sometimes difficult for 

members with younger families and career obligations. This was very true for Sabrina 

and resulted in her resignation from the presidency. Also noted by Marie and Elizabeth, if 

members are unsatisfied with the content, format, and opportunities the guild has to offer, 

they can easily overlap and join other guilds that meet their needs. Laurel represents a 

member who is dissatisfied with guild�s formalities and bureaucratic overlay. For this 

reason and others, she more readily identifies with other guild, such as the Women of 

Color Quilter�s Network.  



 

 

 

132 
  

 Another possible disadvantage noted from an outside perspective was rooted in 

members� group showings. Because there is such a range of ability levels and aesthetics, 

collective showing could backfire on the more accomplished artists. However, when I 

posed this question, both Sabrina and Marie felt that the more whimsical and campy 

pieces, with martinis and flamingos, were more likely to sell, rather than their more 

serious work.    

Question Eight: Is this separatist learning environment beneficial for these women 

in gaining access to the larger art world? 

All of the informants concurred regarding fiber art�s ascension into the limelight. 

Elizabeth and Mary Dunn�s rationale for its recent favorability was based upon a supply 

and demand principle: the art market is saturated with more traditional media. Fiber art, 

with its diversity of form and content, is now more marketable because it is both different 

and unusual. None of the informants considered its popularity as a political commentary 

on the state of women, craft, or the domestic arts. Moreover, they failed to attribute its 

renewed popularity to the efforts of 1970s feminist artist and art movements. Marie did 

mention the Gees Bend quilts as a social phenomena perhaps contributing to fiber�s 

elevation. However, she also implied that Gees Bend had become over-commercialized 

to the neglect of the surrounding quilt and fiber movement.    

All of the informants considered themselves artisans, not crafts people. They 

perceived their art as telling a story and educating the public at large. Additionally, they 

defined their art as rooted in emotions and emotional journeys. According to Sabrina, 

craft objects can be duplicated and lack content; it did not occur to her that the craft 

object�s contextualization and ritualization in everyday life might elevate its conception 

to fine art. In contrast, Mary Dunn spoke of how a functional quilt or bedspread could 

evoke emotion, and in this sense, it did become an art object. However, Mary Dunn also 

considers her functional quilts as contemporary in design and not prescriptive; yet, she 

follows a geometric pattern in its construction. 

With respect to the craft versus art debate, members of the guild employ a fine 

arts model for aesthetic criticism, largely resembling Beardsley�s (1981) inductive 

rationale on what constitutes good art. Criticism is rooted in formalist principles of 

elements and design, like unity, balance, rhythm, and tension. From their perspective, 
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traditional craft criticism would be rooted solely in workmanship and functionality. They 

do not consider contemporary craft theory, with its emphases on objects and their larger, 

social meanings. Their subscription to formalist aesthetics signifies a desired alliance 

with the world of fine art. Though at times their product and aesthetic may resemble more 

craft, they remain steadfast in their alliance with a more antiquated, high art evaluation 

system. However, this observation does not negate or demean the importance of their 

artworld in the context of their lives. Perhaps from their perspective, their art is justified 

and elevated in stature by its identification and responsiveness to �high art� aesthetic 

principles.   

What is of equal importance regarding the guild�s formal critiques is that not 

everyone in the guild is comfortable with a formalist approach to aesthetic criticism. Not 

only is there a trust issue at stake, but according to Marie, many members lack a fine arts 

background, and thus cannot engage in the preferred style of critical evaluation. 

According to the informants, these members can only make superficial, subjective value 

judgments. Because gaining access to the higher art world is of utmost importance for the 

informants, they perceive formal critiques as critical to their success as a fine artist.  

Question Nine: What are the implications for art education? 

 In this research, art education was considered and evaluated across the spectrum 

of traditional ArtK12 and museum art education, to family and community settings. This 

diversity was unexpected, however. Sabrina and Jennifer were former ArtK12 educators, 

Elizabeth and Mary Dunn teach workshops within their guilds, and Marie and Laurel do 

community outreach through a museum art education venue.  

 In terms of influences, only Sabrina identified her school art program as critical in 

her initial fostering in the arts. Most of the women identified more informal influences 

and mentors on their early art experiences. Notably, all of the informants, with the 

exception of Sabrina, described their mother�s, grandmother�s, and aunt�s roles in 

educating them in the arts. This was particularly emphasized in Laurels� interviews, as 

she came from a family of artisans and even participated in a family quilting bee as a 

child and adolescent. Also, the mothers of Elizabeth, Laurel, and Mary Dunn had 

academic backgrounds in the fine arts, though they also taught their daughters the 

domestic arts of sewing and needlecraft. Sabrina was unique in that her mother identified 
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her talents and connected her with a longtime mentor and donor to the county art 

museum.  

 Teaching and learning in the ArtK12 setting provoked a variety of responses and 

experiences. From a teaching perspective, Jennifer and Sabrina�s experiences were 

mixed. Though they enjoyed imbibing in creative experiences with their students, the 

politics of the principal and unrealistic county expectations, led both of them to quit and 

find new professions. Jennifer was much more committed to teaching her ArtK12 

students about fiber and its applications, probably because she has a stronger background 

in the media. Laurel also teaches in the public school setting, but through the outreach 

support of the Harris House Arts Center. She sees her role as closely aligned with her 

grandmother�s; art is about relaying experiences and educating. Laurel remains very 

positive about her interactions in the schools, despite having negative experiences with 

her sons in the ArtK12 setting. From Laurel�s perspective, the ArtK12 setting is 

prescriptive and homogenized.  

 Informants� experiences in the university setting were also varied and diverse. 

Laurel�s recollections about these experiences suggest that she prefers a more informal 

learning style. This aligns with her preference for the more historical, quilting bee setting, 

in which women mentors were available on an as-needed basis, and the creative 

experience was much more self-directed and autonomous. In contrast, Marie thrived in 

the university setting, but found difficulty soliciting mentoring and direct guidance from 

her male studio art professors. Jennifer also had a positive art education experience at the 

university level. Her mentors were attuned to her personal circumstances and 

accordingly, provided her with practical career guidance. In addition, she was exposed to 

new media and production, but in a way that accommodated her overriding role as a 

single mother.    

 Community-Based Art Education (CBAE) represents the third forum for art 

education. As evident in the informants� stories, community can be defined in multiple 

ways. For Laurel, community is defined by race and ethnicity, and therefore culture-

bound. Her educational efforts, as teacher and artist, are directed at an African-American 

audience. In contrast, for the other informants, ideologies and personal backgrounds are 
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irrelevant for learning and experiencing. Rather, they are united in a community based 

solely on their allegiance to an art form.  

 What is perhaps different about ArtsEtc, as an artworld, is that it is not overtly 

concerned with the propagation of the art form. According to Erickson (2002), the 

artworld is maintained through the dissemination of its culture: art forms, techniques and 

skills, beliefs, and social norms. With the subtle exception of Elizabeth and Marie and 

their efforts outside the guild, ArtsEtc members appear to be preoccupied by their own 

self-development and advancement. This is understandable given the formative stage of 

the group. Additionally, informants like Sabrina and Marie expressed a desire to have 

younger members participate in the guild�s collective experiences. However, their 

enticement and involvement probably requires more substantial and pointed effort on the 

part of guild members to reach further out into the community. 

Summary of Implications 

Through these implications, I suggest ways in which studying contemporary craft 

guilds and learning about their respective artisans can enhance the teaching and learning 

of art. Students, teachers, and artists can benefit from the raised awareness of 

contemporary craft in the larger context of the fine arts. The stories and narratives behind 

craft�s movement into higher art echelons provide deeper cultural insight into the role of 

women and the valuation of their art. As such, the social contextualization of this art form 

illuminates issues like aesthetic criticism, discrimination, art pedagogies, didactic styles, 

and the dynamics underlying women�s art communities. 

Implications for Art K12 and Community-Based Art Education  

Artworlds and Community-Based Art Education (CBAE) offer venues of new 

insight, different from the more traditional field of Art K12. Yet, their close examination 

can contribute to best practice and theory development for the Art K12 classroom. 

Building upon the educational research of Keifer-Boyd (2003), Sleeter (1996), and 

Sleeter and Grant (1994), multicultural exposure within the arts broadens a student�s 

appreciation for societal diversity and difference. Women artisans have been largely 

overlooked within traditional art historical texts (Broude & Garrard, 1982; Chadwick, 

1990; Parker and Pollock, 1987). Teachers who incorporate the study of craft and craft 

history into their curriculum support Hick�s (1990) goals of feminist art education. 
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The teaching of aesthetics to younger populations is critical to the enhancement of 

the art experience (Garber, 1990, 1992). Yet, debates ensue about how to teach aesthetics 

and which aesthetic paradigm is appropriate (Clark, Day, & Greer, 1987). Questions of 

feminist aesthetic derive from popular conceptions of fiber as an inferior, feminized art 

form and feminist aesthetic criticism (Robertson, 2001). Historically, such perceptions 

have manifested and contributed to the negative stereotyping of its creators, as unskilled 

craftsmen (Jeffries, 2001; Parker, 1984; Perreault, 2004). 

Tangential to multicultural learning and fostering diverse appreciation in the arts, 

teachers should avoid endorsing one specific aesthetic model and encourage cooperative 

inquiry (McRorie, 1996). In this research, evaluation of the social context is more 

important than evaluation of the art form and art products. Likewise for students, learning 

about the culture behind the creation of the art object is more profound than the 

evaluation process behind it. Applying the critical lens of feminist theory not only 

broadens student�s understanding of the history of art, but it teaches that the aesthetic 

value of an art object is intimately related to the circumstances in which it was created. 

This research also underscores the value of art education for the adult population. 

Adult learners were largely ignored until the emergence of academic research on 

Community-Based Art Education (CBAE) and artworlds. Prior to that, adult art education 

was considered either therapeutic and / or craft-based. Though characteristics of these 

models still apply, there is now greater depth for teaching and learning than previously 

noticed.  

Adults have the ability to articulate preferential and effective didactic styles. 

Additionally, they shed deeper insight into the dynamics underscoring gender and 

learning and gender and creating. They can explain what makes an art community 

meaningful and describe the roles that solitary and collective art experiences have in their 

lives. What is equally unique about the adult female voice is that they explain their 

experiences within the larger context of their personal narrative. Thus, from a research 

perspective, datum can be more robust and meaningful in its application.  

Implications for Art Therapy  

In the traditional sense, feminist and existentialist models for art therapy did not 

overtly apply here because this community model did not operate based on a 



 

 

 

137 
  

predetermined plan of treatment. However, some distinctions should be made because the 

desired outcomes for guild members resemble those of therapeutic models. Thus, the 

implication is that women�s art communities mirror art therapeutic models due to the 

social nature and circumstances behind women, art, and culture. 

 Specifically, the guild�s emphasis on interpersonal relationships, connection with 

the art form, and personal and cultural histories are similar to those of a feminist art 

therapy model. Evident in the informants� shared narratives, the guild has been 

instrumental in effectuating personal change and decision-making skills. The economic 

viability and the marketing of their art work was a primary objective for guild members. 

Accordingly, financial independence and personal autonomy are also common goals 

within a feminist therapeutic model.  

   A further implication or hypothesis is that younger, less accomplished women 

artisans may align with therapeutic models and their outcomes more so than older 

women. Building upon the work of Garai (1987), informants� desired outcomes were 

congruent with principles inherent to an existentialist approach: 1. self-actualization 

through creative processes, 2. emphases on life problem-solving skills, 3. self-

actualization for the purpose of achieving interpersonal relationships or self-transcendent 

goals. The narratives of these informants unknowingly responded to Moon�s (1997) three 

questions of the human experience: Who am I?, Where have I been?, and Where am I 

going? Particularly true in the case of Sabrina, their discourses suggest that they use the 

creative process to unlock answers universal to the human experience.    

Implications for Feminist Theory and Women�s Epistemologies  

Related to existentialist discourses, is the emergence of a cognitive voice, or what 

Belenky et al. (1986) termed as cognitive agent. In speaking about their art and through 

their art, informants articulated how they acquired knowledge to construct their own 

epistemologies and personal identities. Inherent to these discussions were personal 

revelations about their life experiences and learning mentors. Emotions, in response to 

life events, creative experiences, and social issues, were intrinsic to their learning 

process. The implication here is that subjective knowledge plays a critical role in 

women�s decision-making processes.    
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 A further implication for this research, reaffirming the work of Fisher (2001) and 

MacDonald and Sanchez-Casal (2002), is that feminist pedagogy can be delineated as 

substantive or procedural. In the case of the guild, feminist pedagogy was procedural, 

evident in the group decision-making process: the way knowledge was disseminated and 

consensus was reached. Also, feminism as an ideology is multi-faceted in its 

interpretation. Most of the informants were critical and selective in their affiliation with 

feminism. This was in keeping with historical accounts (Klein, 2002; Weiss, 1995) 

regarding the evolution and factionalism inherent to the feminist movement.  

A final implication is that an all-women�s fiber community is not necessarily 

feminist in its orientation simply because of its contemporary identification with a 

feminized medium. The concept of community is interwoven into issues of epistemology 

and pedagogy (Hicks, 1994). Personal epistemologies guide women�s choices to pursue 

the domestic arts or craft, as opposed to other more esteemed and lucrative media. 

Because fiber art has been historically dismissed as women�s domestic craft, it was 

presumed that this community of women artists was forged in subtle defiance of that. 

Yet, in this research, the informants did not support an exclusively women�s art guild; 

they preferred a co-educational setting. Community, in this setting, was based upon a 

shared affinity for the art form, regardless of its stature in the larger fine art world. 

Ideologies, social identifications, and political commentary on the meaning of fiber were 

irrelevant to this community�s well-being. 

Limitations 

This study explored the nature of women�s experiences of within one 

contemporary fiber guild. The site and sample were selected based upon researcher 

convenience; findings were not intended for generalization. However, the study does 

provide an intimate perspective into the lived experiences of individual guild members, 

as well as their communal experiences within the guild.     

To gather this information, I utilized multiple tools for data collection such as 

field experiences, record review, and in-depth interviews. In-depth interviews were 

critical for extrapolation of meaning and significant findings. By employing Seidman�s 

(2006) interviewing process, I abided by a sequence of phases that encouraged further 

reiteration and clarification of data. Though questions were predetermined, their sequence 
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and order within the interviews sometimes varied. If there was a logical flow between 

answers and questions, I deviated from their initially premeditated order. In some 

instances, more elaboration was needed and questions were often re-framed to elicit more 

robust insights. 

Limitations with Respect to Feminist Methodologies 

An additional limitation should be noted regarding a true abidance to feminist 

methods or methodologies. As indicated in Chapter 3, I aspired to a feminist 

methodology. However, true theoretical application was not entirely possible. Ideally, 

feminist methods could entail the eradication of any subject/object dichotomy (Cook & 

Fonow, 1990); the researcher and informant might work in tandem in the social 

construction of knowledge (Belenky et al, 1986; Code, 1991). As noted previously, 

advocates for a true feminist methodology may encourage the co-authorship of a text or 

situational analysis, to reduce voyeurism and biases (Oakley, 2000). However, given the 

delicate nature of informant reports and respective breaches of confidentiality, such a 

purist application of feminist methods was not possible here. More precisely stated, in 

this research, feminist theory influenced an ethnographic approach.      

Areas for Further Study in Lieu of Limitations and Analyses 

This research serves as a foundation for future expansion of this topic. As such, I 

would suggest two distinct changes in replication of this study: 1. alternative sample 

and/or setting and 2. methodology. These revisions would shed additional insight on the 

dynamics behind intergenerational learning and provide a more contemporary 

understanding on the nature of this ever-changing discipline.     

Alternative sample  

One definitive recommendation for subsequent research is the use of a more 

balanced sample size, specifically inclusive of younger generations. Their perceptions 

regarding the current state of the fiber arts not only lend diversity to the study, but also 

greater accuracy by providing a more holistic impression that took into account the 

multiplicity of medias and their hybridization. I would hypothesize based upon related 

literature (Oulette, 2003; Verbeek-Cowart, 2003; Wiens, 1997) that younger generations� 

aesthetic is more experimental and rebellious as younger fiber artists are now empowered 

to create without the inhibition, constraints, and biases of the 1970�s and 80�s.  
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Additionally, I would also presume that a replicated study in a more metropolitan 

area would result in not only a younger sample, but also greater diversity in media and 

aesthetics. Another possible alteration to the study would be the inclusion of male fiber 

artists in the sample. Three of the informants preferred a co-educational, community art 

setting. Using the same protocol with male participants would yield greater complexity 

and shed deeper insight into the nuances of the field.  

Methodology  

It was evident from the six interviews that mentoring relationships are revered by 

younger learners, and the imparted knowledge contributed to their growth as artists. 

Thus, a final suggestion for future studies would include a change in the methods that 

capitalized on these relationships. In this hypothetical situation, the fiber guild could still 

operate as the cohesive entity, bringing participants together, but smaller units of study 

could also be considered and examined. For example, using paired dyads of older and 

younger participants would allow the researcher to observe specific interactive processes 

in a 1:1 mentoring relationship. Additionally, these paired dyads could participate in a 

series of larger focus groups as a means to elicit greater dialogue and revelation. This 

methodological revision still operates off of the basic structure of the study, but 

accentuates earlier findings and implications. Moreover, it reflects a more genuine 

feminist methodological approach that strives to reduce subject/object dichotomy and 

encourages co-authorship in the research process. 

Conclusion 

 This research maintains that women�s experiences as artisans or crafts people 

should be individuated from their male counterparts to account for context and histories. 

In keeping with this is the supposition that women�s acquisition and conveyance of 

knowledge is different from men�s. That is not to lend support to essentialist distinctions 

between men�s and women�s art, but to maintain that social context and narrative are 

critical to the understanding of an artworld and an art object.  

 The other intent of this research is to dismiss any contentions that a feminist 

aesthetic undermines the nature of women�s art work and the fruits of women�s artistic 

endeavors. It is necessary in the field of art education that multiple aesthetic systems are 
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used to evaluate a work of art. This pluralistic approach not only reduces possible biases, 

but it also further illuminates the aesthetic experience and aesthetic understanding.  

 Women�s artworlds deserve greater exposure, specifically in their application to 

the field of art education. Because of their historical denigration and devaluation, the 

uniqueness of their culture as well as their art form risk extinction. Closer examination of 

these art cultures reveals dominant beliefs and attitudes pervasive of the time. The 

narratives and hidden histories intrinsic to textiles and fiber art are extensive. It behooves 

art educators, administrators, and historians to grant individualized consideration to this 

distinctive art form.     
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APPENDIX A 

IRB Approval Documents and Approved Informed Consent 
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APPENDIX B 

Interview Protocol Document 

 

Name of Participant: ______________________________________________ 

Date and Time of Interview:________________________________________ 

Place of Interview: _______________________________________________ 

Age of Participant: ___________ 

Cumulative Years Spent in Fiber Arts (Solitary & Group Practitioner): _______ 

Membership in Guild / # of Years: _________ 

Prior Guild/Collective/Coop Experience: ________________ 

Informed Consent Attached:  Y / N 

********************************************************************* 

1. Can you describe your earliest experience with art? 

2. When do you first remember understanding gender and being aware of your own 

gender and identity? 

3. How has your identity changed over the years? 

4. What was your first experience with formal art education (e.g., classes at a 

museum)? 

5. Can you describe your Art K12 experiences? 

6. Can you describe your college art experiences? 

7. How do you like to learn to learn your art (e.g., teaching style, learning 

environment, etc.)? 

8. How did being a woman first affect your perspective in the arts? 

9. How did you first learn about women artists? 
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10. Intro.: By mentor I am referring to someone providing hands-on expertise. A 

role model may also be a mentor, or they may be an admired artist (e.g.,. 

Miriam Schapiro) Question: Who was your first female role model and/or mentor 

in the arts and can you describe that experience?   

11. Can you describe your experiences with subsequent female role models and /or 

mentors, up through the present? 

12.  What are your preferred medias and how have they changed over the years? (If 

possible, please show me any examples for photographic  documentation) 

13. What was your initial allure to the media of fiber? 

14. When do you practice your art(s) and what compels you to do so? 

15. Have you experienced discrimination as a fiber artist or as a female artist?  

16. [If yes, discrimination..] What were these experiences like and how did they later 

affect you? 

17. What should be the role of art criticism, as it pertains to your art and the larger 

Artworld? 

18. Can you describe your experiences during solitary fiber art activities? 

19. Can you describe your experience during collective fiber art activities? 

20. Suppose you were a newcomer to the fiber arts field, what would be your 

incentive(s) to join a fiber guild or collective? 

21. How do you perceive the relationship between fiber and fine art? 

22. Are you aware or did you participate in any Feminist Art Movement(s) in the 

1970�s, through the present? 
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23. Has your art work ever been political? If so, can you describe its meaning for 

you? 

24. What are your thoughts on more radical / feminist fiber artists? 

25. [If cognizant of the underlying politics within fiber art�] What factors do you 

attribute to the alignment of controversial political issues and women & fiber 

(e.g., US involvement in Iraq / anti-war protests, WARP, and AIDS quilt)? 

26. What is the allure of fiber art for younger generations of women? 

27. Do you currently mentor and /or serve as a role model to a younger female artist? 

If so, can you describe this experience? 

28. Have you participated in other female communities, art and/or social welfare 

related? If so, describe what these experiences were like? 

29. How do you feel about gender-based artist communities? 

30. Describe your vision for your art (or as an artist) in the future? 
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APPENDIX C 

 
Coding for Interviews, Field Experiences, and Photographs 

 
 

Codes 
AES-Aesthetics ; artistic value judgments; style (ex: prescriptive; traditional; experimental; contemporary)  
AW- Artworld; Art Community 
AE-Art Education (both Art K12 & CBAE) � both formal (museum; private tutorial) and informal (family- 
       based) 
C/A-Craft versus Art (role of craft; high versus low art) 
COMM-Community; Communitarianism ; Humanitarianism; sense of family, kinship, etc.  
E/E-Emic/Etic (conflicts / tensions perspective b/w researcher & group; fishbowl analogy; body language; 
        perceptual cues; group acceptance) 
ECON-Economic viability, income/financial stability, and marketing 

F/G-Feminism; Gender Studies; Female Language; Feminine Aesthetic; Male Interface in �Female World� 
GEN-Generational indicators-significant of differences/similarities attitudes, beliefs, etc.; evolution within  
        Field 
GE-Group Experience creating and collaborating (ex. 3 women & 1 quilt) 
GH-Gatekeeper; Group Leader(s); Group Hierarchy; Social Referees 

M & R-Mentorship and Reciprocity (allied bond among women for the sake of SK I-II, or (�Show-n-Tell�  
        of personal art; aesthetic compliments and reinforcement) 
MED-Media specific; technical 

PN-Personal Narrative & background (past experiences work, family, marriage / divorce, etc.); Identity 

POL-Political perspectives; self-identification on social issues 
SCI&II- Shared Camaraderie, Humor, Kinship 
 I-Generalized Humor; Social Commentary 
 II-More Intimate Revelations (family; prior social history; social networking) 
SD- Social Discord 
SE-Solitary Experience of creating (as differentiated from group experience) 
SKI & II- Shared Knowledge 
               I-Technical Assistance Level I (hand-over-had assistance, lower level language) 
               II-Technical Assistance Level II (higher level learning; specialized, technical shared insight; art 
               historical references; higher level language)  
SP-Spirituality (artistic practice as therapeutic; locus of control; cosmos; historical and mythological 
      connection) 
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APPENDIX D 

 
Transcribed Interviews 

 
 
Who? 
 
 
 
OC 

Marie, Community Relations / program Director at Harris House in 

New Smyrna Beach, Florida. Also, member (and vice-president of 

subject group, Arts, Etc.) and other guilds / cooperatives, such as 

Southeast Quilters Association and Tampa Bay Surface Design 

Marie was my original point of contact, perhaps two years ago, when I 
initially started my research and pilot studies on Florida women in the fiber 
arts. She was immediately accessible, forthcoming, and welcoming. Oddly 
enough, I came in contact with her again when I moved to this area. She 
reminds me of someone from �up North�, as she is very outspoken, yet, she 
has the social graces (extremely thoughtful & observant of others behaviors 
and social nuances) of someone from �the South.�  I really appreciate both 
sides of her. She innately makes everyone feel at ease.  It is no wonder why 
the group has become so popular within the past few years. Marie started 
the group as an extension of Harris House�s programs and remains one of 
its most active members. Marie is very �modern-motherly� to me�she has 
hip, short gray hair, wears Birkenstocks, lipstick, and is always �in the 
middle� of the activity. Though in her young sixties, she exudes the energy 
of a twenty-year-old.     

When? Two-part interviews. Wednesday, June 21, 2006 from 11:00-1:00pm and 
Monday, June 26, 2006 from 11:30-1:00.  Both occasions were during 
Marie�s lunch. Marie later read my synopsis of her in Chapter 4, liked it, 
and provided minor edits, like name of her DBCC instructor, Shiko, not 
Chico� 

OC Though we had met prior and actually gone to lunch out, I decided to bring 
Marie salad which we at during the early part of the interview. I always 
feel  guilty consuming a participant�s time, particularly if they are full-time 
working, etc.  

Where? Atlantic Center for the Arts at Harris House, in downtown, historic New 
Smyrna Beach.  Harris House represents Florida artisans, with occasional 
calls / juried exhibits internationally.  Additionally, Harris House offers a 
wide variety of community art programs, lectures, readings, and studio 
production classes, directed at adults, teens and children, and school 
outreach. Originally founded in 1977 by sculptor Doris Leeper and now 
privately endowed, the facilities continues to grow and expand in diverse 
directions. The house itself was built in the early 1900�s, overlooking the 
Indian River. The inside consists of a series of rooms for office and gallery 
space, and the outside offers an annex where studio workshops take place. 
Adjacent to the house, is the Douglas Gallery, showing fine art by Florida 
artists, and where the Arts, Etc. group typically meets. The first Saturday of 
every month, the Chamber of Commerce hosts a downtown Art Walk, with 
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love music. The area surrounding Harris House and Douglas Gallery is 
always bustling with activity.     

OC I was stunned upon moving here how burgeoning the arts� community is, 
and how much community support it receives. Moreover, it�s wonderful to 
see the inclusion of fiber into the arts scene, and a lot of that is due to 
Marie�s involvement as the community relations director.   

Why? Again, Marie has been vital to the promotion and acceptance of the fiber 
arts within the arts community. Classes, workshops, lectures, and two 
guilds flourish here, in large part, under her close supervision and 
nurturance.    

 
 
 
 
PO = Participant Observer / Interviewer Codes 
I = Informant / Interviewee  
  
OC: I enter Harris House, armed with a cooler for lunch. A volunteer 
greets me (apparently there are an abundance of volunteers, primarily 
retirees in the area).  I ask for Mary and hear me call me from up on the 
second floor.  I follow up the wooden stairs, narrow corridor, and find 
Mary. Her office has papers everywhere and books scattered around a large 
window. She is avidly checking her emails. You can tell she is moving 90 
mph at all times.  She has a raspy voice and laughs a lot. She has half-
glasses sitting low down on her nose and steely, grey hair in a chic, short 
hair-cut.    

 

  
PO: [The tape begins mid-stream initial conversation]. I have asked Mary 
some introductory questions that are attached to the informed consent, such 
as cumulative years in a guild, age, age as solitary practitioner� It is this 
last question, when she started working �on her own and alone�, that the 
tape begins recording.  

 

  
I: My mother taught us to embroider, and so I know I was doing it before 
five (years of age), and by five, I was using the sewing machine because I 
thought using tools was really cool.  So I made my doll clothes, my clothes 
in high-school, made my kids� clothes when I got pregnant, and I made 

my maternity outfits and the baby outfits, the curtains, you know, the 

cushions for the couch, and even upholstered the furniture. And I guess 
I was in my late-50�s, no mid-50�s, and I said to hell with this, I can afford 
to buy clothes. [mutual laughter]. So, I gave up all my materials and my 
draw print, and I just had my sewing machine, which I still have the same 
one. The last year I was in the Air Force, I was ready to get home, I 

was in California, so I bought a used sewing machine, and that�s what 

I�d make maternity outfits and baby clothes with, and I still have the 

same sewing machine. And I kept that, and then we went to this fiber 

AE 
 
 
C/A 
 
 
 
 
 
 
 
 
C/A ; GE 
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group, and we went because they had a show and tell of all these 

different things, and you met some of the people [at the Pioneer Fiber 

Guild in Barbourville, FL], and they were just so much fun and so 

relaxed, that I thought, �I need to join this group.� So I think the 

second or third time I was there, we did a class in, what was it?�

crazy�   
  
PO: Crazy quilting?  
  
I: Crazy quilting.. Uhm, they gave me this cool stuff. Everybody got a 
baggie. You picked it out by your favorite color and I made this crazy 
quilt, and I thought, �Oh my God, I gotta� stop playing with this stuff�� 

And then the same person came back and she showed me a little quilt 

that she did, so I started adding everything to it, buttons, and all my 

beads, and I thought, well this is something, and I made it dimensional. 
And I thought, I can do everything I love to do, and do it on here. And I 
have never figured out what to do with it since then.   

 
 
 
 
 
C/A 
 

  
PO: It�s great. It looks like some of it is hand [sewn] and some of it is 
machine? 

 

  
I: I machined the hem, because after you do your layer piece, you sew it, 
then you layer a piece, and then I did all the hand embellishment on it, and 
then I started stuffing it. All kinds of fun, gathering it, because there were 
all kinds of textures and stuff. So then the same person came back and she 
had this little quilt, and it was like a piece of paper, the size of a page. And 
on it, she had a milk bottle, a jug of milk, like jumping off the shelf in the 
refrigerator, and a sign on it that said, �If the milk glows, don�t drink it!� 

And that�s from back in the fifties, they used to have these signs about 

radiation, and she always thought it was so funny she kept it on her 

refrigerator, the same little headline. So she made it into refrigerator art 
on the shelf. And the milk was fluorescent in this bottle that was bouncing. 
And I just thought this was fantastic, because here you were illustrating in 
fabric.  And the ladies went, �Ooohh, that�s very nice�� [Mary imitates 
them in a low, snide voice] Well, she came up to me later, and she said, 

�If you�re really interested in this stuff, go to quiltart.com..�  And that 
was it, I was suckered, I fell into all the way, and I started doing the little 
challenges, and so I was captured. So that�s when it [sewing] became art.  

 
 
MED 
 
 
 
 
AES 
(humor) 
 
 
 
 

  
PO: When, do you remember the year?  
  
I: That would be, let�s see, that was before I broke my back, oh, when was 
it? I am trying to think, maybe it was, it must have been about 1990.  

 

  
PO: How many years do you think you�ve spent cumulative in some sort of 
guild, collective, bee? 
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I: Oh, that�s really recent, that�s only since 1990. I NEVER joined 

women�s group [OC: she says like it�s a dirty word..]. I had bad 

experiences as a girl scout [OC: I start laughing], and I vowed to 

never, never join another girls� group.  

 
GE ; FG  
(negative) 

  
PO: [OC: I double-check that I have covered my preliminary data 
collection, scanning over informed consent (ex: age, cumulative years in 
guild. I am thinking out loud] So, we sort of talked a little about your 
earliest experiences with art, is that what you would say when your were 
using the more linen-y fibers and making� 

 

  
I: Yes, yes, making napkins, uhhm, hankies for family members as 

gifts, and doll clothes. I even made my own wedding dress. I borrowed 
a sewing machine. Now, how stupid is this? You know, I am out in 
Portland, and I made this beautiful classic dress, that you could dye and use 
it, of course when I got pregnant, my rib cage stretched out so I could 
never wear it again anymore [OC: mutual laughter; I love Mary�she is so 
down-to-earth and normal-acting]� 

C/A 

  
PO: Let�s see� How did being a woman first affect your perspective being 
in the arts? 

 

  
I: Uhhmm, many thoughts.. Well, I can�t say exactly when it happened. 
Well, it had to be at Stetson [University in Deland] that�s when I really 
changed, being a woman� 

 

  
PO: [OC: I know Stetson University, initially founded by Baptists, in a 
couple of ways. First, my father was a professor there�his first job, and 
my mother taught school in Deland before entering into her career as a 
museum director. She detested Deland, and I have to say, now teaching 
elementary-level Art there, I am equally disillusioned with its retro-
conservative values. I feel like I have entered into a cultural wasteland; my 
mother, to this day, likens it to a swamp. Mary completed her art BFA 
there, as an atypical, older adult student, so I am antsy to hear what she has 
to say�]    

OC 

  
I: I had two professors, I kept making sculptures, in chicken wire, of 

body parts, of a women�s torso, and a men�s torso, and they wanted 

the women�s torso to have perkier breasts, and they wanted them to be 

covered with cloth. Well inside the chicken wire, beautiful sculptures, 

but inside, like Lillith, I put the big plastic apple inside, and a snake 

wrapped around her. And uhhm, the �Mother Machine� was all these 

baby dolls stuck inside this great big, bulging 19-month pregnant 

woman. And she was in that yellow, that industrial yellow, and I 

wanted you to see inside. And in the men, I had the sperm bank, the 
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balls of fish and things, and they wanted the women�s stuff covered 

with cloth, so you could see the shape better. And I said, �But you�re 

missing that it�s all interior..� So, I went to Roberta Favis, who is the 

Art History teacher [OC: now head of the Art Department at Stetson], 

and she has been my muse. And I said, �What am I going to do about 

this?� And she said, �Trust yourself, and forget what they�re saying, 

just do what you want to do.� So, I only got B�s in their classes, but I 

riled the world. I knocked them over at Stetson when we had our 

senior show.   

 

 

AE; M&R 

 

 

 

  
PO: So, that�s really the first�  
  
I: That�s really yeah, in the art world, when I went to DBCC [Daytona 
Beach Community College; OC: I have yet to go to DBCC, but get their 
mailers, and they have the most amazing photography gallery�apparently 
it�s received quite a bit of recognition], I wasn�t saying anything. I was just 
doing pretty pictures and stuff.  And actually Dan Gunderson [OC: I 

checked out Stetson�s website, he�s still one of two full studio 

professors] said, �You can do pretty work, but you�re still not saying 

anything..� But when I started saying something, he didn�t like what I 

said. So� So, it was when I found my voice, and when I found my 

voice, it wasn�t welcome, you could say.  

 
 
 
 
 
AE ; M&R 
 
AES 

  
PO: What were your art K12 experiences like?  
  
I: Uhhm, we had drawing and painting in elementary school, and I think I 
was in 6th grade when I won a medal, I got a medal, for my poster about the 
May watch that we used to do, this May pole dance and stuff. But I had 
always drawn, and painted, and written. And I had these little, tiny 

booklets that I had, you know, these tiny booklets that are wire-bound, 

that you get as a student, and from the time I was a small child, I was 
always writing about and drawing pictures, illustrating things.  So, it 
was always there, and when I was going to look for a job, I thought, �Well, 
do I want to be a writer or do I want to be an artist?� And I thought, �Well 
I can�t spell��, so it was art.. [OC: laughter] 

 

  
PO: Were your ArtK12 experiences, were they positive do you think?   
  
I: Oh, yeah! Definitely, they were great, until I came here (to the New 
Smyrna Beach area). When I came here, they wanted me to go to high-

school, the City School of the Arts, but my father wouldn�t let me take 
the subway. [OC: How funny. Mary is my mother�s age who grew up in 
Brooklyn, and like Mary, later moved to Florida as a teen. My mother 
recollects issues surrounding the subway when she was growing up, a 
young girl, in NYC]  I was going to school, I had a great teacher, 

Amanda Chiles, a great art program anyway, but when I came here to 
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Florida, there was no art. And in protest, I took all my diaries, all my 

drawings, and I burned them in the dump. I was mad at my father for 

15 years. And I was taking a class at church, it was a catechism class, I 

was trying to get [inaudible?], and this nun was doing her thing, and 

she said, we�re going to talk about forgiveness, we�re going to spend a 
whole semester talking about forgiveness. And I thought, �Oh, I�ve 
already forgiven..�  And it was shortly after my divorce, so I�d already 
forgiven everybody for my husband, and she says, �Have you really 
forgiven, or are you just hiding it, and I went home, and I never went back 
to the class. But I spent like six month peeling my scars and scabs off, and 
I thought about what made me angry and why I was angry, and you know, 

I was angry at my father because he brought me down here, and I 

didn�t get my art schooling, and I thought, �You dummy, go to 

school!� And I enrolled at DBCC, and he took care of my kids while I 

went.  

AE ; M&R; 
PER 
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AE 

  
PO: Oh, that�s great!  
  
I: But he was very proud of me. He never told me he was proud of me. He 
told my mother and everybody else, so finally my mother said, �He�s very 
proud of what you�re doing.�  

PER 
NARR 

  
PO: That�s wonderful. So tell me a little bit more about you�re college 
experiences, you went to DBCC� 

 

  
I: I went to DBCC for 4 years [she laughs], first I took this program that 
you test out different fields, I was looking for this job after I divorced, so I 
always did the, uhhm, social security offers for job employment [ OC: this 
is unclear, I think she went to a social security / career development center, 
and spoke with an officer], and I thought, I�ll take a job baby-sitting or 
something, childcare. I know how to do that, I got 3 kids. And she said, 
�Well, you�ve been in the Air Force, you�ve done this, you�ve done that, 
why do you want to do that?� And I said, �Because I haven�t done it in so 
long, I don�t know what to do?� So, she sent me to this program, I can�t 
remember what it was called, it�s called SEETA, it�s called SEETA, where 
you did a little electronics, you did hair, fixing hair, soldering, you know, 
all these little different groups, so one of them was drafting. And I went, 

�Ohh, gosh. I could get paid to draw?� And they said, �Sure!� So I 

took the drafting classes, graduated top of the class, but nobody in 

Volusia County hired women back then. Not for drafting, the only 

woman drafter in all of Volusia and Flagler County was a woman who 
had transferred down from New York, from Connecticut, to GE. So, I 
went back to the school, and I said, �Well, that didn�t work?!� And they 
said, �Well what about commercial art, we just started this 

program�� And I thought, okay, I doubled up, I took commercial 

arts and I took fine art at the same time, so I spent four years there. I 
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was one class short of the fine art degree and also the commercial art, 

and that�s when Reagan took over so, there was no money to go to 

school. It cost too much to go to school�something like $5.00 to get me 

to DBCC just for gas. 

 
 
ECON 

  
PO: Were you on the GI Bill or something? I don�t understand?  
  
I: Oh, no, no, I was using the Pell Grant. Stupid me, when I went to talk to 
them about the GI Bill, they said, �Oh, no, you don�t qualify for that.� And 
I believed them, and my girlfriend, a year or two later, said, �Oh, no, they 
just paid for all of mine, I just finished.� I was very stupid about a lot of 
things, got screwed over constantly. But anyhow, I couldn�t afford the gas, 
so I quite school, so I got a job, gee, who was it, it was a little advertising 
firm, but he wanted somebody part-time, and I really needed something 
full time, and I ran into one of the girls in my class, and she goes, �I was 
just at Stetson, and they offered me a job, but they wanted me to work full-
time, and I need to work part-time.� And I said, �Well, let�s go and talk to 
them and see if they�ll switch.� And they were glad to switch because we 
both had the exact same qualifications. And she went on to work in the 
newspaper, and I stayed at Stetson for the next 18 years. Five years in 

the graphic arts, and then I went on into the commercial, with 

computers and stuff like that. The classes were great, and at Stetson, I 

could go free.  
 
For the first five years, when I was a graphic artist, I didn�t have time to do 
anything else [personal art work]. I was just dead all the time, and I 
developed asthma, so I didn�t hang around there a lot. But when I went into 
computers in the commercial department, I said, �Gee, that class looks 
interesting, and gee, that class looks interesting. So I might as well start 
taking some of the art classes.� So one day the Registrar said, if you take 5 
classes, you can graduate, of course, they were math, and religion, and 
Spanish, and I think I only needed 2 of the sciences, I like science and I�d 
already been taking those. So, I got my degree. I was 51 years old.      

 
 
 
 
 
 
 
 
 
 
 
 
 
PER 
NARR 

  
PO: Wow. So tell me a little bit about, you told me some about the faculty 
at Stetson, tell me about the content of your Art classes. At Chapel Hill, 
you know, we had a few really liberal professors in the Art and Art 
History, but the rest were pretty conservative and traditional.   

 

  
I: Ummhmm. There were only 3 teachers when I was there, and I kept 

saying you can�t have a major and have 3 teachers. We had Dan 

Gunderson, who was sculpture, Gary Balding, who is the painter, and 

we had Roberta Favis doing the Art History. And that was it, that was 

the whole department.  

AE 

  
PO: What was your Art History like?  
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I: Oh, that was real fabulous. We had a very liberal woman, so we did 

everything. But she said when she was in graduate school, she was one 

of the major reasons they added women to the Jansen book. She 

battled for it when she was going for her higher degree. She kept 

bringing up, look there are no women mentioned here, and look at all 

these women who did things, because she did the research. She was 

just absolutely wonderful. She teaches a class called, �Women and 

Art�, and I kept calling it, �Women, and Art, and Power.� And she 

said, I need to change the title of that class, because it was so 

empowering to me, and, then I also took, �Women and Gender 

Studies.� And I thought, �Well no wonder I�ve been so mad.�  I was 

right to be mad, I was right to be fighting all thee years. It was like an 

�Aha� after all this time.  

AE ; F/G 
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PO: So talk about your women mentors, you know, how you first learned 
about women artists.  

 

  
I: That was Roberta Favis. She was it! Then I took, let�s see, Mary Pollick, 
is an Art, an English teacher, but she taught a class, let�s see, I think that 
was the first one I took, and that was Women, and Art, and Music. We did 
everything from Laurie Anderson back to the Bronte sisters and back 
beyond that. So we had all these different records, and I thought, these are 
women I�ve never heard of and would never know anything about them. 

And then I started taking the Art History classes, and I was like, �Holy 

Mackerel.�. Roberta was definitely my muse, still is. And Mary 

Pollick, and just a couple of others. Roberta is the one, you know, with 

the art, and the others are just kind of like, you know, mentors.  

AE 
 
 
 
 
 
 
M&R 

  
PO: What about in terms of studio art? Did you have any female mentors?   
  
I: No, I was out in the field by myself. And I used to get so mad at these 
men, because I would say [OC: she stops mid-sentence and blends in 
another thought�mile a minute thinking and talking]..the month of 
January, is the senior study month. So I took the month off, and was just 

working a couple hours a day to keep things going, but I was in that 

studio all day long wanting them [male professors] to teach me, and 

they said, �Oh, no, by now you should know it.� And I said, �This is 

my studio time, you should be here leading me, guiding me.� And 

they�re going, �No, you should be finishing up your work.� And I 

thought, well when do you ever do this [when do they hands-on teach]? 

And they don�t, they just don�t. So, it was total frustration to me, 

everything I learned there [within the Studio Art program at Stetson 

University] was stuff I learned on my own. No, and I was the only 

sculptor at that time too because the others were all painters. Not even 

anybody into clay, and I�ll show you the slides I made to make quilts 
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out of clay, but there was nobody who would help me with these 
things. It was like, learn it on your own. Back at DBCC [Daytona Beach 
Community College], gosh, what was her name, Chico Alexander, she�s a 

sculptor, a clay sculptor, and I was her student aide, carrying her bags 

of class, you know, working my way through school, and scraping the 

shelves and stuff. And she said, �Here, take this clay and play with it.� 

And I started making all these snakes, and all these things like that, 

and these little bunny ears, it was Easter time. And she said, �Here, 

make something for your kids.� So I ended up making different Easter 

baskets, and one had snakes curled around, and the little one was a 

castle with a dragon in it. And she said, �Here, take some more clay, 
take some clay.� And I just started making things like crazy, and I 
became known as the �Frog Lady�, and I developed mer-frogs, with these 
scales all over them [OC: Combo mermaid? Mary�s art, regardless of 
media type, always has blatant humor and irony interjected into it]. And so 

I just blossomed into this world of sculpture, so she would be my first 

mentor, I guess, I forget about her, and she�s the one who said, �Here, 

take this and play with it..�   

 
 
 
 
 
AE ; M&R 
 
 
 
 
 
 
 
 
 
 
AE ; M&R 
 

  
OC: Learning, for Mary, resembles what Lauren describes as the 

learning process within African-American bee(s). There are no rules, 

no prescriptions, and no punitive consequences. It�s very mothering-

esque�a nearby mentor hovers by or at least is within reach when you 

need it. However, the didactic style is clearly driven by the learner 

needs. So, for Mary, these mentors exposed her to a world of formerly 

hidden women creators / artisans, but also use a different teaching 

style to engage her.  

 

  
PO: What about within Art History, if you had to identify at least artists, 
maybe a Miriam Schapiro type�?  

 

  
I: Faith Ringgold [OC: She says it without hesitation, interrupting the 

remainder of my questions, which is fine..]. She came here, she came to 

Atlantic Center, which I didn�t even know existed at that time, she 

came here, and she did a talk in Deland at the museum, and had a 

show there. And first off she was absolutely hysterical, and I have this 

big laugh. And she was playing it like, it was the weirdest set-up, she 

was like in a boxing ring, and she had people stacked up in chairs all 

the way around her, it was the weirdest way to do something?.. So 

she�s walking around and talking to people and telling her little 

stories, and I�m laughing around over here, and she�d start talking 

and playing to me because I was giving her the best response. And her 

art just blew me away, her paintings with all the words on them, and 

the stories on them. And she had a little sculpture there, what was it, it 

was the black children with the white ones, and I thought, �Oh my 

God, this is a voice.� And that�s when I started working listening to my 
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own voice.  
  
PO: What year was that?  
  
I: �98 [1998]. I�d have to look to be sure, but it was around that time, I�d 
have to look back to ACA [Atlantic Center for the Arts].  

 

  
PO: Was she an Artist in Residence there [like Lauren Austin]?  
  
I: No, she was a Master Artist [ie. like Carolee Schniemann was to 

Lauren Austin]. We had Miriam Schapiro as well. 

AE ; C/A 

  
PO: I know Lauren was talking about Carolee Schniemann as well. [OC: 
mutual laughter-recognition that Lauren was not overly enthused with the 
circumstances of Master Artist to Artist-in-Residence] 

 

  
I: Yeeesss. [OC: Mary is very politic about this subject, though indeed 
finding it humorous] 

 

  
PO: Let�s see, what are your preferred medias and how have they changed 
over the years? 

 

  
I: It started out with pencils and pastels, and I worked my way into the 

discovery of sculpture. And right after I graduated and I started back 

into drawing and stuff, and I just started in fabric, and now it�s 

become 3-dimensional, and I am also now painting and drawing on it. 

So, I am turning everything now into one body of work.  

C/A 

  
PO: What about when you would sew outfits and things like that, you 
never conceived of that as art? 

 

  
I: Yeah, no it was clothing. Now I did do the kids outfits when they had 

Halloween and plays and stuff, but it never even occurred to me that 
other people were doing patterns for that kind of stuff [OC: I can 
remember my mother and my best friend�s mother making sewing our 
Halloween costumes based on some pre-conceived idea we had. I was 
always jealous of Gaylon�s costumes, as her mother never used a zig-zag 
stitch�which I always thought looked so �hurried��but then again, my 
mother was the �working mom�]. I used a pattern when I made a shirt, 

but when I was making an alligator outfit, I would sketch it out and 

just sew it up and there it was, and I would adapt it along the way, but 

never actually conceive that I was making a piece of art.   

C/A 
 
 
 
 
 
 
C/A 

  
PO: Yeah, it seems like such a lost generation. She sewed all my clothes as 
a baby and all my costumes, and it doesn�t seem to happen anymore..  
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I: Yeah, yeah. No, now everything is buy-buy-buy, except now, we have 
two fabric stores in Volusia County, and the one in Orange City is 
probably going to close because the one in Sanford is going to happen. Oh, 
I�m sorry, we actually have three because the little Hancock�s is here. But 

they are very poor stores. Back in the 60�s, we had Cloth World, which 

was fantastic place of all them, and they had all the materials in the 

world, and now it�s just crappy stuff. There�s this side is cloth and this 

side is all kinds of craft and crud like that, which I understand is now 

an effort to keep the store open because not enough people are buying 
the fabric. [OC: I hear what she�s saying, it hasn�t been since I lived in 
Chapel Hill that there was what I would consider a �fine� fabric store. 
JoAnn�s and the more commercial stores sell cheap-ish blends with gaudy 
prints] But when you can buy a shirt for $3.00, why would you make 

one? The Chinese goods are just killing all the other stuff [OC: short 
break ensues].  

 
 
 
 
 
C/A 
 
 
 
 
 
 
 

  
PO: [After break, I repeat the earlier question and ask..] Do you feel like 
you want to add anymore? 

 

  
I: No, no, I keep thinking, when the kids were little, and I made their 

clothing and stuff, I would take the leftover pieces and I�d make 
terrible, terrible quilts [OC: This reminds me of my mother, who�d make 
maternity clothes, baby clothes, from things like curtains, and still re-use 
remnants. I distinctly remember my 2 baby blankets- one pink and man-
made and the other green and quilted from my mother�s old bell-bottoms�
embroidered piece-work. Later I buried my favorite dog in them / it. I think 
folks don�t often recognize the hidden stories beyond the fabrics / fibers]. I 

didn�t think of them as art, I was just using up the material. And I 

would put little embroidered flowers and stuff, but sometimes just 

stick on embroidered patches, but I never really thought of them as 

art, it was just using up the material we had and making little pillows 
for them to lay under. When my 3rd child was born, my mother brought 
the patches that you embroider the things in, and I said, �Mother, come on, 
you haven�t done [inaudible? Painting or anything?] in a long time.� And 
she said, �No, I�m gonna� do this, this is the last grandchild.� And so, 
about 9 months later, she gave them to me, she�d never done anything. She 
says, �Alright, here you go.� I was sitting there embroidering them, you 
know, that little outline stitch [OC: My mother did free-style embroidery�
it was amazing�she created as she went] and I had done crewel before, 
they�re interesting, you know, that�s all that little twisted knots you weave 
in and out of each other and do different types of stitches.   

C/A 
 
 
 
 
 
 
 
 
C/A 
 
 
 
 
 
 
 
 
 
 
 
 

  
OC: I remember this distinctly during one of my mother�s summer classes 
at her museum�except crewel, which my mother told me later- actually 
uses heavy yarns�rekindled by flower-children, though actually thousands 
of years old. I made this hideously ornate embroidered butterfly 

OC 
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(embroidery thread), with all sorts of chain stitches, French knots, etc. etc., 
which had this awful rust stain from the rim of the embroidery hoop�
either I left it out in the rain (?) or something, which mother still made into 
this tight little pillow, which she backed with equally hideous yellow, uber-
commercialized Strawberry Shortcake fabric, further de-baucherizing the 
whole thing.. I know she meant it in a loving way, but I was embarrassed 
by the home-made look of it.. Now I wish I still had it.. 
  
And it still wasn�t enough, so I think it was Markselate (sp?) makers and 
filled in areas with that. [OC: mutual laughter] Then I bought checked 
material because it had straight lines, but even with those lines, I couldn�t 
sew a straight line. But I was very touched recently, I was cleaning out 

the linen closet, my son is 34, he has not been living at home for the 

last 10 years, and I found a box, and in the box was that quilt, and he 

had saved it all those years. He was 3 when we finished it. But I think 

that was the only �arty� thing I did with fabric back then, other than 

that, you know, how hard is that, that was just coloring book 
extraordinaire. And I didn�t do anything,  I always thought quilting was 
such a bore because of all the patching here, and I never even made 
patterns [quilting?] that had a lot of pieces put together, and I would just 
kind of.. Well, there again, I guess I was just kind of making it different 
because I would just kind of, well, sew around it, or cut the material out so 
I didn�t have to have a seam and stuff. And that was when material was 
material and now it�s called �fiber.� When I was at college, after Faith 

Ringgold, I gave a lecture on her, and I handed out fabric to 

everybody, and I think I told you about that, and they [students] made 

the quilts and it was all about their different artists and stuff, and 

that�s in Roberta�s office. And I did another one for �Women and 

Gender Studies� when I did a lecture about being the first woman who 

graduated with a minor in Women and Gender Studies. And so I gave 

them all squares, so I said, �We�ve all been in the classes, and now let�s 

share our experiences.�  And so we all made a quilt out of that and 

that�s hanging up in Roberta�s, too. I never did call it [quilt-making, 
sewing, etc.] �art, art� until I got into this stuff.   
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PO: So what about how aware were you of the Feminist Art Movement in 
the 1970s? What was happening in your life? 

 

  
I: Oh, oh, I was already in trouble. I was very aware. And I protested, 

actually, in the 70s, I was back here in Deland for part of it, and I did 

cartooning for the newspaper. My girlfriend wrote for the newspaper, 

and when they were looking for a cartoonist, she recommended me. 

And I did quite a few cartoons for them. I remember when ERA didn�t 

pass again, and I did this cartoon of a very pregnant women with her 

apron, holding a pot, and a scrubby in her bare feet, and she�s saying, 

�Well if you�d just like to tell me what you�d like to eat for supper, 
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Master, I�ll be sure I get it on the table in time.� You know something 

like that, and the sign torn behind the ERA sign, �Back to barefoot 

and pregnant.� 
  
PO: Do you still have those cartons?  
  
I: Uhmm, I don�t know. I would have to look�I haven�t seen them in a 
long time. I had the t-shirt, �I survived ROTC� with the tree on it [OC: I 
am unclear on this?]. Yeah, I had some good stuff going back then. I got 
$5.00 a cartoon� [laughter] 

 

  
PO: Right, how old were your boys back then [OC: I am amazed she is 
doing all this during motherhood]?  

 

  
I: Uhm, let�s see, probably 12, and 10, and 7 [OC: Wow, 3 boys???] 

The youngest one was 3 when I got divorced and then the oldest one 

was 11 at that time, so somewhere in that range.  

PER 
NARR 

  
PO: So when did you get divorced?  
  
I:�75 [1975]  
  
PO: And then when did you start going to DBCC?  
  
I: �76 [1976] [OC: Conversation digresses off into me making a mental 
note to her about getting copies of her cartoons, as well as quilts for sons, 
etc.]  

 

I: I have one, but ?name? ( inaudible?) has the other. The woman who 

started the Women and Gender program�I just saw her last week�

my mentor. I used to go to her house and say, �Oh, your art is so 

wonderful.� And when she was retiring, I wanted to get her something, so 
I sold her the quilt for half-price.  It�s actually her face in the middle of a 
[inaudible?]�[laughter�] 

 
 
M&R 

  
PO: You don�t remember [laughter?]  
  
I: She was like an iron-haired lady in a wheelchair and one of the most 
vibrant people you�d want to me�very much alive. I hadn�t heard from 
her in several years, and I was driving Lake [//inaudible??], and she lives 
on the side of it, and I thought, is she still alive? I didn�t hear if she was 
dead or anything, so this was just last week, and downstairs [OC: We�re in 
the Harris House], and I heard, �Is Mary here?� And I said, �I am here, 

I am here..� And I swear I thought it was a ghost in the doorway, and I 

thought, �Oh, oh, I can�t believe you�re here.� She just laughed. But 

she was very good, a great encouragement in the beginning of my art 

about using my voice. She bought my first gorgon, when I was in 
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Roberta�s class, we were doing this lecture on, oh, I can�t remember 

who it was, but the phrase was Dentura Vagina.   
  
PO: Uh-hh, yeah, yeah, the Freudian thing.  
  
I: Uh-huh, and she says, �Now there�s something for you to make an 

art project out of.� And she still has the original mock-up I did. I went 

home that night and made this character up, and there she is.  

 
M&R-SKI 

  
PO: Oh that�s great..  
  
I: Yeah, it�s Ms. Gorgon. And that�s why I had her outfit on. First quilt I 
did for QuiltArt was name yourself, or illustrate your name, so I used her 
again, you can�t even tell. It was Ms. Gorgon, Goddess of MultiMedia and 
MultiTasking, who also controls the sun and the moon.  

 

  
PO: Oh, that�s great, let me get photo�s of these.   
  
I: You have to see the picture of me wearing it [OC: Toga-esque outfit]. 
Somebody took a picture of me wearing it, and they said, �What a bitch of 
a queen, a little power goes a long way.� This is Pamela Allen she is the art 
teacher that got me into doing that stuff. The QuiltArt [quiltart.com] meets 
in Houston in November and they wear tiara�s, so I made a tiara but I 
haven�t gotten there to wear it yet.   

 

  
PO: How long ago was this made?  
  
I: Uhhm, two years ago? Yeah, cause it when we started the group, the 
Arts, Etc., because one of the girls said, �Let�s make taiara�s�� 

 

  
PO: Can I take the inside photo?   
  
I: Oh, yeah, sure. When I graduated from Stetson, the members of the  my 
different Departments [she was split between Art and Gender Studies], 
there were 150 people gave me a party, a graduation party, so I started 
drawing gorgons, I made little postcards, saying �Thank you very much� 
because she was all through my art work. And after a while, drawing her 
like this got to be a pain, so she took her clothes off, and sometimes she�s 
wearing bloomers with flowers on them, and she�s usually got VanGogh�s 
sunflowers right in front of her there. And so I added wings because I was 
trying to mimic that shape. And that one developed into this one, which 

was very funny, because after this one here, the mulit-media piece, I 

was like, �Okay, they accept me, this is really good�, and it was a black 

and white with a touch of red, and so I was thinking, and I did 

�Gorgon by day, Sheila McGhee by night�, and they didn�t reply to it 

at all, they [quiltart.com folks] actually acted like it didn�t exist. So I 
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thought, �Okay, I went a little too far.� Sheila McGhee is the Irish 

artist, the Irish goddess who births the world. So, they weren�t very�

you know, this was too much art and not enough quilt for them 

[quiltart.com] to handle.    
  
PO: To much art�??  
  
I: For the fiber artists, I think it was just too much beyond what they 

were taking, and this was two years ago, maybe even three. But you 

know, I even researched and this was the sign for Virgo, you know I 

really did a deal on it, and then she�s birthing the stars into the sky. 

And my mother would always hide my work. Ahh, I should have 

brought the, the one about Mary Rode a Jackass and Became a Saint, it 

was for the show here, and it was called UnderWraps, so my girlfriend 

was explaining what UnderWraps meant, and I never did understand 

it, it was supposed to be disclosing something, so I took Mary�s clothes 

off, and she was riding on the jackass naked, and very big belly, back-

aches, so she�s moaning like this, you know [OC: Marie�s imitating 

pregnant Mary, leaning over the side]. And I said, �Well, I married a 
jackass�, and it didn�t really go over well. Let me give you the Stetson 
website, which still has a lot of my stuff. It�s Stetson.edu/~mmcbride this 
goes right to my site.  

POL 
 
 
POL 
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PO: [Inaudible�I am asking something about whether I can download or 
cut & paste from her site] 

 

  
I: Yeah, I don�t know if you can do a download, but I�ll bring that in for 
you, too.  

 

  
PO: I can�t believe [that the women responded that way, to her piece 
�Mary rides a Jackass and becomes a Saint�]. Has Laurel seen this one? 

 

  
I: Yeah, I don�t know if she saw that one or not. I just found it this morning 
while I was grabbing stuff out of the car, so this one here, but this was in 
the.. I just finished it recently and put the lining on.   

 

  
PO: Can you tell me again what this one�s called?  
  
I: There�s another damn frog at the door. [Laughter, then interruption]. I 
can send you the individual image of that.   

 

  
PO: Now is that Vagina Dentata lady?  
  
I: Yeah, that�s Ms. Gorgon. [Interview ended for that day- 6/21/06�]   
  
Next part / day of interview�6/26/06  
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I: As far as mentors go, the women Art History teachers and the 

Gender Studies teachers introduced me to Barbara Kreuger and 

Cindy Sherman, Betye Saar, and the Guerrilla Girls, all these women 

that were slapping it in your face. They were my favorite, I did several 

reports on them. I even blasted the campus with posters, and the 

professor said, �Well, I am not even going to ask who did that on 
campus, but you passed this class.� [Laughter].   

M&R 

  
PO: That�s good. Do you remember which poster it was?  
  
I: It was a lot of them. I used different colors, and we had this one 

teacher, Gunderson, well he was sort of a, well, a real pig, I plastered 

his whole door with them, and the statue outside his office which was 

an inane thing, and everybody agreed that they both looked much 
better then. [Laughter]. And the Guerrilla Girls came here a couple years 
ago, well, was it only last year? I guess it was. We went to see them down 
in Orlando, and then they came up to Stetson, which was something I had 
tried to do when I was at the school, but we didn�t have the funds for it, so 
I am glad somebody finally came up with it.  

 
POL 

  
PO: Yeah, they came to FSU my second year of graduate school. My 
girlfriend was trying to do an article on them or what-not, and she got a 
chance to interview them, and she transcribed it, and they didn�t agree with 
what she said, it was weird. I took all these photographs of them, and they 
were all in their guerrilla costumes, and none of them came out [laughter]. 
The black guerrilla just faded into the black background.  

 

  
I: Yeah, I had gone over to Stetson, and I was talking to my old professor, 
and we walked outside still talking, and inside, there�s a whole group 
getting their pictures taken with the Guerrilla Girls. And I thought, �Oh, 
Gee, I can�t believe I missed that. But yeah, they were really excellent 

and really taught me about getting my voice out, which was bad for 

my last boss because he was a real pig. One year he told me, �I was 

going to give you a bigger raise, he gave me like a .20 cent raise, but 

you only wore a skirt twice last year.� And I went, �What does 

wearing a skirt have to do with it?� And he goes, �Well, you don�t look 

quite feminine.� And the year before that, he said I didn�t deserve a 

raise because I didn�t have family. And I said, �Yes, I do, I�m a single 

mother,� and he said, �Well, you never told me that,� and I said, 

�Yeah, because it�s none of your business.� What does that have to do 

with how I work?  
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PO: Where was that, at Stetson [University]?  
  
I: Yeah, it was at Stetson. Oh, terrible pig man.   
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PO: What Department was it?    
  
I: MIS�they had a data processing department then- information systems. 
But he was very old-school, a ridiculous old man. And I helped get rid of 
him and they hired an Iranian, and he said, �You will never be more than a 
report writer�, and I was programming, and he deducted [unclear?] and put 
me back down to just being a report writer. I had some real doozies.   

 

  
PO: Yeah, I was surprised you had such a good experience at the Art 
Department, I had always thought it was real conservative.  

 

  
I: It was very conservative. I broke the mold. They said after me, the 

artists that came in had really been kicking butt all over the place. 

They had a girl that did [?unclear? outsider art�doesn�t make sense 

in the context of a University art dept.], and I had her speak over here 

[at Harris House  / ACA], and she had these nudes fornicating all over 

the canvas. I said, �You are kidding, they [Stetson Art Dept.] let you 

put that up?� And she said, �Oh, yeah..� So, they have changed quite a 

bit, I am the one that broke the mold on them. I have always been a 

person who has been in everybody�s face if I think there�s injustice. I 

have been a little super girl, ever since I was a kid I�ve been that way.  

POL 
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PO: Well, what do you think of Arts, Etc. Do you get frustrated?  
  
I: Oh, gosh, yeah, they are a group that just want to learn things and 

don�t want to go anywhere with it, and they hold back the ones who 

want to go and go forward. They�re getting a little better about it now 

because at one point, they didn�t want to let anyone take classes unless 

they were members, and I said, �No, this is a community outreach 

program. If you don�t agree with that, if you want to be a guild, you go 

off some place. And that�s what I was saying the other day, the 

secretary is very good at editing the notes before sending them out 

because I told them, �pack up and go� 3 times in this meeting. If you 

don�t want to be here and be open to everybody coming in, then just 

leave, just pack up your stuff and go somewhere else, or just rent space 

from me, I�m fine with that. But it will no longer be a community 

program because this is free, this is absolutely free to them. We�re 

letting them have their space, and I am monitoring it, and it�s 

absolutely free that they can do this, but when they do programs, and 

they�re like, �Well, I don�t want to pay for it�� but then they�re going 

away and paying $200-$300 for the same teacher, and it�s just, and we 

had a good time talking one day. But hopefully it�s going to change.  
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PO: Uh-huh. Do you ever get frustrated about the content isn�t more funky 
arts-inspired? 

 

  
I: Yes, yes. They�re at the very low-end at the end of education on this 

art thing- Nella has a degree and a couple of the other younger women 

have degrees in art, or at least a college degree, and the rest of them 

are just quilters coming into this, and they don�t understand growth. 
Helen tried doing a couple of classes with them on design and the ones 
who needed it the most didn�t turn up for the classes, and we even tried 
doing it during the meeting, and a lot of them dropped out, thank goodness. 
The ones who were there, I think they are starting to catch up a little, but I 
think they really need to keep growing. If they want to keep on doing the 

cutsy stuff they need to get their own group, which Nella has another 

group. Nella has a couple of groups [laughter].   

C/A 
 
 
 
 
 
 
 
 
 
AES 

  
PO: I interviewed Laurel on Friday, and I asked her to recommend more 
funky people, because I have four more slots, and I�ve got you and Mary. 
Someone who has similar whacky aesthetics and thinks on some of these 
issues, and she said that a lot of my questions were going to go over some 
folks heads. And she said, Nella, and Mary�?  

 

  
I: Mary Dunn. Ummhhmm.   
  
PO: So I asked Mary Dyer, and I asked Suzanne..  
   
I: Yes, and she�s not quilting, she�s photography and stuff, but she�s 

learning other things, she�s getting into it, she�s on the edge of it. She�s 

growing into it, in fact, I don�t think she�s done any fiber yet other 

than making any samples in the class. But, uhmm, Jane Jennings would 
be good, she doesn�t show up for meetings anymore, but she was the one, 
when we started out, and she said, �I used to do this stuff at home and 

cried because I couldn�t share it with anybody.� And she was doing 

abstract quilter, and she is the director for ArtHaus, and they�re sort 

of more non-profit than we are, and they hire teaches to go out to the 

school and go out and teach.. 

MED 
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PO: Oh, is that what Laurel is working through?  
  
I: No, no, Laurel is working for us [Harris House / ACA]. But ArtHaus 

does something similar but I guess on a larger scale to more schools. 

Their main focus is to do that- she�s very good, she used to be an art 
teacher. I can�t think of anybody better to do that. If you can pin her down, 
but she�s hard to catch hold of. And Elizabeth, her husband told her she 
could quit her job, she was a flight instructor, a ground flight instructor, for 
some place down in the Merritt Island area, and she said it was too hard for 
her to keep up with the technology, her job was no longer a pleasure. So 
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she said, �I�d just like to make art quilts,� and he said, �I�ll give you 

two years.� She�s been part of the SAQA group [Studio Art Quilt 

Association] and she�s been sending out surveys on how do you spend 

your time and what do you expect out of the field, so she�s got some 

interesting replies now to that, and she�s actually studying whether she 

should be an artist, or whether she should write books, you know, how 

can I do this so I can make money at it. And the other one is Diane 
Smith- she�s actually got a business doing it. It�s great- �fiber-smith� � she 
dyes her own materials and sells stuff, she does her own quilting and her 
own classes. There are some really neat techniques and things- the others 
are from the traditional fields.  
 

When I did my series on women, this was a journal thing, and I was 

trying to come up with a series so that I could do journals, a 

continuous row, this is my kind of work. I was looking at all these 

women who had done something for me, who have made me who I am 

today. It�s all these women who have touched me, believed in me, 

praised me, and kicked me in the butt. [She reads] And each one, I 

didn�t realize how they amazed me and touched my art and my 
dreams. It turns out that I have a fantastic power base. So, Roberta is 
in there, Helen is in there, Jetta Clover, my girlfriend Pamela Allen, taught 
me quilting, Laurel, Jeannie Dowas who was my co-manager [at Harris 
House] here for a while, Roberta Falvis, Nancy that I was working for, I 
wanted to quit my job and she wanted to keep me, I was just typing for 
$8.00, what I did, I had to go before four trustees and my boss and explain 
why they should keep me, and I was just ticked that I had to do this again, 
because that�s something Stetson�s always doing, re-defining why you 
have to have this job. Ed Harris was at the meeting too, and I said, �What 
can I tell you, I type? Certainly you can find another typist for $8.00 / hour, 
but I�ll tell you what you�re doing wrong, you�re sending out glossy, all 
color postcards and you�re saying we�re broke. And you�re sending glossy, 
24-page booklets and you�re saying, �We need money��send out black 
and white, black coat, no varnish, and say, time to earn your wings, art 
angels.� And I said, we have studios open, I want to put kids in there in the 
afternoons, which I have done since then. I had about 6 or 7 things, and I 
just listed out, this is what we could be doing to earn money. Well, I said, 
that�s all I have, do you have anything you want to add? And they said no, 
and they were writing down like crazy, so I got to keep my job and shortly 
after that I got a raise. [laughter]. But you know, I�ve seen it at Stetson, 
too, spending all this money on stuff, they spent $1500 on fancy letters to 
raise money and they raised $1000. They should think within their limits. 
By the time I left, I was still getting the report writer pay, but I was a 
programmer. Then I had to go and teach everybody to do them. When the 
Iranian came, that all changed again. I was in the computer department for 
14 years, and I was there for a total of 19 years. I was taking their classes at 
night, and I would take that winter term off to take classes.     
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PO: Have you experienced discrimination as a fiber artist or as a female 
artist? 

 

  
I: Probably my art teachers are the only ones that have given me any 
heartache, I haven�t put that out there to many people. And when I was 
doing the festivals and stuff like that, it was mostly the Baptist and the 
religious who were walking away from me. I was doing things on 
evolution, the evolution of the lounge lizard, this guy crawling out a trailer 
with a green tail [laughter], and well, all the very political stuff.   

POL 

  
PO: When was the lounge lizard [series]?  
  
I: Uhhm, that had to be in the �80�s. But the unfortunate thing is when 

I went to take the classes at Stetson, they looked down on the sculpi, 

which I was using because I didn�t have a kiln, I had been using clay 

until I was on my own, so I was using sculpi and they looked down on 

that like �trash!� and I was making funny statements and they were 

like, �That�s not real art�, and of course, I know now it is real art, but 

they got me into this, mode of making �real art�, the stuff that doesn�t 

sell. So I started making stuff that doesn�t sell, and then when I got out 

of school I started making stuff that sells again.   

C/A 

  
PO: What should be the role of art criticism as it pertains to your art and 
the larger art world?  

 

  
I: It�s very necessary to have that criticism to be able to tell where you�re 
stepping, if you�re stepping into trite-ness or real art. It�s very necessary to 
have that, it�s hard to find that in the fiber art world because there are few 
people who are qualified to talk about it. I have actually used Steve 
Aimone, who I have used over the years as a gauge, I can give you his 
email, and you can look him up on his site. He comes down here once a 
month and does a weekend class with people and he teaches them about 
critiquing their own art and art history because you know he�s got a, he�s a 
fantastic self-promoter. He�s fantastic at criticism, this big piece that Ill 
show you in a while, I laid that out and this one out in that class we had in 
the spring, and he said, the other piece you should make more of and watch 
your workmanship, and you need to make several of these as a series, and 
then you could put them in a museum forum. I was doing clay pieces, and I 
was having so much trouble with the guys at work that I invited Steve, who 
was then working, I used to have him as a teacher, at Arts on Douglas, who 
was a curator here, So I invited him over to talk about my art, and he 

was blown away by what he calls my ball-sy art because it�s really in 

your face, and there�s this one series that I did of lollipops, and they 

were �American Suckers�, and I had I think 12 or 13 at a time, and he 

said, you need to make more of these, I can see a whole room, because 
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they�re only this big [gestures with her hands], so I am now up to 54 
[laughter]. But taking my time with them, I don�t know what I�ll do with 
them.   
  
PO: What does he say to you in terms of your fiber art and how you should 
evaluate it? 

 

  
I: [He says] �It�s art, look as it as art, don�t look at it as fiber.� Whether 
your using oils, acrylics, fiber, or whatever, you�re doing a painting.  

MED ; C/A 

  
PO: What does he say to you in terms of traditional or prescriptive quilting 
versus more contemporary? I remember interviewing women in 
Tallahassee who were saying you�ve got to learn the craft before you can 
learn the art.  

 

  
I: No, no I don�t agree with that, certainly it helps to learn the correct 

craft, but no, you can fuse everything onto it. You don�t need to sew. 

It�s taking chunks of paint and gluing them on, only chunks of paint 

happen to be woven in fabric. That�s all it is, taking chunks of color. It 

certainly helps to be able to sew, but you can actually learn that along 

the way. You do not have to be a traditional quilter, and you do not have to 
be able to make points. 

C/A 

  
PO: Can you describe what it�s like for you during your solitary art 
activities? Can you illuminate that�you�ll contrast that later with your 
collective art experiences.  

 

  
I: Solitary things are like, well this is what I do [she imitates], I pick up 
pieces of material, the quilts I as making in the beginning, because I didn�t 
have time to make a big quilt, so I have made maybe like 50 or 60 of these 
little guys, and sold them or given away most of them. That�s what I do, I 
just take up pick up pieces of materials and I usually have all my beads 

separated out. I find it�s much more fun to pick up a handful, it�s 
much more serendipitous, and because of m Helen Howell classes, I now 
throw metal into things. [OC: it�s got to be hard on Mary as she works full-
time at Harris House as Community Art Program Coordinator, plus she 
lives 40 minutes away�] But that�s what I do on my own, it�s sort of like a 
humming [OC: she starts humming]. Just totally enjoying yourself, and I 
can do it while I talk to people, I had this little box I was carrying around.  
So then I have got weaving and embroidery, and metal and painted fabrics., 
found objects and you throw it all together.   

SE vs GE 
 
 
 
 
 
 
 
 
 

  
PO: What about your bigger pieces, I mean, obviously that takes hours, 
hours, days, days. Do you have time now? 

 

  
I: I have barely time. What I do is, like with this term paper, I wait until the  
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last couple of hours [laughter]. The last two weeks, and then I just start 
throwing it together. The flower one, I did just because I had a quilt that 
was due. This one, of course, � 
  
PO: Oh, and this lady here?  
  
I: Yeah, that�s Pamela Allen.   
  
PO: Oh, I thought that was Karen from our class?  
  
I:  Pamela Allen, the one who got me into this stuff [inaudible-laughter 
about something].  

 

  
PO: Okay, when you do have time, when you get that time, you 
procrastinate and you have the last two weeks, can you describe? 

 

  
I: It�s a wonderful communal feeling with yourself and you�re fabric and 
stuff. I did my mothers� piece on the door, because my walls are full of art 
work and there�s always furniture and stuff in front of it, you can�t get to 
any wall, and so I just decided, well, it will be that wide. And I just put the 
material there and would stand and stitch and pull the material. And it�s a 
very satisfying thing to do, this repetition. I even did a banner for the high 
school teacher, and I had tried fusing it, and but the fusing, I heated it too 
much and it would melt away, but then I had to go sew it, and all I had to 
do was a tack here and a tack there, but then I got more into it, and the 

repetition of sewing which goes back to childhood when I hand-sewed 

everything, and it�s very satisfying. I did the stitch work on here [OC: 
shows me another piece of hers], you know, it didn�t need all this, and it 
just gets to be like a stitch here, a stitch here. It�s a �humming to 

yourself� type thing to me. Therapy. 

SE ; SP 
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PO: Can you describe your experience during collective fiber art?  
  
I: I love doing that. I love working with other people and seeing what 

they�re doing. It picks up your energy level. You may not even be 

thinking doing something, and then you see somebody else doing that, 

and you think, �Ohh, I am going to try that, too.� Then you learn 

something new, because when you�re doing it on your own, you do 

what you know. And then sometimes I�ll go home and try out what 

they�re doing too, you know, on my own, but I love working with other 

people. And I like the talking, the yak-ing back and forth and that 

stuff. I do love that shared experience a lot.    
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PO: Suppose you were a newcomer to the fiber arts field, what would be 
your incentive(s) to join a fiber guild or collective? 
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I: Because I don�t want to be like Jane Jennings [OC: who she referenced 
earlier, runs ArtHaus] sitting there and stitching things at home and crying 
and feeling like I�m in the world, on my own. Now I know, if I was new at 
it, I might be the same way. No I know there was a group out there I can 
show up with my, I can show them my work. I have taken things to them 
and said, �What am I doing wrong here?� Binding, come on? So, I would 
try to, and I would encourage anybody, even if its not a group that you like 
and it�d be like when Tony came to me and said, �If you like what I am 
doing try going here..� You know, somewhere along the way you need to 
be out there so you can meet people who can give you the connections you 
need.   

 
 
 
 
GE ; SKI-II 

  
PO: What about the dynamics of critique within the group, how would you 
contrast those to other critique experiences?  

 

  
I: These guys are very positive, they are too positive for me. They don�t 

tell you all the, well Helen will [OC: mutual laughter], but the rest of 

them will say, �oh, it�s so pretty.� And I watch Steve�s groups when 

Steve does it, and it�s the same thing, they always do something very 

positive about it, but then he comes back around, and he says, �Now, 

what would you change?�, or �What do you think needs to be done 

with this?� But this group doesn�t go past the mostly positive 

statements and we�re in our early stages of trust here, so I think we 

probably need to go a little further before we can say, �You know, cut 

that damn thing in half!� [laughter] Well, now we did tell Ellen 

Lindner when she�s standing up there with her piece, �Would you turn 

that upside down?� And we went, �Oh, yeah!!� [laughter] We actually 

had a quilt that was submitted to the show, and it kept bothering us 

all, and there was something wrong with this, so we turned it upside 

down, and you would have had waterfall going the wrong way, but the 

balance was all wrong. But we need to get to the point where we 

critique more. And you heard, every third month we critique, so I 

think they�ll get more out of it as we go along. They�ll learn to say 

things more than they say now. Well, and we have really changed a lot 

of people too, so maybe the ones who weren�t growing or thought we 
weren�t growing have left. I tried to keep them on email, so they know 
we�re out doing shows, or out doing this, we might have been what they 
wanted. Maybe they wanted that old collective secret society thing? 
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PO: How do you think the guild responds to younger generations coming 
in? 

 

  
I: Oh, they�ve been very open about it, we had a couple and they gave 
scholarships to a couple of young women. Last year, we had dye 
workshops and I invited a high-school student from Deland because I knew 
this was what she would love doing. And they all spontaneously said, 

M&R 
 
 
GEN 
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�Mary you did the best stuff!� and the they [members] all clapped and 
applauded her. I mean, her work was that good. They�re very, very giving 
people.   
  
PO: Yeah, I noticed that.   
  
I: They�re always saying, �Try this, try mine�� Look at this. I loved my 
other group, I�m cutting away, and I�m using my roller-blade [rotary 
cutter], and this woman goes, �I can�t stand that Mary, let me show you the 
write way to do it.� And I go, �Oh is that the right way?!� [OC: Mary is a 
great model on how to accept corrective / criticism] I said, �I guess I have 
to buy a left-handed rotary?.� �Or,� she says, �just put the blade on the 
other side.�  

SKII ; GE 

  
PO:  Ohhhhhhh�  
  
I: [Mutual laughter] How stupid am I?  
  
PO: Okay, let�s see.. How do you perceive the relationship between fiber 
and fine art� 

 

  
I: Ohh, it�s rocky road there. It�s gonna be quite a few more years. 

Well, but they�re in the Whitney [museum] now, so the time might be 

just right around the corner that it�s gonna be more acceptable in the 

field. There�s Jetta Clover, who I�ve mentioned before, she was here, 

she just had stuff in the Whitney. She�s always in the fiber arts 

magazines, she�s very highly thought of world-wide. She just was over 

in Japan teaching a class, so maybe the time is coming, so maybe we�re 

closer to being considered art especially with the Gee�s Bend [OC: she 

over-enunciates] quilts are considered art, so it might be, this is the 

time.  

 
C/A 
C/A 
 
 
 
C/A 

  
PO: Did you participate in any feminist art movements in the 1970s 
through the present. Did we sort of cover that. 

 

  
I: We talked about, I did the art work [political cartoons].   
  
PO: What about the social aspect of it?  
  
I: I talked to NOW [National Organization for Women] and the group 

in Deland, but I didn�t join them. I wasn�t a joiner at that time, I 

didn�t join groups then. 

POL ; GE 

  
PO: What did you speak to them about and when was this?  
  
I: I talked with them about my boss and the treatment at Stetson  
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[University]. The early, well, mid to late 80s. I actually helped because 
Roberta was so busy at Stetson, always my mouth was off about the 
treatment of women.[I] Being in a position of knowing all the data, who 

was getting paid what. I was a little more vocal than they liked, and I 

didn�t say �crisis� or anything like that, I just said how badly women 

were getting paid. It actually was instrumental in getting a women�s 

counsel started. We had I guess faculty and staff members, higher 

echelon administrative. We made significant suggestions on how they 

could improve the campus for women. I stayed mainly within the 

campus realm, not globally. But all the way back into the AirForce, I 

was always in trouble for bringing stuff to the forefront. 

 
 
 
 
 
 
F/G;  
 
 
POL 

  

PO: How was the treatment [of women] in the Airforce?  
  

I: Horrid. You would think, being we are all equal, but it was 

absolutely not. But women were the cooks and the bottle washer types 

and the guys got to go out on the fight line. When we had the Cuban 
Crisis they put all the women in the mess halls and we had 18 hour shifts in 
the mess hall, and the men were out there on the fight line, but they were 
out there with broom handles trying to look like the base was armed, so 
[laughter] it was probably better where I was, but the treatment, this was 
back in the 60s [knock at the door- interruption]..   

POl; PER 
NARR 

  
PO: What factors do you attribute the alignment of controversial political 
issues and women and fiber? Like the US involvement in Iraq spawned a 
lot of fiber peace gatherings, war, AIDS quilts� 

 

  
I: Yeah, I have done them all. [laughter] On the QuiltArt list 

[quiltart.com] when people started getting vocal about it, somebody 

said, �Don�t mouth off, do something about it�, so they started making 

the quilts that.. I don�t have my Prophet Margin, but I have the 

prototype of it when it was �Make quilts not war.� I used the woman 

from Guernica, because his drawing always struck me as the most 

vocal thing you could say about war, any war. SO, I drew her without 

looking at the work, but I changed her a little bit, and I needed copies 

of money, this is a hundred dollar bill, so I made money gathering up 

and mothers and children dying. And in the final one, I got a line going 

up and down using this as a gauge, and it was losing money, and when 

it hit the woman screaming and shot up into the stars, and so it�s called 
Prophet Margin. So, that was my piece, and we all did really strong pieces 
and then I had one called Soul Holes, and it was done in a series, and they 
were all like, what good flags you make, but no, I buy the flags at WalMart 
[laughter], and this is my Soul Holes, and the Soul Holes are being repaired 
by the soldiers, and I put a bunch of purple hearts across the bottom, and 
those two pieces, the original one of this, are traveling around. 

POL 
 
 
 
POL 
 
 
 
POL 
 
POL 
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PO: And this wasn�t Desert Storm, this is Iraq? [Yes] And was it a 
challenge through QuiltArt.com? 

 

  
I: Yes, it was. They had to break it into two. One was �Make Quilts Not 

War�, and the other was �We Support Our Soldiers�, but this one, I 

was protesting the war. I protested the Vietnam War and got my 

husband in trouble and he never got promoted again, we were in the 

service. I always protested the wars, I never thought they were 

unnecessary. If women were running the world, they [wars] probably 

would not happen. A lot of us had husbands that were dying, but of 

course, we have that mother tiger in you, you know, you kill my child, 

I am coming after you and rip you apart. [laughter] So much for the 

peace-maker.   

POL 
 
 
 
POL 
 
 
 
 
 

  
PO: Right, how did that whole discussion evolve, besides you were saying 
women [on QuiltArt.Com] were gritching about it. 

 

  
I: Oh, yeah, there were a whole lot of women. [OC: She paraphrases 

online remarks and dialogue] �My son�s over there.� �Well, I am not 

against your son, I am against the reason he�s there.� �No, no, he�s 

protecting the home front.� �No, no, he�s not protecting the home 

front, he�s living this man�s dream.� You know, this, I�m following in 

Daddy�s footsteps and I�m going to clean up the mess that Daddy left. 

So, there were a lot of arguments. And then one of them said, you 

know, stop the bitching, do it in quilts.  [tape end-new tape next] 

POL 
 
GE; SD 

  
I: Roberta Falthis [Marie�s mentor professor at Stetson], has it, what was it 
called?�Skirting the Issue. Because during that class we went to Orlando, 

The Mayor�s Building, whatever that is, they had an art show, Skirting 

the Issue, women-only art. When we get down there, and it was pretty 

pieces, there were no �in your face�, �kick your ass� art work, well 

there was some pretty ugly art work, but it was just patterned, and so 

when we came back I wrote a paper about called, �Skirting the Issue: 

They Really Did Skirt the Issue�, they put female art work out, not 

feminist art work. And so when I made a quilt, we had one square left 

on the bottom, I made this cute little skirt, and then when you picked it 

up, she had a bad bottom, and then underneath it, she had these little 

puffy cheeks and I put �skirting the issue� there.  

 
 
 
 
POL ; F/G; 
AES 

  
PO: Now do the folks at Arts, Etc., have they seen these pieces?   
  
I: Uh, they saw the Prophet Margin that went to the show, and they saw 
My Dear Sainted Mother and Her One-Eyed Dog, they saw that. I did 
show them the little ones, the journal quilts, they saw those. The protest 

one they didn�t understand and didn�t like. Then why I explained why I 
did it, then they said, �Oh, well now it means a lot more.� And I had a hard 

 
 
GE; SD; 
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time stitching it, button the bigger one of the protest, I didn�t have anything 
stitched in the red things. And this is called random rice stitching or 
something. Jetta Clover saw it just shortly before it left and she said add 
some stitching into the flames to make them more alive and so Laurel gave 
me some red and orange silk thread and I was stitching through that and 
suddenly nit hit me, through the red stripes, I have crosses on top of 
crosses so it�s built up, cotton and satin crosses in blood red, then it was 
finished, then I was happy with it. But yeah, the women don�t think 

along those lines at all. And I would do drawings like this before, before I 
got into fiber art, I didn�t ever do paintings, but I did a lot of cartooning 
and stuff protesting.  

 
 
 
 
 
GE; SD; 
POL 

  
PO: Do you think you�re works waned in terms of its political intent?  
  
I: Oh, yeah, yeah�   
  
PO: Why do you think?   
  
I: Mostly because I was sick, my son was sick, there were things that 

got in the way of being out there, protesting, I broke my back, was out 

of things for a couple of years, and had no passion. But then all of a 
sudden it just kind of kicked back in [laughter] 

PER 
NARR 

  
PO: What about right now?  
  
I: Uhhm, yeah, I am still protesting and fighting things. It [comes out 

in my art] when there�s something that hits me, but not a lot has been 

hitting me right now. I�m in a real tacky phase right now [laughter]. 

Oh, I should have brought the bear box for you. 

AES ; PER 
NARR 

  
PO: What�s the bear box?  
  
I: We did a challenge, Quiltart magazine did a challenge, called �Think 

Outside the Box.� Well, Helen and I, and my girlfriend Pamela all sent 

pieces and Helen sent triangle pieces and you�ll see that when I give 

you the copy of her piece, and it didn�t get accepted and my piece 

didn�t get accepted and mine did all the material, I painted, and it�s a 

wooded scene on 4 sides and it gaps open and you can see inside, and 

the inside piece of material like the inside of a cave, and then my son 

cut mulberry branches and he made a stand for me, and I strung this 

box onto it, the sides, when you have the materials, you can see inside, 

and I had a stuffed bear in it, and bear [inaudible? clothes?] all over it, 

and on top of it it�s got petals and leaves, sewn, so you can take the top 

of the tree off, and the poems are all about bears and this is a series 

that�s been going on for about 15 years. There�s probably about 10 

bear poems all together, but they�re about boyfriends and husbands, 

PER 
NARR 
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ex-husband, and there on the inside, my ex-husband now has 

Parkinson�s, and he�s shuffling around and getting things confused 

and that�s written on the inside piece there, a poem about that. But 
that was a way to display my poetry and use this box. Of course, none 
of us got photographed or into the thing, but what�s her name�Patricia 
Bolton, she�s the editor of the magazine, and she�d been in contact with me 
about other things, so I am always saying, �Yeah, I am Marie with the 
rejected bear..� [ mutual laughter] �I am sorry, I am so sorry!� When she 
did trading cards, I did one, and I had started this when I was in Roberta�s 
class, of a Renaissance face, because I said it was like trading cards for 
your daughters, pass out portraits like trading cards of your daughter and 
sell you daughter off. So, I did one with a paper bag over her head and said 
�Nice pearls and perky breasts.� [mutual laughter] 

NARR 

  
PO: Why do you think the alignment happens between controversial or 
comical women�s issues and fiber? 

 

  
I: You know what you should do, if you can get up there, is find Teddy 
Pruett�she puts everything into her pieces, lots of humor, anger.  

 

  
PO: Teddy Pruett?  
  
I: Yeah, she�s up in Lake City, up North of here.   
  
PO: Does she still do Arts, Etc.?  
  
I: She�s a long distance member, she doesn�t come down for things. She is 
an art appraiser, and she�s going back to school after meeting me and 
Jeannie, she said she wanted to do this. But she really puts her face out in 
it. Uhmm, why do artists use this medium? 

 

  
PO: Well, it�s quirky that fiber art often aligns with and takes up these 
causes, like the AIDS quilts.. 

 

  
I: Because I think part of it is that women don�t have a voice otherwise. 

And this is someplace where they can yell, and it�s some place where 

people who know nothing about art feel that they can put a piece of 

material onto another piece of material and yell. The AIDS quilts 

certainly made quilting available to the universe. At that time, I didn�t 

quilt, but my nephew dies from AIDS 11 years ago. And I just took 

fabric and I painted on it, and it�s got no quilting whatsoever, it�s 

something where you can say something, honor somebody and protest 

or whatever. So I think the AIDS quilt was really good for a lot of 

reasons than blasting everybody, over course, now it�s sitting in a 

warehouse in Atlanta. There�s no place big enough for you to put it. 
When I first came here, I said why don�t we have them on the campus at 

POL 
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ACA. Oh my God, you could hang them from the trees and walk down the 
walkway, and have them all over the place, but it costs money, it costs 
money [laughter].  
  
PO: What do you think the allure of fiber art and fiber guilds for younger 
generations? 

 

  
I: Is it?  
  
PO: I don�t know. My concern when I started this project a couple years 
ago is that there were not enough younger generations of women 
interested.  

 

  
I: Yeah, we�ve had a couple of women in their late 20s and early 30s, but I 
don�t think that any of them have stayed with it, but of course, they�ve got 
little kids and stuff and you can�t really commit to stuff like this and they 
don�t. Maybe eventually they�ll pick it up again. Highschool kids, the 

only highschool that�s teaching any of these kids of crafts is Deland 

High School�is Peggy Banks is teaching it there. They actually tried 

to get rid of her, the public fought for her as well. And she teaches the 

quilting crafts and carving into boards and all of the fine crafts, she 

teaches them there, paper-making and things. I don�t know that it is a 

thing that kids are into. We�ve had our students do it, from 10 to 12 

years old, we made body quilts and things like that in the last two 

years, and we had a lot of boys show up in the last class which was 

amazing to me, but they were really into it, cutting up the fiber and 

gluing it down. They took some big stitches into it and stuff like that. I 

don�t know, I guess it�s up to us to promote that to keep it going.  

GEN-
motherhood
 
 
 
 
 
AE ; F/G 

  
PO: Do you currently mentor, or did you, a younger female artist?  
  
I: Well, maybe all my Arts, Etc. group are younger than me, so maybe 
that�s [mutual laughter]� Some of them mentor me, and I mentor others. I 
am not personally mentoring anybody specific, I did have a highschool 
student last year that I was working with, but she was in for jewelry, and I 
was working with her on that, but there�s nobody specific that I�m 
mentoring now, just kind of a holistic mentoring.  

 

PO: [Laughter] That�s for sure. Have you participated in other female 
communities art or social welfare related? We sort of talked about this, and 
you were said, �I�m not a joiner��  

 

  
I: Yeah, yeah.. The Pioneer Fiber Arts group is the first thing I�ve 

joined, oh, no, it would be the 70s, it would be the catechism class, you 

got to stand out there for an hour waiting to pick your kids up and 

there were all these young mothers, and I thought what a waste of 

energy this is, and I organized a group, we were the young mothers, 
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the St. Jo�s Circle. And there were about 25 or 30 of us at one point and 
we would put on Halloween parties for kids and Easter Egg hunts, when 
the kids were up in college, it died out, nobody would put the work in we 
did. We would teach crafts to keep them coming, then we started 

teaching crappy crafts, silly things, cup holders and measuring cups, 

things that would get the women together and give them something to 

do, it was a sewing guild without the sewing. We would meet each 

month and do a little something and make plans and volunteer. We did 

that for 5 or 10 years or so. [INTERRUPTION] 

 
C/A ; GE 

  
PO: OK, Mary, on that note, last question, how do you feel about gender-
based artist communities? 

 

  
I: You mean all guys by themselves or all girls by themselves? That�s 

lousy.  

F/G 

  
PO: You think?   
  
I: Yeah, you feed off each other, you need each other.  M/R 
  
PO: What about Arts, Etc.?  
  
I: Well, we had one guy, Lonnie, Lon Miller, he didn�t show up much. We 
had another guy who came who stopped coming. But even with our 
Pioneer Fiber Arts, we had a really good guy who was jewelry, he was 
coming in, he and his wife got divorced and then she claimed membership. 
So he gave it up, but then she never came to another meeting. We lost him, 
but no, I think women and men should be together in these groups, I 

don�t think it should be separated. That it is is kind of sad to me, but 

it�s kind of free-ing to most of the women. I grew up with 2 brothers, 

my sisters were much older than me, so I�m much more comfortable 

working with guys anyway. So it never bothered me to be working 

with guys and I never felt like I had to monitor what I was saying or 

doing.  

 
 
 
 
 
POL ; F/G 

  
PO: And what about the Presidential Committee at Stetson.  
  
I: Even then, we probably should have had men on the committee. One of 
the things was for the men to go through sensitivity training and they 
refused [OC: too funny�cannot imagine..]. How can we educate you if 
you refuse to be educated?  

F/G 

  
PO: You had to give sensitivity training? [laughter]  
  
I: Oh, yeah, to the president and his counsel! Definitely! Maybe if we had 
some men on the counsel, we would have had a better voice. 
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PO: What about the Guerrilla Girls?  
  
I: Oh, no that�s a tradition. And at the time they were born, it was 
absolutely necessary, when there were no women seen or heard of, but I 
think as a political force they should stay pure to who you are. And at some 
point, someone wanted them to say who they really were, and I think, no 
that�s not necessary to say who you are. And they did, they did protest 

against the war and things. I am sure like the NOW group and stuff 

like that, you know, when I think about it, it�s pitiful that I�m saying 

that we should have had men on our counsel so we could have better 
voice. I think the next year I was out, so I don�t even know if it still 
existed. But we had quite a group, Humanities, Psychology, quite a good 
group on there.  

 
 
 
 
POL ; F/G 

  
PO: Describe your vision for your art or as an artist?  
  
I: I would like to see my art, if not support, help support me in a 

custom, I�m accustomed to. I would like to see it out of this area and 

into a more savy climate where people actually get my art. And some 

of my art is traveling around because it is actually getting people. And 

I got fanmail from somebody, and I thought that was so funny, from 

Massachusetts, she saw the show. But yeah, I�d like my art to speak to 

more people. I don�t care if I become famous from it, but I would like 

it out there further and get some money out of it.  

 
 
 
 
ECON 

  
PO: Do you think the art that speak to people more is the more political?  
  
I: Well, this funny series, this stuff is speaking out, and I think it�s 

more buy-able [**OC: exactly what Sabrina said] than the political. I 

don�t think people will buy the political pieces, but that�s my soul that 

I put there, and this is my humor. You don�t expect to sell your soul. 

You know, that�s just getting out there and saying, this is what I think, 
and it�s important to be able to do that. But if I�m sharing my humor, 
fork it up and give me some money [laughter]. I sent, we had a postcard 
program where you send postcards to Virginia Speigal and she sells them 
for $30 / a piece to raise money for cancer, and I sent 5 with these 
characters [she shows me], and she said she only sold 2 of them in 
Chicago. And I said, �Two, you only sold two?� And she said, �No, no 
Mary, you don�t understand, that�s the North, in Houston they know all 
about snow birds.� My work is always localized, like the lounge lizard, the 
woman was seeing it here, and told him, �Don�t look at that?� And I 
thought, what? I think it was because it was about evolution.   

ECON ; 
POL ; AES 

  
PO: So tell me about Virginia Speigal?  
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I: Yeah, it was 5 postcards [fiber postcards] and they raised over 

$30,000 for it last year.  

POL 
(women�s 
issues) 

  

PO: For breast cancer research?  
  

I: For breast cancer, yes, her assistant has it. So many women die from 

that- I can�t tell you how many friends of mine have it right now. So, I 

felt like I should put the cards in for them, just give a little token. 

Pamela Allen was sending hers in. I didn�t send them 4x6.  

SCII ; M/R 

  
PO: It�s funny to me that they have these challenges that are brought out by 
causes, you don�t always see that. Like Laurel was arguing that art�s 
political, and maybe that�s so, but you�ll see a mass calling to artists to 
benefit St. Jude�s or something, but you won�t always see a calling that�s 
derivative of a political issue.  

 

  
I: Right, look at those sunflowers there from Tuscany [in her fiber art], 
what kind of a political issue is that? None. Most of Laurel�s art is 

political, but most of us are not making political art. I think when you 

look at Faith Ringgold, her earlier stuff was in your face political, and 

she paired it down to family stories and stuff, which you know, Laurel 

is doing, she�s getting more into family album type thing and is 

tempering down her stuff. When she first came, she was making 7 ft. 

tall women that were holding up flames. Did she tell you about her great 
big piece? Uh, you need to ask her about her massive people, it�s 7 ft tall 
and 20 feet wide, and it�s all these women that were lost in history, it�s 
about the loss of women who protest [OC: Why did Laurel not share any of 
this with me? Absolutely pertinent to this research?]. And I couldn�t give 
you the whole semblance of it, but the middle piece is a ghost of a woman 
type thing with flames coming up around her and each one of these women 
represent the different tribes in Africa and around the edges she had the 
different women who had died fighting for their causes and stuff. 

 
 
POL; AES 
 
 
 
MED ; 
POL? 
 
 
 
 
E/E 
 

  
PO: Weird that she didn�t [mention this?]  
  
I: Yeah, really, because that�s a fantastic piece. She was working across the 
street in that classroom over there, and it was like, �Wow, all these women 
on the wall.� Yeah, she has a prototype, too, her original one, she should 
have shown you that [OC: I know-very odd�maybe she did and I am not 
remembering?]. 
 

 
 
 
E/E 

PO: Yeah, I�ll have to go back and listen.   
  
I: Yeah, and her [piece entitled] �Is your son in jail?� or was it �Is 

your son in trouble?�  
POL 
(social) 
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PO: She talked to me about that, yeah..  
  
I: When I saw that piece I actually cried, it just broke my heart to see that 
guy in chains, I had done a poster at Stetson and it was a protest of 
something, about Africa, and I had the arm up like this with a broken 
chain, and he was holding Africa in his hand. I am surprised she didn�t 
show you those pieces. 

POL 
(emotional) 

  
PO: We talked about that one because we talked about feminism in terms 
of she doesn�t really take up feminist causes from a universal perspective, 
she sees it more kind of fractionalized, a lot I think because race issues, 

but also from a really strong her motherhood, but I think a lot of her 
politics come out through her role as a mother. But like what you were 
saying, that you want to be self-sufficient through your art, I would 
identify that as a feminist statement. Although if you asked someone like 
Helen Howells, and I don�t know her at all, does she identify herself as a 
feminist, she m ay say no. But I would see her as making a living from her 
art, and from more a Marxist perspective, she would be a feminist. I need 
to go through and listen and transcribe because Laurel�s answers were 
really complex, and sort of veiled in a way.  

POL 
 
 
 
 
 
 

  
I: Yeah. Well you�re a stranger to her.  E/E 
  
PO: Yeah, well that�s probably it.  E/E 
  
I: Yeah, the day that she cried when she didn�t get into the Images. She 

said, �I wouldn�t do this in front of any other white person.� I said, 

�what?� She said, �Our people don�t show their face to white people.� 
I said, �Okay?� [laughter] I turn off the tape.  

SCII ; E/E; 
POL 

  

 
 
Who? 
 
 
 
OC 

Laurel, Resident Artist at Atlantic Center for the Arts (ACA) and 

Harris House in New Smyrna Beach, FL. Also, member of subject 

group ArtsEtc and other regional and national fiber guilds / 

collectives.  

She is perhaps in her mid-40�s, though her age is deceiving. Her hair is 

in long dreadlocks, she wears wire-rimmed glasses, rubber shoes, and 

a tank dress.  

When?  First of three interviews: Tuesday June 13, 2006 from 2:30-5:00pm 
Where?  
 
OC 

Laurel�s studio at Atlantic Center for the Arts. Atlantic Center for the Arts 
(ACA) was founded by Doris Leper, a graduate of Duke University.  
Doris Leper strikes me as an amazing, strong woman, who may or may not 
have identified herself as a �feminist� in her time.. She was an 
entrepreneur, founding a string of local arts organizations, from galleries to 
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studios. Moreover, she was a sculptor and lived independently (semi-far 
from civilization) on the tip edge of the peninsula. ACA offers artist-in-
residency programs for composers & musicians, visual artists, and 
playwrights & film directors�notably including names such as Edward 
Albee, Judy Chicago, and Carolee Schnemann. Often, I find that funded 
female artists are typically political in terms of their agendas and their 
resultant art forms. Whether or not this is purposeful, I do not know�  

Why? /OC Laurel�s art work stood apart from her counterparts at the Pioneer 
Settlement for the Creative Arts, which houses an adjacent fiber guild to 
Arts, Etc. Often members overlap between the two groups. While my 
perspective is not intended to be contentious or discriminatory, Lauren�s 
iconography is clearly rooted in an African-American experience. 
Aesthetic choices remind me of my mother African Art Museum in South 
Carolina. For example, fabrics are dyed in indigo or often rust stained 
through rebar rubbings. The irregular, linear patterning is reminiscent of  
African American quilting traditions (note: I am keenly aware of 
controversies surrounding such �genres�, �groupings�, or �categorization�- 
yet for purposes of visual description only, I will risk aligning her aesthetic 
with this). Faces and bodies are stitched into the cloth, often overlapping or 
juxtaposed with old family photographs (an emulsion / transfer process that 
has become more popularized among fiber artists within the past decade). 
It is clearly evident at our initial meeting, that she, as an African American 
artist is a minority in these parts of �old Florida.� From my perspective, it 
takes a lot of gumption for a black artist to co-mingle among more 
traditional, white quilting circles.   

 
PO = Participant Observer / Interviewer Codes 
I = Informant / Interviewee  
  
I arrive at the interview on time, and she is not there for a few minutes. 
This was a re-schedule though, from what we�d verbally discussed. I have 
time to peer into her studio space, which is secluded in a heavily wooded 
cabin. To me, it seems ideal for a fiber artist, as it houses multiple 
machines, a few rooms (one could be used for a pure residential sleeping), 
bathroom, kitchen sink, and garage area. As I enter the house, I try to make 
�small-talk� about how wonderful and conducive the setting must be for 
solitary creative time.  
 

SE 

   
PO: Tell me about your history with the ACA program?  
  
I: Yeah, I came to ACA in 2000, and now it�s???...  
  
PO: 2006�  
  
I: I guess it was 2001, in March, as an Associate artist under Carolee M&R ; 
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Schniemann.  SKII 
  
PO: You mean the performance artist? [OC: I was mildly surprised as new 
to ACA and its range and breadth of host artists] 

 

  
I: Yes (inaudible�something regarding Schniemann)�  
  
PO: So, what�s her medium?  
  
I: She does kind of photo-painting-installations. Uhm, she uhmm.. I just  
wanted to come here, you know, it wasn�t so much about her. And you 
know how they [ACA] work, that if you apply, and they accept you, then 
you get to come in, and that�s pretty much it. I was here three weeks. I 
made a lot of work. But the thing that was really weird for me is that it is 
[ACA] very insular, and it�s like all of these [inaudible- artists?] out in the 
middle of nowhere, and since I wasn�t from the arts school background, 
and I was [inaudible?�the only black person- in the minority-check with 
Lauren?] But I kind of, a couple of days into it, ask ed them, I asked the 
program [inaudible- program director?] if I could do some outreach? And 
they said, well, I don�t know, you�re supposed to just be here, and be in 
yourself, and all this other stuff.  And I was thinking, no, I don�t think so� 
So they said well I think you need to talk to Jeannie [inaudible: Dawlson]  
and Mary McBride. So, I called them up and they came over, and they 
were just really, really sweet, and loved my work, and thought we could do 
lots of stuff, that we could go out to schools, whatever.  So, I went in and 
did a program at Chisolm Elementary, and then did another program at a 
middle school, and those    

MED ; GE 
 
 
 
 
 
SD ; POL 
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AE 

Were really, really awesome, particularly at the middle school, the middle 
school media specialist, Ann Thompson, was really responsive. It was clear 
that she loved the children she was working with and she was trying to 
make the [inaudible]. So I did that the whole three weeks. And she�s a very 
authoritative person�  

AE 

  
PO: Right�.   
  
I: For me, what everyone has to decide as an artist is one, what do you 

want to say, and two, who do you want to talk to. There is the idea that 

we all want to talk to a person. I guess the way I put it when I was 

doing community work as a lawyer as an advocate, is that sometimes, 

what would happen is activists from the mainstream community would 

come and talk to me, and they�d all have the same goals, and want 

everybody to come and meet, but that�s not what I want. That can be 

what you want, but that�s that not what I need. I am in this for the 

uplift of my people, that�s why I am in this. If that means that other 

things happen in the course of that, that�s fine, but that�s not my goal. 

You can have the goal of �I want everybody to be together�, and I 
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don�t mind you having that goal, but that is not my goal. And a lot of 

people don�t understand. A lot of people don�t understand that my 

husband is white, and what I say about him is that he prefers to be in 

�black world�, rather than being in white [inaudible: he jumped out].  

  
PO: Can I stop you for a second? When you speak of activism, are you 
speaking in terms of feminism, or what sort of �ism are you?....  

 

  
I: OK, well, I would say community, cultural, women, uhm, mothers.. I 
would say that those are the things. And uh, I don�t, I guess for me, what 

I find as activism, or activists, is that most activists like to speak about 
or for others. And so that�s why they pick things like other people � 
children for example. And then when the children get old enough they start 
talking about themselves, they [feel like] they can never speak for 
themselves, so we do all the talking. And I guess what I prefer is to connect 
what has happened to me to people who aren�t [inaudible?], so that the idea 
that you can be more than you [inaudible? More than you can be?].  I guess 
an example for me is that� when I was a child, my mother always worked 
as a social worker, and that one of the things she learned throughout all of 
her work with families is that if the mother is happy, the family is happy, 
and if the mother is depressed, the family is depressed. The concentration 

of helping professionals for children is misguided. That concentration 

should be on mothers, not children. And to me, that�s a really radical 
stance. It�s a very feminist stance. Does that make sense?        

POL ; SD 
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PO: No, it definitely makes sense. I think because the whole concept of 
motherhood within feminism is embraced by some folks, but perceived by 
others as burdensome. So, it makes sense.  

 

  
I: But if we are women-centered, and all these [social workers] are saying 
�take the child�, then all of the attention is on the child. I think that that�s 
important. Children think that everything should be done for themselves. 
My getting my education and having an avocation was important to me, 
and the same for Brian [her husband].  It was important to make these 
choices. 

 

  
PO: So you have got three boys [self-correction], two boys. One is 15�. PN 
  
I: And the other one is 23� PN 
  
PO: Oh my goodness [OC: She looks strikingly young and vibrant]. How 
long have you and Brian [her husband] been married? 

 

  
I: It will be twenty-seven years this March [inaudible].  PN 
  
PO: Oh, congratulations. That�s wonderful. [OC: off-record discussion on PN ; E/E 
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her age, she does not want to give her age, seems skeptical and slightly 
suspicious� So I try to transition into her cumulative years spent within 
fiber art field ]  And so, can explain your background and involvement in 
the arts and fiber?  Cumulative years spent in fiber, both solitary and as a 
group practitioner.   
  
I: Well, I made my first quilt when I was 7.  I was member of a guild, 

maybe four years, when I lived in Baltimore. And I have been a part of 

Women of Color guild since �88 [OC: I later researched�formally 

called the Women of Color Quilters Network (a.k.a. WCQN) 

Interestingly WCQN also has a few pseudo-social reformist / art 

educational programs and agendas, in NYC, targeting young mothers 

and children through teens, teaching the art of quiltmaking]. It was 
first started by Carolyn Mazloomi.   

AE ; F/G ; 
POL ; SKII 

  
PO: No, who is Carolyn Mazloomi?   
  
I: She is the founder of Women of Color [fiber guild / bee] and author of 
Spirits of the Cloth. Have you heard of that, or Threads of Faith? [OC: I 
later researched and bought via Amazon.Com�Spirits of the Cloth: 
Contemporary African American Quilts�later spin-off exhibit originating 
at American Craft Museum in NYC in 1999, at the Mint in Charlotte, N.C, 
Florida, and Texas (through 2002).- Faith Ringgold co-authored 
forward]�.  

POL  

  
PO: No, I was trying to think if Valerie [Valerie Goodwin, FAMU 
professor and architect, part of Women of Color Guild, also former 
professor / mentor / subject in my prior fiber field work, and colleague / 
cohort of Lauren�s] had us read her work, but all I am remembering is 
Dunnewold�s [Jane Dunnewold] Complex Cloth.  

 

  
I: Well I would say Cuesta Benberry is one of the main African American 
quilt historians [OC: I have her spell Cuesta Benberry. Later researched 
her�writings and lecture circuit about African American quilting 

tradition for the past 50 years. Important as she speaks to 

contemporary quilts purposefully incorporating past African 

American aesthetic traditions- ex. story quilts].  

POL ;  
F/G 
(purposeful
aesthetic)  

  
PO: If you could estimate, how many cumulative years do you think you 
have spent, Laurel, working in a guild, maybe I shouldn�t even use the term 
�guild��[perhaps] co-op, art community, that sort of thing. Particularly, 
working with other women?  

 

  
 I: Well, when I was up in Syracuse, I worked with the San Cofa 
Piecemakers, for about five, six years. And I joined Arts Etc. a year ago. 

think that for me, the issue with groups is that, and I had this 
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conversation with Carolyn, the idea of �the bee�, and that�s what I 

grew up with. This idea that what you learned, and I think it is 

particularly with African American [inaudible? women?] is the, yeah, 

at you are around people who are making art and you watch them. 

And they don�t tell you if this is right or this is wrong, you just watch 

them. And then when you say, �Can I have some of that?�, and they 

say, �Oh, yeah, here�s a little bit�, and then you start doing something 

on your own.  And then maybe they can holler and say, �You need 

some help�, and you can say, �No, I am alright, or yeah, what do I do 

with this?� And so it�s a very informal, close to a practice like way, a 

learning style. And that�s how I learned. And I think part of the reason 

that quilting was so important to me was that there was this group 

women who would meet at my mother�s house or my aunt Joe�s house 

to do sewing. Some people brought knitting, some people brought 

crocheting, or quilting, and it was a gathering place that was safe to 

talk about what was going in your life without men around, without 

white people around, and it had a really nice kind of warmth. And 

what I see now, is that it is a very formalized, pseudo-corporate 

structure. I mean, it�s sad when you see groups of women arguing 

about bi-laws.   
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PO: Yeah, you mean there�s not the camaraderie.   
  
I: Well, I mean, it�s wasted energy. And then there�s this, �Well, why 

doesn�t anyone come?.� And I mean, that�s why. What I try to do with 

Arts, Etc. and what I think Marie has tried to do as well, is to say we 

don�t have to do this [have the formalized, �bureaucratic� structure, 

we can just get together, and show our stuff together, and make stuff 

together, but there�s a real resistance to it. So that�s why I am not in 

guilds [more often]. But it is a real sad outcome, because it used to be 

[with the traditional �bees� very different.  

G; SD ; GE 

  
PO: Tell me, now how old were you when you first started in you family 
participating in quilting bees? [OC: She counts on her fingers].  

 

  
I: [OC: She counts on her fingers]. Okay, so about seven [years old]. That�s 
how I learned to knit, crochet, and sew, from my mom and my 
grandmother. And I guess I was sort of looking for this utopic learning 

environment with guilds [OC: She is nodding, �ummhummm�]. But 

folks [fellow guild members] aren�t very forthcoming about how they 

do stuff, and then if they are, it seems like they are very prescriptive 

about how to do it, even with stuff like dyeing, which when I teach my 

art kids [OC: trying to sound informal-- my ArtK12 students] to dye, 

it�s sloppy and messy.  Yeah, I always felt like that. You know, I had 

an experience at the IQA [International Quilters Association] show in 

Houston where someone was looking at my pieces and said, �How did 
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you get this color?�  And I said, �Uhmm, I got it from the bark on a 

tree, and I put some of this in and some of that in��  And she said, 

�Well, what are the measures?�  And I said, �I don�t measure�.�  

And she said, �What do you mean you don�t measure?� She was 

furious, completely furious, that I would not do that [measure out her 

dyes]. And right then and there, I decided I would not measure, 

absolutely ever, because I could not. I just cannot forget that. I mean, 

if she could have hit me, she would have.    
  
PO: [Laughing] I believe it�.   
  
I: It�s this idea that one, everything is a commodity, and that the color is 
more important than the process. And it shouldn�t be that way.  If 

anything, [the process should be more important]. You better be into 

the process,  

 

  
PO: Right�  
  
I: But it�s [mainstream quilting / surface design] is not working that 

way.  And I think that what happens when I teach is that we don�t go 

into that [precise measurements, etc.], and I never say something�s 
wrong. I try to explain the causes of the chemical process, they dyeing 
object, the strands [of the fiber], the soda ash all kind of clumps together, 
and glob onto fiber, and that�s what makes it full [fiber strands saturated 
with dye], and why different dyes do different things�  

AE ; SKII 

  
PO: Ummmhmmm�   
  
I: And you can do that process [explaining the chemistry behind dyeing] in 
a number of different ways: put the soda ash on first, then the dye, or you 
can mix them together and prepare [?apply?] them like paint. There�s a 
million ways to do it, but none of them are right. And a lot of times, it�s not 
what you meant to do, this color of this thing. But they think you go by 

exactly what you should do- the hand-quilters and the teachers. And 

then they get mad when it doesn�t come out like what it says in the 

book. But, if you teach exactly what you do, and say, �this is right�, 

then you better be prepared for people making 5,000 stuff that looks 

like yours.  Either you�re with it or you�re not. 

SK II ; 
MED 

  
PO: You know, it�s really interesting, the last workshop that I was at, and 
the reason I selected Marie was not just based on geographical location, but 
the group [research group / subject group] I had in Tampa, was a dye 
workshop, and it was awful. And I use any kind of fiber I can get my hands 
on, you know, I won�t always use cotton, sometimes it will be a polyester 
blend. So I was in a hurry preparing [before the workshop], and I tape my 
workshops not so much that I can transcribe them, but just so I can 
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recollect.  Because, I will be sitting there, scribbling field notes, at the same 
times as making art along with everyone, and it�s just crazy. So I started 
taping, and they blew up at me, the instructors. They were worried about 
me reproducing it, you know, just what you described [OC: Lauren 
�ummhmms� and nods]. You�ve [as a participant in the art workshop] got 
these little measured out cups of stuff [processed dyes], these little colors, 
there�s no fun to it. And then�    
  
I: Who was it?  
  
PO: The Tampa Bay Surface Design Guild. They have recently approved 
bi-laws that seem a little crazy, particularly with intergenerational learning 
[a board approved a bi-law that no one under age 18 was allowed to 
participate and went even further to site the student�s name]. For me, 
intergenerational is the major way to impart knowledge. That was how I 
was able to learn, and my family was so forgiving with me. There was no 
�correct� method. So, I took out my fabric, and I know polyester would 
work because I use polyester with my students. Then after being 
admonished for recording, which I had done on previous occasions, she 
had to pick me out of the whole group again to say, �You were only 
supposed to bring fat squares of cotton!�  [Laughing] I was absolutely 
mortified, and I thought, this is not a group I want to be in. It was really sad 
because I had this idyllic vision of what a [fiber] group was supposed to be.  

 

  
I: You see, it�s the �death of the [quilting] bee.�  The death of the bee, 

okay, and both Cuesta [Benberry] and Carolyn [Mazloomi] have 

written a lot about it.    

SD within 
GE 

  
PO: You are really good [OC: Laurel gives a lot of powerful insights]. You 
rival Valerie [FAMU architecture professor and fiber artist]. There are lots 
more either questions that I want to ask about your life, to kind of ask the 
rest of this. The slant of my research is sort of looking through a feminist 
lens, and it looks at the concept of feminist communities, and if there is 
such a thing. And then it looks at the whole concept of artworlds [OC: I am 
speaking in �slang� throughout my interjections, hoping to create a more 
welcoming, less academic ambience] and women�s artworlds.  Then I 
consider quote, �Community-Based-Art-Education (CBAE)� which has 
become sort of a hot issue, in a way that outsider art has become hot in the 
mainstream art world. You know in the same way that Art Education [with 
a more national / international scope] has started to harp on Community-
Based Art Education, and it�s really evolving, and I don�t know whether 
there�s one true definition.   

 
 
 
 
 
 
 
 
AE 

  
I: Ummhmm. You mean instead of art teachers within a school? AE 
  
PO: Yes, that�s sort of one definition or model, then some folks just AE 
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construe of it [CBAE] as just sort of public art, or is it community classes, 
catering more to adults, just sort of different venues. Are the purposes of 
CBAE for community enrichment, well, who defines community, etc. So I 
am sort of looking within all of those spheres as my conceptual models.  
Really, what I also look at is the elevation of fiber art into mainstream art 
or �high art.� Whether or not that has occurred? How artists, such as 
yourself, perceive that? It also looks at issues within feminism and feminist 
art worlds�the intersection of all of the two. So, there are thirty questions 
within the formal part of the interview. You let me know when you get 
tired [She responds �Okay��], and we can reconvene.  First question is, 
�Can you describe your earliest experience with art?�  And it again, it 
doesn�t have to be confined to formal or informal.  
  
I: Well, I think that people around me were always creating. So, it was 

always surrounding me. My mother�s brother was a ceramicist. His 

wife was a painter, so there always people making things. Our kitchen 

was in disarray because all of the arts everywhere. And I saw them [and 
participated]. But I think one of the things that happens has to do with 

school [the ArtK12 classroom]. When I was, well let me just say, I 

always did a lot of drawing and writing, a lot of creative things as a 

child, but they weren�t important in school. They [school culture] try 

to tell you that they are. And so what happens is you�re used to making 

a lot of things, trying lots of things, but then you get in school and it 

stops. Suddenly, there is only one correct way.  You have to 

understand where I am coming from as a person of color. The art 

world that goes on in schools is run by white folks.  So when I went 

into it [the Artk12 class], I decided I would go somewhere else. It 

didn�t stop me from doing what I was doing, and I eventually went on 

to art school. But it was a particular time in social history. However, I 
don�t think much of that has changed. I know with Jacob [her son], he 
would read and read, he wrote plays, drew portraits, and he experiences the 
same thing [in the Art K12 classroom], and he stopped drawing. Then I got 
him working with another teacher, who was very, very good. A black male 
teacher from New York State. And in that man�s class, things changed. 
What had happened was, his previous art teacher, she had told Jacob not to 
�waste paper� when he�d asked her for another sheet. I came to her and 
said, �Don�t ever tell my child that he is wasting paper. Here is all the 
paper he could ever need. You ever need more of this, tell me.�  I gave her 
a huge box of that reamed computer paper. I think that�s what happens to a 
lot of artists and artisans.     
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PO: When do you do you first remember understanding gender and being 
aware of your own gendered identity?  

 

  
I: I guess, I remember my mother explaining to me about menstruation, and 
remember my thinking, this is really weird. This is not for me. I asked her, 
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�There�s no way out of this?� And she said, �Well there is a way, but I 
don�t think you�d want that either..� [laughter] So, I guess if I were to say 
there was one point where I can totally remember feeling different, that 
would be it.  
  
PO: Well, that sort of feeds into [my line of questioning regarding] how 
being a woman affected your perceptions and experiences in the arts? Or 
how has being a black woman affected your perspective within the arts? 

POL 

  
I: It�s not a real question for me. I don�t know if it�s a question I can 
answer. Being a black woman is what I am, I mean, I don�t pretend to be 
anything else. [OC: This is a real point of contention for me at this point in 
the interview�I am wary of bell hooks & multiple meanings of 
�signifying.� From my perspective, not as a researcher, but as an art 
educator, I see race and racial identity (and gender) as ubiquitous within 
the arts. Moreover, just on a purely content basis, racial identity appears to 
be at the forefront of her iconography�black mothers, black men in 
shackles, old historical photographs of her family�her subject matter (and 
intent) is almost overstated.  Perhaps understandably, she wanted to both 
undermine and circumvent the nature of this question, as perhaps it was too 
personal for her, and something she didn�t feel comfortable disclosing to 
me�an outsider]. 
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PO: Perhaps I need to re-phrase my line of questioning. I would imagine, 
just from a woman�s standpoint, you�ve experienced discrimination, for 
instance, in access to a gallery? My guess is that this [discriminatory 
experience] would be magnified as an African American woman?   

 

  
I: See that�s the thing, it�s a contemporary phenomenon with mainstream 
art. I don�t think you can [separate / compartmentalize yourself by gender: 
race , etc.], you are the sum of your parts. And it�s only when you�re an 
outsider that you�re asked to make that distinction. And it doesn�t mean 
you don�t see things, and in fact, the way you see things as a black male. 
But because that�s the norm, you don�t have to think about it the way I 
have to think about it. [OC: At this point, I am completely confounded�at 
one point, she recognizes the distinction of her own vantage point, yet at 
another, she blatantly denies it. Yes, while I concur with her assessment of 
me, as a white researcher, being within the �norm�, she only partially 
individuates herself as the �non-norm.�]  

 

  
PO: Well, what about within your art experiences? You talked before about 
Art Education being very homogenized and �Wasp-y�, did you? 

 

  
I: But see if you say art education, is that in the classroom?   
  
PO: Right.. [OC: I assumed she knew I was referring to the Art K12  
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�classroom environment�, as she had just talked about her son�s experience 
in the Art K12 classroom�?] 
  
  
  
I: And I overheard two teachers talking about it. And one said to the other, 
�That black girl�� [inaudible: maybe �shouldn�t be here�] And I thought 
to myself, what should I do? And college was tough too.  

 

  
PO: Where�d you go to college?  
  
 AE ; SD; 

POL; E/E 
  
PO: What was your experience with formal art education, and it could be 
classes at a museum, classes at school. You kind of told me a little bit 
about your college experience and you told me a little bit with Jacob (her 
son and scenario she relayed about experiences with his elementary art 
teacher)� 

 

  
I: Well, one thing, when I went to Dartmouth, is that I took a workshop, 
called Workshop in the (inaudible: Park?). Hopkins Center is where the 
arts administrative center is, the theater, the art department. But outside, 
they have these homey surroundings for pottery, ceramics, jewelry 
workshops that are not part of the art department directly, which I think is 
really important. And they had full-time staff and they were staffed for all 
hours, so you could go in at 3 in the morning� 

AE 

  
PO: Oh, wow� [OC: To have your own studio space is so nice. I 
remember UNC having the drawing studios and print workshops open until 
midnight and having to take advantage of that to stay on top of my work]. 

 

  
I: And you could take a class, on how to use a certain tool, and there�d 

be people around to help. And it was pretty self-contained and not 

really a part of the Art Department. And I think that�s, that�s [pretty 
good]. So,  I walked into that, and I started taking jewelry-making, and I 
made all these things with stones. So I learned how to polish those things 
and make things with them. And so I think that that was probably my 

first really nice experience, and the people involved in that were not 

trying to get you to do stuff like they knew. And I think that that�s a 

big deal in formal art education: if you make what I make then you are 

doing it right. And again, it was very much like the bee [quilting bee]. 

There were people wandering around, watching, and sometimes, you 

know, you�d have a little mini-session on lost-wax casting, and 

everybody would kind of gather around and watch. But it wasn�t like, 

�Okay, at 2:00 we�re going to have a class!� And you know I hadn�t 
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thought about that, but it�s probably a lot of the reason why I like it, it 

reminded me so much of the bee [quilting bee].  So, that was a good 

formal experience, sort of outside the usual confining experience.   
  
PO: Can you talk about Carolee Schniemann and that experience? That�s 
really interesting to me, and comical, and makes me think about what I�ve 
read about 1970�s waves within feminism.  

 

  
I: Well, she�s still real, sort of into herself and really into shock-value. And 
you know what, in this day and age, everything really has already been 
done. So she was working on a series of stuff about [inaudible], and like 
she made this movie. And it was like, during the whole process, it 

wasn�t like a bee, it had to be all about her, sort of like the alpha. 

When you say you�ve got �Masters� [master artists at ACA], you�re 

hierarchy is set. So, it can never be a bee. So, I am thinking the flip of 
artist, is slave, so of course, I am like, �No way!� So, like your typical� 
You know, I took a class with Michael James, he�s a big guy, and he was 
from Nebraska, from the Cultural Studies Center, a big art guy. And I went 
to a workshop, called [inaudible], and it was outside Syracuse.  And it was 
all about color theory, and I had never done anything like this. I called up 
my cousin, Erin, who is now at UCLA, but at the time, was just a 
practicing artist. So, I called him up, and I am like, �I am doing this color 
theory thing, what does this mean?� And he says, �Oh, that�s where you 
cut up little things, paint, and do this patterning..� And I said, �Oh, okay.� 
And he said, �Buy cheal materials and do it fast..� [OC: I laugh�I am 
assuming he�s saying this so she can get the exercise over with quicker]. 
And I was like, �Okay�, because he was the expert. So, I went out and got 
�quash�, how do you say it? Opaque water color, what is that called? 

 
 
 
 
AE & SD 
& GE 
 
 
 
 
 
 
 
 
AE & GE 
 
 
 
 
 

  
PO: Oh, is it gouache?   
  
I: Yeah, yeah, so I buy like Crayola, OK, and Sumi brushes. And I do to 
class, and everyone has the best of everything. Little tiny brushes and lots 
and lots of paint. Perfect paper. And he�d say, �Okay, make 3 kinds of 
blue.� And everybody�s like, �Woohoo, hoo [laugher]�� And the whole 
time, he was very funny actually. And I would ask him, �Do they have to 
be squares, can they be circles, how come they have to be squares?� �I 
don�t know, it�s too small, can I make it bigger?� And finally he said, 

�You know, I don�t know if this was a cultural thing or not, but you 

were just like �pushing it� every single time.� And I said, �Well, 

probably it is a cultural thing.�  And he was enough okay in what he 

was doing that it didn�t really bother him. But that�s kind of been it [in 

terms of her formal art experiences].  

 
 
 
 
 
 
 
AE ; POL 

  
PO: Okay, next, who was your first female role model and / or mentor in 
the arts? And can you describe that experience? 
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I: Probably my mother and my aunt. We�d do things like she would say, 
well, I would be drawing a tree or something and the branches 

wouldn�t be straight enough. And she would say, you can draw a tree, 

it looks like this. And I was at my cousin�s house [assumed recently], and 
I was struck by how much of what I have done comes from her.    
 

AE ; M & 
R 

  
PO: And what medias did she like to work in?  
  
I: She was a painter. And the other thing is that my mother always bought 
me really good art supplies. That was really, really important to her. She 
always said that I needed to do something that I could support my family. 
But that, at the same time, art is important. That was the way my aunt 
Juanita and Uncle Douglas felt, too.  

AE ; M &R 

  
PO: How do you spell your aunt�s name? Is it J-U-A-  
  
I: Uh-huh, N-I-T-A.   
  
PO: Can you describe your experience(s) with later female role models up 
through the present? [OC: She pauses and a moment elapses, so I try to 
help prompt her more] It certainly wasn�t Carolee Schniemann, what about 
the writers you spoke of, Carolyn [Mazloomi], and you talked about� 

 

  
  
  
PO: The white women.. [OC: I am [prompting her after her phone call]�  
  
I: So, I gathered up a bunch of material and stuff like that and some of my 
clothes, and I went to this library. There was a big, kind of like auditorium-
type room, and there were all of these women black women who were 
sewing little strips like this [OC: she�s imitating], all hunched over, you 
know, you�ve seen this. And over there shoulder are these other women 

[white women], �No, no, no, not like that, take it out over here again..� 

PN ; SD 
within AE ; 
POL 

  
PO: Right�.   
  
I: I was appalled. So, I went in, and said, �Hi, I�m here, I�m Laurel, I love 
to quilt..� [OC: She takes a deep breath] And so I just put out some of my 

pieces, and my material, and suddenly these women just put down the 

calico and came running over, saying, �Oohh, I like that�� I brought 

lots of African prints and strange�  
 

PN ; SD 
within AE ; 
POL 

  
PO: I finish her sentence for her, �strange blends of materials� [OC: like MED 
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synthetics, polyesters, satins, etc. I feel so embarrassed for these women. I 
hate calico.. I understand completely what she�s saying.. ] 
  
I: Because when you value stuff, and one of the things that fabric and 
dyeing fabric has done to me, has made me understand [OC: she cuts 
herself off to further explain / deconstruct]. My mother loved Mahatma 
Ghandi, and she always talked about this theory of �scarcity and 
abundance.�  And that if you live in a scarcity mode, you will die abundant. 
And if you die in an abundant mode� [OC: phone ringing stops her- tape 
unfortunately keeps running�interjection about a �Mapquest�� odd 
commingled with Ghandi�].  

PN 

  
PO: [OC: She says on the phone, �Oh, I don�t know, in about 15-20 
minutes..� So, as she gets off the phone, I suggest she show me and talk 
directly about her work..]  

 

  
OC: She shows me this robe / jacket piece she is creating for an upcoming 
presentation. We talk about her giant-esque sewing machine (reminds me 
of a mill). I comment on her nephew�s art work; she has children�s 
(nephews, her own boys�) art work scattered on bulletin boards. These are 
amidst old family photographs that she transposes on to fabric and includes 
these in her quilts. We talk about photo transfer. And she shows me fabric 
that comes with paper backing and steaming it. She explains that it comes 
in a roll and using a big ink jet printer for. She orders it through Dharma 
(Trading Co.). Once you steam it, it�s washable. She even includes her 
sketches and transfers them [OC: I had done this with photographs of the 
landscape around my family�s home- nostalgic].    

MED 
 
 
 
 
 
PN & MED

  
 
[OC: We continue walking around her studio and talking] 
 
PO: Lauren, what are your preferred medias and how have they changed 
over the years?  Because you fuse fiber, collage, photography� 

 

  
I: Yeah, it�s just the more I do something, the more comfortable I am doing 
it in different ways. A lot of these, but also adding drawings. But now I 

am drawing with a sewing machine [free motion technique].  I have a 

whole series of these family photo�s. It kind of creeps me out when 

people do old quilts or collages of people they don�t even know [OC: I 
am not aware of this, though sounds like some sort of Oprah-Craft-y 
special..] Isn�t that weird? 

MED ; PN 
within 
MED 

  
PO: Yeah, it is weird.   
  
I: I mean, at least I can say this is my Dad, and this are my nieces and 
nephews. But I have a whole book of photo�s that my grandmother gave 

PN 
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me before she died that are from her childhood on.  
  
PO: It�s so sweet that you have so many [OC: Our family, on my mother�s 
side, has very few. Sign of perhaps how poor we were or that we don�t hold 
on to memories..] This is her, too [OC: Shows me a photo of her 
grandmother and then her father. We start laughing over her father�s fancy 
suit and she explains how he was quite the �looker� as a young man].  
Lauren talks about her hair, and how uncontrollable.  We talk about a piece 
of fabric from South Africa�slightly inaudible as we shift around the 
room.  

PN (photo-
elicitation) 

  
PO: Okay, let me not detain you anymore and make sure I get through all 
this stuff [all of the interview questions�this is the second day of our 
interview�] You�re initial allure to fiber? Was that resultant of the bee? 

 

  
I: I think so. Let me show you these pieces?  
  
PO: Can I get you with a photograph of it? It�s beautiful. Is that the re-bar 
stuff. [OC: She is showing me a piece called �Aladdin�, but her 
explanation goes in and out�something about everything comes from the 
earth, including her dyes, something about shackles he�s wearing.. I hate 
hearing myself. I am talking about a crazy quilt I have been working on, 
then got disgusted with, cut apart, as too muddy-colored. I compliment her 
on her ability to mix warm colors without being too over-powering, and 
mixing in lighter pastel colors.]    

MED 

  
I: Well, I no longer technically piece. I take all the colors that I like, and 
arrange them all before attaching the batting. And this way you can keep 
changing it around. [OC: Like in photo, she has them pinned to the wall], 
and then I�m happy with the composition, and you focus on the 
composition, not the technical. I think that there�s a real fetish about 
technique in the quilt-world that I don�t like. �This piece is not straight, it�s 
not this, it�s not that�� And I�m like, �Who cares, it�s boring?.�.  

MED & SE 
 
 
 
 
MED & SE 
 

  
PO: Right..  
  
I: And then in those, I am drawing with the sewing.   
  
PO: Oh, and how did you get these dyes?   
  
 MED 
  
  
Tape / Interview Ends�����.  
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Who? Elizabeth is an independent artist and entrepreneur of Adventure 

Quilts. Also, founder of the Melbourne fiber group, Dirty Dozen. 

She is a member of subject group ArtsEtc. 

 

She is 49 years-old, Caucasian, and mother of pre-adolescent son. 

She works out of her home studio.  She has short blonde hair, is 

petite, and energetic. 

 
When? October 14, 2006�morning interview and lunch with friend, Mary 

Dunn.  
 

Where? 
 
 
 
 
 
 
OC 

I meet Elizabeth at her house in a Melbourne suburban neighborhood. 
Her husband is working outside on a car, and her son is in his room. 
Ellen tours me through the house, discussing her art work on the 
walls, and then her studio. The house is very nouveau Florida 
development--  cathedral ceilings and everything is immaculate. We 
set up in the dining room with coffee and water.  
 
Elizabeth�s studio environment (and house) are a lot like her art�
very perfect in form and fastidious. Lots of contrast to Laurel�s studio 
and surroundings.  
 
After the interview, we are heading to an Italian deli for lunch and 
coffee. Next to the deli is where the Dirty Dozen guild meets with an 
adjacent quilt supply shop. 
 

Why? / OC Elizabeth had a reputation of an artist who was burgeoning off, on her 
own terms, and was also very prolific. It was evident in talking with 
the other members that she would be an ideal for interviewing. When 
I asked her, she was very interested and affable. It was an easy 
connection. 
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PO:  Can you tell me a little bit about some of your earlier experiences with art 
in terms of kind of who taught you and what it was like and what sort of a 
setting? 

AE 

I:  Well I am going to differentiate between art and fiber a little bit.   C/A 
PO: Okay  
I:  Art I consider my very broad definition is when I do something that�s 

totally original to me and I think I�ve been doing fiber a whole lot longer 

then I�ve been doing art so for instance I learned to sew in Home Ec. in 

eighth grade or so and made clothing and so forth.  And then in, lets see, 
1983 as a newly-wed my husband and I bought a new home and of course we 
had no money and we were looking to furnish it and I decided that I would like 
to make a quilt to hang on the wall because I could not afford the standard 
framed picture to go above the sofa kind of thing.  So I bought a book on quilt 

making and bought the materials and basically taught myself how to do that 

and made that first quilt and then of course was hooked and went on to 

more and that was in 1983 and I made traditional quilts with patterns until 

maybe 1996 or so at least 10 years and then I started playing with all the 

deviations that were coming along photo imagery and piecing little teeny 

things on paper, and various things like that and began to experiment.  I 

would say that I didn�t actually get original enough to call it art until about 

2000.  So that�s my fiber history.  My art history is that I�m completely self-
taught.  I never took a class in high school, college, nothing.  I�m a pilot, I�m 
trained as a pilot.  That�s my vocation as a flight instructor so I am very black 
and white, left-brained.  My mom was a painter and I remember when I was in 
eight grade I tried to paint something with oil painting, oh my gosh, it was so 
horrible.  I didn�t like it and I didn�t think I would ever like it.  I said okay, I 
tried being an artist, I�m not an artist because I couldn�t paint you know, and so 
then�. 

AE ; 
C/A ; 
F/G 

PO:  wow, because your quilts are so painterly, it�s�  
I:  Well they are now and that painting up there by the way was done by my 
mom.  So I never considered myself an artist although I think in hindsight I 

had learned from her some things about color and balance and scale 

without her using those terms.  Just in home décor and stuff like that I 

learned, I think I had some skills that I brought with me so when I got 

courageous enough to try my own thing I had a little bit bigger skill base 
than you might typically expect from a novice.  So, then about 2000 I started 
really experimenting and reading books about design and color and those kinds 
of things and have just played every since then.  I�ve taken a few little 

workshops, you know little one day, five day things that were mostly about 

technique not so much about design or anything so I�m pretty much self 

taught.   

GEN 
; 
C/A 

PO:  Here�s a really, okay so art k-12 experiences, none. Okay, and college?  
I:  Zippo, too busy flying airplanes.  
PO:  These days how do you like to kind of learn your art?  Do you have a  
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particular teaching style that you kind of gravitate toward or a type of learning 
environment that you like?  Do you like structure or unstructured? 
I:  Again, I am pretty much self-taught even though I have taken some 
workshops and things I�d say I primarily learn on my own by getting a good 

book with excellent exercises and making myself actually do the exercises or 
some of them to learn the various concepts.  That�s been my biggest teacher.  
Would I have preferred to have some great class, yeah probably but that wasn�t 
available to me.  I�m pretty good about reading the instructions and then going 
and doing the things so I�m pretty much self-taught.  Now I�m very social so I 
love for instance getting together with my Dirty Dozen group or going to a 
workshop or a class or whatever.  These days I�m kind of leaning away from 
classes because I think I am at a point in my work where a) I need to be doing 
my work and not going to something and b) I need to be doing my work and I 
don�t need to get a whole lot of input on how somebody else does things.  It�s 
time to figure out how Ellen does things and get on with that and not be so 
distracted by some great teacher who taught you some great thing.   
 
Now back to learning environment, the best class I took was a multi-day class 
with Ned Wert who is a painter rather than a quilter but he taught quilters.  It was 
a quilting seminar so he�s teaching design and composition to quilters even 
though he�s not a quilter himself.  And he was very warm and friendly and open 
and he let us work at our own speed which I very much appreciate.  I hate it 

when they say work fast so you�ll be intuitive and when I work fast I�m 

stressed I don�t get a whole lot of intuition going on you know so, he said if 

you want to work fast do it.  If you want to work slow do it.  Here�s some 
optional exercises you�re required to do this one but these are optional.  Work at 
your own pace.  Very useful. 

AE ; 
SE 
 
 
 
AE ; 
SE 
 
 
 
 
 
 
 
 
 
AE; 
SE 
;GE; 
SKII 

PO:  How do you spell Ned Wert?  Ned  
I:  WERT.  He has a website I can give it to you.  And he did an interesting 

thing with us also, uhm, he had us work with paper instead of fabric 

because he said our fabric is too precious to us and I think that�s true you 

know, whereas with paper you�re much more likely to rip and tear and 

shred and it�s all reusable or discardable and we painted our own paper 

first with temper paint so he had us using the cheapest paper, the cheapest 

paint so there was nothing valuable to it you became emotionally attached 
to it as you painted this paper in some wonderful way.  We just painted it 
pretty much randomly, you know we�d spend half a day painting paper and then 
in the afternoon we�d start tearing it up and collage-ing it.  So that really gave us 
emotional permission to play because we weren�t destroying these wonderful 
possessions called fabric.  So that was a very very, very useful class.  And I�ve 

been in other classes where they try to make you do a certain thing in a 

certain amount of time and that really stresses me or the teacher imposes 

their methods on you a lot, you know, one�s a planner and one isn�t.  You 

know, I really liked his it was very open-ended so that would be my perfect 

learning environment would be another class like that. 

 
 
 
AE ; 
GE ; 
SKII 

PO:  Um, lets see I�m going to shift gears and em kind of hit you, oh, your first  
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oh, before I shift gears, your first experience with formal art education would 
that be these workshops? 
I:  I�m not sure I would even call that formal art education.    
PO:  And, Ned Wert?      
I:  Ned�s was open-ended enough that that was definitely an art class.  So that 
makes one.  And that was a year ago. 

AE 

PO:  How do the other workshops operate with the Dirty Dozen and stuff like 
that? 

 
 

I:  We don�t have workshops so much we just have play days where we 

teach each other. 
SKI-
II 

PO:  Okay, describe that to me.  
I:  So, our meetings are about 3 hours once a month and the first hour or so is 
business, then we have show and tell which is 20 or 30 minutes, then we have an 
hour left for our program.  And our program is one of us teaching the rest of us 
something that they�ve deemed interesting.  So I bring in a new quilt that�s got 
melted Tyvek on it or whatever, are you familiar with that?   

SKII 

PO:  uh huh  
I:  And they�re like, oh cool, I want to learn how to do that and so we�re like oh 
we don�t have a program in October will you teach us that in October?  It�s just 
that kind of thing.  Somebody does something cool, somebody else is interested.  
Often we focus on technique, but I�ve done several lessons with them and I think 
this is a good thing to do.  They�re more design in nature so I have them 

bring construction paper and we�re going to talk about balance so and we 

tear paper and we do certain things.  And we do a lesson in line and so again 

30 minutes to an hour.  One gal gave us a drawing lesson one day and so 

just little quick lessons that are expanding our artistic skills or a particular 

technique or a new material and so forth.  We are definitely just sharing 

and teaching each other. 

 
 
 
 
SKII 

PO:  Juxtapose that with Arts, Etc.  How do you compare and contrast between 
those two groups? 

 

I:  Em, I live so far from Arts, Etc. that I don�t get to attend them as often as I 
would like.  Em, I have some negative things to say about arts etc. 

 

PO:  Yeah, that�s fine.  

I:  Em, just that I think they are less efficient with their time so we have the 

same amount of time, but we never have a program.  It�s just some business 

and some show and tell.  And the intent was to originally have a program.  

So it�s hard for me to drive all that distance unless there�s going to be a 

program.  I�m trying to think how many classes I�ve taken through Art�s etc., I 
think just the one with Peggy Brown.  I�m not positive about that. 

GE ; 
SD ; 
SKII 

PO:  Did you stay for that Helen Howell�s day of�.  
I:  No, I don�t think I�ve done any of the afternoon classes.  I�d have to stop and 
think about that.  I did do a full day class which was actually run through ACA it 
was with Peggy Brown about a year ago.  Not even that long, which was a really 
excellent class.  I really enjoyed that.  So Arts Etc. to me I�m not looking to 

them to be a great need meet�er for me.  Em, I�m interested in belonging to 

the group and getting to know some of those people and I�m very interested 

 
 
 
 
 
GE; 
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in exhibit opportunities that come up but because I�m so far away it doesn�t 

go a whole long way on that.  Now they are having this great class that�s 

coming up about the business of art which I had intended to go to but now 

I�m going to be out of town and that�s great I would love to go to that.  So, I 

think Arts Etc. is still finding it�s way out there and certainly that�s shifting 

now as there dues are going way up so now it�s going to be much less get 

together and play and much more, you know the players are not going to 

want to pay that kind of money.  It�s going to be now the more serious 

because that�s going to change the flavor of the group.  So, it�s evolving, 

we�ll see.  I don�t ever see myself as being a major player in Arts Etc. or 

attending it more often or any of that.  It�s kind of in the back of my brain 

as far as my organizations and that.  Because I belong to a local quilt guild.  
You know, a traditional quilt guild.  So that gets more of my attention than Arts 
Etc.  It�s a monthly meeting, that�s close enough for me to attend, you know. 

SKI 
 
 
 
 
 
 
 
 
GE ; 
SKI 

PO:  Now how many quilt guilds are you in right now?  
I:  I�m in a Seaside Piecemakers which is a very large �traditional� quilt guild. 
Traditional in organization, not necessarily traditional in the quilts that they 
make, although, primarily.  But for instance, all of the Dirty Dozen members 
who are art quilters, all except one, belong to that same guild.  So there are art 
quilters in this traditional structure you know.  So um, I belong to that guild and 
they do a show every other year, and you know I usually take on volunteer jobs 
and participate in that.   

 

PO:  How does the Seaside Quilt, how do the people who put out traditional 

work product feel about the people who put out art quilts. 
 

I: They have been very gracious.  
PO:  Really  

I:  Which I�m very thankful for.  I hear stories to the opposite effect um, and I 
was, no I wasn�t even doing traditional when I first joined.  I was kind of in that 
transition phase and they were very welcoming.  And as I have become more and 
more oddball they have been very gracious and complement me on my work and 
so I�m very thankful about that.  They do have an art category in their show 

that they have every other year.  So, yeah they are very gracious and that�s 

good.  And of course, there�s more and more art quilters the percentage you 

know of any group of how many are art quilters and how many are 

traditional the percentage of art quilters is growing, growing, growing.  It�s 

not like we can be overlooked. 

 
 
 
 
C/A ; 
GEN 
; 
MED 

PO: So now we are going to shift, I�m not cutting you off am I?  
I:  Nope  
PO:  Okay, in my research, I look at the social construction of femininity and 
stereotypes among women and women artists.  Have you noticed over the years, 
um, you�re 49, how your identity has kind of changed?  You know, what struck 
me was when I first saw when you did your show and tell piece um, I thought 
oh, I bet, it sounds like recently you�ve kind of been grappling with those issues 
of changes within your 20�s and 30�s and 40�s. 

 

I:  Yea, um I can definitely see changes in myself through the years but I�m not 
sure that they�re gender issues.  The biggest gender issue I had was at the age 
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of 17 deciding that I was going to be a professional pilot as a woman in the 

70�s and going to college and choosing something that was a man�s field and 

then working in a man�s field where maybe 10% of the people in the field 

were women.  So that was a huge gender issue was being in a male 

dominated area.  Um, I see growth in me, again I don�t think of it as a 

gender issue, but as you heard me explain that one piece at Arts Etc. the one 

called Woman Found where in my 20�s, and I think everybody does this, 

you�re like okay, how much of the stuff my parents taught me really rings 

true for me and I want to carry it forward versus inputs that I�m getting 
now from friends and spouse and other people around me you know.  Is it 
okay to have your elbows on the dinner table?  Is it okay to burp?  You know, 
I�m talking about manners but it could be any old thing you know.  I mean what 
rings true for me and what am I going to discard.   

F/G 
 
 
 
 
 
 
 
 
 
 
 
 

PO:  A lot of this imparted from your mom right? F/G 
I:  yes  
PO:  And so maybe talk to me a little bit about your mom?  

I:  Um, my mother is I say a southern belle because she is a very gracious 

southern woman who teaches a lot about avoiding conflict, serving others, 

um if you can�t say something nice don�t say anything at all.  These types of 

things and I was taught to avoid conflict and of course a lot of that is very 

valid but now here I am in a male dominated field and I think wow, if I was 

as diplomatic with those guys they would have thought I was wishy washy, 

instead I had to be super confrontational and super assertive for them to 

take me seriously. 

F/G 
; 
GEN 

PO:  You mean in the piloting kind of way?  
I:  Yes, yes so that�s when I began to question how much of these be nice to 
everyone rules do I want to maintain.  And that was the issue that I choose to 
focus on .  There could have been 20 million issues to focus on as you age but 

the one that I focused on was simply me speaking up for myself.  So then in 

my 20�s I didn�t do so much of that.   I thought, I�m trying to keep the peace 

and avoid conflict and so forth.  In my 30�s I have now realized that maybe 

that�s no longer appropriate and I�ve now formed my own opinions, they�re 

not necessarily the ones of my parents.  But I�m still uncomfortable with 

speaking up.  If I do present a conflicting point of view my blood pressure�s 

going up and I�m replaying it for a week afterwards and did I say the right 

thing.  It is very, causing me a lot of anxiety after the fact.  And then by my 

40�s I think okay, I�m probably getting over that.  If I believe in my opinion 

and it needs to be expressed I�ll express it.  I don�t like the fact that I�m 

causing conflict at that moment, that�s never pleasant but then I can get 

beyond it, I�m not playing it in my head and second guessing myself so 

much down the road.  So I see that confidence in me that has come over the 

years. 

F/G; 
GEN 

PO:  Why did you pick the form that sort of corseted shape to form why did you 
gravitate toward that form? 

 
 
 

I:  Let me stop and see if I recall that�.I think I wanted to show three  
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generations so I wanted three images that I could reproduce but make them 

somewhat different.  I don�t know if you remember but the waistline gets 

significantly thicker.  The waistline gets significantly thicker and again it�s 

somewhat autobiographical.  Yea she�s a little skinnier in her 20�s than she 

is in her 40�s.  I guess those are the main reasons.  There are some words 

written into those pieces and so I wanted that to be real subtle and to help to 

tell the story.  There is also some metal mesh stitched into those pieces which 
I�m not sure how successful that was artistically but my idea was that in the 20�s 
there were going to be sharp, crisp folds in the middle which means in the whole 
thing.  Accordion pleats here and there and it was going to be subtitled �Woman 
unfolding.�  Then in her 30�s now there undulating smooth forms and 
undulations.  Not sharp pleats just smooth like rolling hills.  That one was 

subtitled �Confidence emerging.�  And in her 40�s it is just a few little 
ripples and that one was subtitled �Woman found.�  So I wanted to keep the 
silhouette really simple so that those textural things that I had in mind would 
show up.  So that was part of the reasons why. 

F/G ; 

GEN 

; 

MED

; 
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MED

; 

F/G 

 

PO:  So language plays a big roll a lot of times in your art work.  

I:  Recently, I�ve become more narrative recently, I mean I showed you this 

Alzheimer�s piece and certainly that�s narrative.  That�s an old piece you 

know so I do have some occasional narrative pieces.  Right now I�m really 

focusing on that as I�m doing a series called �Body Language� which has 

actually got words, conversation stitched into the pieces but then of course 

the imagery itself is narrative.  It�s telling a story and I like that I think that is 
very powerful.  I�m not sure I�m deep enough to sustain that.  You know, a lot of 
my art is purely visual it looks good.  I want to do this thing that looks good.  I 
think maybe that comes from not having these art classes.  I�m focusing mostly 
on just the visual and the idea of adding secondary meanings and those kinds of 
things is somewhat neat.  We�ll see where that goes.  I�m having fun with that 
now, with the narrative.  Did I ever answer the question about the narrative?  I�m 
not sure whether or not I did. 

 

 

F/G ; 

 

MED 

PO:   Yes you did, I think when I go back and transcribe, from what I hear you 
say,  I think maybe you don�t, because in my literature review I write a lot about 
women�s �ways of knowing� and how their ways of knowing are different from 
men�s and so you do�.by talking about that one particular piece you talk about 
it.  I�ll ask you some more about it because it�s interesting that you are a pilot 
and Lauren Austin was an attorney and Valerie Goodwin talked a lot about it 
because she�s an architect and so she totally abandoned her fiber stuff ,  I  mean 
she would do the sewing stuff and her mom was this home ec. teacher at like 
Tuskegee or something and she abandoned it in the 70�s because I guess she 
would be perceived as some  (?inaudible?) or whatever and so it�s interesting 
that she brings it back into play but yet her work sometimes has a more 
masculine feel to it because it�s not so architecturally��� 

 

I:  And I thought of one other thing about the gender issue, I do think 

women are more attuned to relationships so these current pieces that I�m 

making with body languages where you show people interacting I don�t 

think you�d see a man making those kind of pieces.  They just wouldn�t 
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notice that that was noteworthy I don�t think.  Lauren and Valerie and I 

and probably every woman that you interviewed all had the ego, the self-

confidence to go into what was a demanding field, mostly a men�s field at 

the time and then now you see us having left that behind, and I by the way 

have given up aviation as a career just recently, and gone back to fiber art.  

So I can�t help but suspect that the same confidence that made us think we 

could tackle that first thing makes us think that we can tackle that second 
thing as a career.  That I suspect if you looked our life in general you would see 
that we are a little bit risk takers, or a little bit confident throughout life.  

 

 

 

 

F/G ; 

POL 

PO: That�s really interesting, how did being a woman first affect your 
perspective in the arts? 

 

I:  Again, since I�ve never been a man it�s hard to know since I don�t know 
which part is woman and which part is man. 

 

PO: Well, you picked up fiber, you didn�t go back to your mom�s painting.  

I:   But, that because that�s the medium I was familiar with so I came into fiber 
arts because of that skill set that I have, because that was the medium that I 
knew.  You know if someone had told me that I was becoming an artist I would 
not have believed that.  So it was a slow gradual progression. 

 

 

C/A 

PO:  So do you call yourself a fiber artist now?  

I:  I do usually say fiber artist, um, I think the term quilt artist is confusing 

to many people.  Because they can�t connect quilt and art.  So if I say fiber 

art they are confused but I have an opportunity to explain, so I say with 

fiber art I use fabric in a way that a painter uses paint, and I cut and place 

and pose and then I stitch it all together.   

C/A ; 
MED 

PO:  It�s tricky, the nomenclature and stuff because earlier it sounded like you 
differentiated fiber and art because fiber is often more prescriptive and art is 
more �� 

 

I:  Well, I differentiated, of course I forget what your questions was, something 
about when did I get interested in fiber and art, and like I said I was interested 

in fiber long before I considered it art or knew that I could do art or that I 

could do art with fiber.  So that�s why I made the differentiation.  I clearly 

think that fiber can be art and it is art.  But I don�t think that�s a guarantee, 

just because you work with fiber it is not necessarily art.  Just like to paint 
is not necessarily art it is just to paint.  Did I answer that? 

 

 

 

C/A ; 

MED 

PO:  Yes you did.  How did you first learn about women artists? You said your 
mom was a painter, what about other women?  I mean you knew about other 
women. 

 

I:  Just very vaguely, I don�t know.  I really know very little of that, very little of 
that.  I mean the email list that I hang out with is just the quilt art.  You 

know if they happen to mention an artist and I happen to go to their website 

well then I gain a little bit of knowledge but I�m not familiar.  I mean I could 
tell you who Georgia O�Keefe is but I have a very, very passing knowledge of 
arts and artists.  Or art history I should say.  A very passing knowledge.   

TEC 

PO:  Who was your first female role model or mentor in the arts and can you 
describe that experience of kind of learning with them?  

 

I:  I�m not sure that I have ever had what you would call a mentor in the arts.    AE ; 
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My mom is a huge supporter of me now and that�s great that she and I have 

that and it gives us an automatic topic of conversation and we get together 

and visit galleries and so that�s wonderful.  She was an early teacher, even 

though like I said she wasn�t using those terms and she didn�t think she was 

teaching me art and I didn�t think she was teaching me art but you know if 

we were arranging things on the mantel she would explain to me how they 

didn�t have to be even left and right and she would put something heavy 

over here and balance it with two something lights over here and she was 

teaching my asymmetrical balance without using those terms.  So certainly I 

did learn a lot from her and, let me just tell you one funny story.  I grew up 

on a farm, so my mom was raising four kids and she�s not getting a lot of 

social interaction.  You know, it�s church and the lady next door and so my 

sister and I were the oldest of the four.  She would share with us decorating 

things and cooking things, kind of like you were talking to your girlfriend so 

she would show us pictures in magazines�.look how they did this�look 

how they did that in an unusual way�.look how they took this wheelbarrow 

or whatever and she would show us these different pictures. And, I 

remember one time, I couldn�t have been older than 6 or 7.  Company was 

coming and she gave me the job of cleaning up the den area which was the 

play area for us kids and it was a multi-function room.  So I put away all the 

toys and then I looked at the room and carefully chose two that I thought 

would look good properly displayed on the floor.  I put them back on the 

floor very carefully with great thought.  She came back later and she said 

what are these doing on the floor, I thought I told you to put them away.  I 

said it�s like those pictures you showed us.  They always have things on the 

floor.  Well she had been choosing new flooring and had been looking at all 

of these pictures, you know like Armstrong flooring, you know how they 

shoot them from floor level and there is always some child�s toy or some 

dog�s ball or something on the floor that breaks up this very expansive 

floor.  Well I had seen enough of these that I though that�s how a floor is 

supposed to look.  So I must have seen a lot of magazine pages at a very 
young age to be drawing those kinds of conclusions.  So certainly I learned 
from her but again I certainly have not had what I would consider a mentor.  I�m 
very much self-taught.  I was flying airplanes full time and occasionally reading 
an article and doing some quilting so I�m very much self taught. 
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GEN 

PO:  Who lured you back into the field of arts quilts?  I mean was there a 
girlfriend or something that you thought�. 
 

I:  No 
 
PO:  Did you see a picture of it in �. 
 

 

I:  I did see, uh you know, I was getting the quilting magazine so you saw the 
winning quilts of all the winning shows and stuff like that.  I did see quilts that 
were art quilts, maybe before the term existed that were so phenomenal I did say, 
wow, I wish I knew how to do that.  But, I wouldn�t even know what class to 
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take, I wouldn�t have any idea of where to begin. 
PO:  So did you start just fooling around and pulling swatches?  
I:  I was intrigued by that you know, and began to look for these variations and 
take classes in those and then�one thing I did.  I don�t even know when this 
was�late 90�s maybe again in this transition period I had seen a lot of quilts like 
this one behind you with curves and things and I thought they were very 
intriguing and I didn�t know how to piece a curve.  So I learned how to piece a 
curve and realized I never wanted to do it.  It was a horribly tedious thing.  But, 
and this is the weird part, I decided that I would still learn how to design with 
curves because at some point in the future there was going to be an easy way to 
do it and I might want to do it and I needed to have that skill.  So I bought a 

book about designing quilts with curves and I did about the first four 

chapters of exercises, which were all about design and skipped the last 

chapters that were about this very tedious construction technique that I 

knew I was going to never use.  So that�s a little bizarre of me to buy a book 

knowing that I�m never going to use the technique but I knew the design 

implications were valuable for me.  Then later I briefly heard in a lecture by 
Carol Bart Folwer explain a construction technique that she uses for curves.  I 
said that sounds interesting and I went home and played with it and quickly 
mastered it and made this entire quilt with this now very easy to use technique.  
So, I guess what I�m saying is that I was feeding those artistic urges along the 
way even when I couldn�t see a clear reason for doing so.  You know, taking 
photographs just for the sake of taking photographs and maybe later they turn 
into a quilt and maybe they don�t but recognizing that taking a photograph is a 
valuable exercise for taking photographs. 

 
 
 
 
 
 
 
AE; 
MED; 
SE 
 
 
 

PO:  What was your initial lure to just plain fiber as a media?  You said earlier 
you started out sewing from clothing patterns and�. 

 

I:  So why did I start sewing patterns�..  
PO: Yes and why�d you come back into it after the pilot�.?  
I:  I think the reason I started�.., I mean I�m creative by nature.  I have to have 
something to do whether it�s composing a word document or whether it�s 
something visual.  Once I learned how to sew early on, around age 12 or so, I 

think my mother made that decision for me, I don�t recall �eight grade 
home ec. was required you know�.but I discovered I had an aptitude.  I could 
read a pattern, I could follow a pattern and figure things out and follow 
instructions and then my mom, of course it�s cheaper to sew clothes than it is to 
buy them so my mom paid me to sew my own clothes.  Fifty cents per half outfit 
or fifty cents for a shirt, fifty cents for a skirt you know, so this is a big deal.  So 
a) I�m getting clothes and I got to pick out the fabric and everything and b) I�m 
getting paid for it.  So it was a win, win situation and of course my mom was 
thrilled because she�s getting me cheap clothes so that was part of  or a large part 
of the reasoning was to get any specific clothes, they didn�t have the clothes that 
I wanted throughout high school.  

 

PO:  Did you ever go through a period when you stopped, like during your 
piloting aspirations and then go back into quilting again?   

 

I:  I kind of sewed clothes, I did I sewed clothes until I switched and starting C/A 
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sewing quilts so I never gave up fabric.  And then as I began to sew more 

and more quilting the dress making had less and less appeal to me, 

especially after I got into art quilting, the thing about the art quilting is that 

I�m solving every problem on my own, I�m making every decision, I�m not 

following a pattern.  If I�m making clothes I�m following somebody else�s 
pattern and that has kind of lost its appeal.   

 
 
 
 
C/A 
 

PO:  How would you describe your experiences when you�re solitary, when 
you�re working on the sewing machine? 

 

I:  I do have a little trouble with that because I�m very social.  I said to you a 
minute ago I�ve just given up aviation as my career so I was working through 
May part time teaching at the college level teaching pilots who are now 
becoming flight instructors.  I was teaching them in the classroom.  So they are 
pilots who are now becoming flight instructors and I did that every since my son 
was born, well I did it before actually, but on a part time basis every since my 
son was born.  Well now I stopped that in May, I had my summer off as I 
typically would.  Well he [her son] went back to school and I launched into 

what I consider my new part time job which is the art quilting so now I�m 

dealing with that very question, how do I spend my time home alone all day, 

how am I efficient, how do I give myself enough interaction so that I�m not 

getting cabin fever and so forth.  What I�m finding is that because I�m doing 

more than sewing, I�m also trying to run a business, there�s a lot of different 

aspects involved so when I get bored with one or lose my creative spark with 

one I can switch to the other. 

SE 
vs. 
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PO:  How do you mean like run business? 

I:  So for instance, I have a website, the website has to be maintained, I 

teach classes, I have to create the class, create the lesson plan, create the 

description that the person is going to use to market the class, create the 

supply list, write the contract.  You know there are those business sides of 

teaching.  I send out a teaching newsletter so I have to compose that, send that 
out.  I enter shows so I have to track those, which ones do I want to send it takes 
me at least an hour I figure to enter a show, get the slides together, write the art 
work statement.  That�s before I get accepted, before I go to the post office and 
ship the quilt.  So there�s many, many, many aspects if it is going to be a 
business as opposed to just making quilts.  I am finding that that works very well 
so being very left brained, black and white, pilot mind sets I find that I can�t 
necessarily sustain that creativity for long periods of time.  I hear people say that 
they go into their studio and work for eight hours well you know I can maybe 
paint fabric for eight hours but I can�t really come up with new ideas and 
compositions for eight hours.  I�m good for three, four, maybe five if I�m really 
excited about the thing and then I need to walk away and read my email or do 
something, or read a magazine, now I work on my website.  Do something 
totally different and then come back to it the next day.  So that�s kind of how I 
keep myself entertained is by switching activities.  And, I�m not trying to do it 
full-time, I decided that I left a part-time job I�m not taking on a full-time one.  
I�m doing it part-time, more hours than I did before with my teaching but I�m 
trying to schedule in plenty of time for lunch with my girlfriends and those 
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things too so I�m not getting too show crazy.  So, I�m about two months into my 
self-employment or as my husband calls it my un-employment.   

 

 
 
 
 

PO:  Did you pursue this because you wanted to ..where you more interested in 
self-satisfaction of working in a right brain field or was it more of an economic, 
are you striving for more economic��..? 
 

 

I:  Well, of course once you get what started as a hobby, art quilting, and have 
more and more passion about it.  Pretty soon your subscribing to all the 
magazines and your going to bed thinking about it, it is just consuming your 
thoughts and you become passionate about it or at least I have, so I�ve always 
had it in the back of my mind that it sure would be fun if I could do this for a job 
and that�s kind of always been there.  Meanwhile, another thing that was a reality 
is that I have not actively instructed in an airplane since my son was born 13 
years ago.  So even though I�m flying an airplane occasionally I need keep my 
skills up I did not have some of the new technical skills.  Actually, my students 
knew more than I did in certain technical aspects, things that were outside the 
scope of my course but that were new since I had come along.  So, I knew that at 
some point not flying everyday I was going to be too rusty to teach that class and 
this past semester there was just so much change and some new things that came 
along and it was like smack upside the forehead okay we�re here.  So it was time 

for me to either put in a lot of effort to gain some new skills and regain some 

old skills or just decide that it had run it�s course.  Emotionally it had 

definitely run it�s course for me.  It was becoming stressful to me.  Am I 

going to remember this stuff, what was that rule again?  Stressful to me 

instead of passion.  So I was ready to leave it behind and my husband was 

not too thrilled about losing the income, but has agreed that I can try this 

for a year and a half, I don�t expect to make a lot of money in a year and a 

half, but at the end of a year and a half perhaps we can predict is this a 

viable part time job for me?  Or, is it not?  But not having the attitude of 

I�m going to make this work or die trying.  You hear a lot of artists say 

unless you are willing to give it your all don�t even go there.  I want to work 

it hard, I want it to be a valid experience so that if I fail or don�t fail I did 

was appropriate but I don�t want to sacrifice my family, my family time, 

and even that social time with the girlfriends and working out at Curves.  

You know I want to have some flexibility but I don�t want a full time job. 
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PO:  What was it like juggling motherhood and your creative impulses?  What 
hasn�t been juggled? 
 

 

I:  That hasn�t been a problem of course, I have one child if I had had three or 
four that might be different, um, the biggest challenges where probably logistical 
ones.  When my son was an infant I was designing in the family room which met 
he could get in there he could get access to pens and scissors and one day the 
iron fell on his head because he wobbled the ironing board, he was okay but 

 
 
 
 
 



 

 

 

207 
  

those kind of things like finding a way to work up high or work in a different 
room.  Just how great is it to be able to leave it out just to walk back in and have 
it ready to go.  So that was a little bit of a challenge early on in a different house 
when he was 3 and I�ve always said the best part about my studio is the door that 
closes.  So you can leave a big mess in there, just close it off, there�s no danger 
to a small child, nobody else gets to see you mess and you walk back in there 
and it�s immediately available to you.  I do tend to stay up late and work after 
both he and my husband go to bed.  Both he and my husband go to bed about 
9ish so after that I have another two or three hours to work so that works pretty 
well.  So I haven�t had a big conflict, I am very fortunate in that way and 
actually my son is a big fan.  He likes to help me name things and he is an 
admirer of my pieces.   
 

 
 
 
 
 
 

PO:  Have you ever experienced discrimination as a fiber artist? 
 

 

I:  My brain really took me to aviation where the story is but, I have to stop and 
think about that.  Not that I�m aware of, and I�m sure you�re asking me from 

a female perspective but I would go on to say that I think fiber arts in 

general have been looked down upon or not viewed as art even 10 years ago 

and now I think we�ve are right at the point of being the favored child or we 

are on the brink of being the favored child so this is a very opportune 

moment. 

 

 
 
 
C/A ; 
 
POL 

PO:  Why do you think that�s happened?  
I:  Good question, I don�t know.  I think there are some really interesting art 
quilts and fiber arts going on so as there has been more of it and it�s gotten more 
exposure, big names like Nancy Crowe, Yvonne Proschella, and Holly Shatline 
are doing phenomenal work that is selling for tens of thousands of dollars that 
has certainly caught the attention of some of these curators.  There�s more art 
quilters in a guild, there�s more art quilters in general, there�s more fiber artists 
in general.  It�s a saturation issue or something, it has a novelty issue you 

know if you�re a gallery owner and 95% of the people that walk through 

your door paint, you�re interested in the sculptors, and the basket makers, 

and the paper makers because you are looking for something that is diverse.  
So I think it is actually working in our favor right now.   

 
 
 
 
 
 
 
 
C/A ; 
MED 

PO:  Suppose that you are a newcomer to the fiber arts field.  What would be 
your incentive to join a fiber guild or collective?  You know that you were 
talking about how Arts Etc. doesn�t have ��.. 

 

I:  I would be greatly inclined to join a group, even a group that was not 

working super efficiently because it would be so thrilling just to be around 

like-minded people.  So I would be joining up to tap their brain so that I can 

show my work to somebody and they are excited about it because they have 

seen stuff like that before.  I just think that�s very confirming, validating to 

be around people who think in a similar way. 

 
 
GE; 
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PO:  So sort of a social solidarity not so much necessarily the classes that teach 
you technique, etc. 
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I:  Exactly  
 
PO:  Are you aware or did you participate in any feminist art movements from 
the 1970�s to the present? 
 
I:  Vaguely 
 
PO:  But I would call you a feminist, what about any social, political, were you 
ever involved in any kind of �. 
 

I:  See, I don�t see myself as a feminist at all. 
 
PO:  Really? 
 

I:  I see myself as a confident woman but .. 

 

PO:  So, how would you define, what�s your view on feminism? 

 
 
 
 
 
 
 
 
 
 
POL*
**PO
L 

I:  If a feminist is one who wants equal opportunities for women and equal 

recognition and equal pay and comparable opportunities then yes I�m a 

feminist but I want those same things for blacks, Hispanics, my son, my 

daughter, my husband.  You know I want fairness all around.  I don�t focus 

in on feminist issues just like I don�t focus in on pet issues you know what I 

mean.  So I don�t know how do you define feminism? 

 
 
POL 

PO:  Oh, same way I don�t see it at all as segregational in any respect.  It�s just 
interesting in same ways, I think to some folks it�s just sort of a dirty word.  

 

I:  It does have some negative connotation in my mind, for instance I�m pro 

life.  A big feminist issue is pro choice.  So, I automatically get a little bit of 

hesitation if I hear that word applied to me because I�m like, well I don�t 

believe in that.  Of course that�s one of the many issues.  It is certainly one of 
the social issues that a feminist might have different viewpoints than I have. 

POL 

PO:  But you know it�s interesting, because your, and I think you kind of 
underestimate to be a pilot and I was going to say�� 

 

I:  Now in that regard clearly, you ask me if I have discrimination issues, 

well I can tell you some about flying that happened to me and my friends.  
And again one that worked against me and another one ten years later where I 
had some women on staff that worked for me either way I am not for affirmative 
action because I want a level playing field.  I don�t want special privileges 

because I�m a women.  I should be for that but I�m against that.  It doesn�t 

seem fair to me.    

 

 

POL 

PO:  It�s interesting that the world of piloting you know juxtaposed with the 
world of fabric where you are so accepted and you really have to fight, fight, 
fight over here on this side.  With the world of fiber did you ever experience 
discrimination when applying to a fine arts gallery and getting turned down? 

 

I:  I am just now moving away from the quilt venues and more into the art 

venues so I don�t have a lot of experience with that.  I did have a solo show at 
a local art museum about a year ago which I was thrilled with and I thought that 

C/A 
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was prestigious for someone just moving along.  I walked through a gallery one 
day and happened to mention that I was a fiber artist and he invited me and my 
friends to come see a show without even seeing our work which goes back to 
what I was saying a few minutes ago about when they hear fiber artist their 
antenna goes up.  I walked through a coop the other day and stopped to have a 
conversation and they said oh you�re a fiber artist.  We are looking for fiber 

artists, we are not taking any more artists unless they are fiber artists or 

sculptures.  We are looking for something different.  They practically 

invited me to join the coop without even seeing my work.  Again fiber is 
very hot.  I haven�t had enough experience putting myself out there to have a 
record of acceptations or rejections or to feel discriminated against.  Hopefully 
not, I�m not planning on being discriminated against, how about that.  I�m just 
assuming they are going to like me the way I am.   

 

 

 

 

 

 

 

C/A 

PO:  Has your art work ever been political?  If so can you describe it�s meaning 
for you? 

 

I:  I made two pieces, post 9-11 but I don�t think they were political.  They were 
more social.  They were both from the perspective of one year later how 

much has our nation healed and in both of them I depicted partial healing 

so that�s more of a social emotional issue it did not address terrorism or 

politics.  So I would say no my pieces are not political. 

POL

? ; 

SP? 

PO:  In the Alzheimer�s piece you said that in some folks it really engendered, 
not anger but kind of a sadness that they maybe they were anger at kind of how 
their �. 

 

I: I think anger is maybe the word.  The sweetest woman I know walked up 

to me crying and said why would you make that?  And clearly, although she 

expressed it very sweetly it was clearly an expression of why would you 

expose me to that?  So now I know to give warning before I show that quilt.  

Before I show the back you might want to step out of the room because it is 

very, it hits close to home. 

 
POL?
SP? 

PO:  When you think of political art work do you ever think of that quilt?  

I:  I don�t again I am more social it�s not making any judgments about the 
medical care he got along the way or anything like that it�s just�.   

 

PO: What about stuff like stem cell research and whether or not �..  
I:  That�s a stretch to make I mean certainly stem cell research could relate to 
Alzheimers but does my quilt address it no I don�t think so.   

 

PO:  But it does kind of address the ravages of Alzheimers? POL

? 

I:  Certainly it does, if somebody wanted to advocate stem cell research and 

they wanted to display my quilt to help their cause would it help their 

cause?  Perhaps it would.  Now I don�t happen to be forced into all these 

things but I�m just saying yes you could make that connection if you wanted 

to but it�s not one that I intended. 

SP? 

PO:  Do you think that as you progress in your art work do you think that you 
will be in to more political issues? 

 

I:  I�m just not a very political kind of gal I can see myself veering more into 

social issues and then back into emotions and relations and there again the 

POL

?SP? 
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body language series. 
PO:  You�re not confrontational  

I:  There you go, well actually you�re being too kind because I think I just 

don�t have very many opinions on those things.  If it doesn�t affect me 

directly I have a tendency not to get overly involved with current events or 

politics and so forth. 

 

 

 

PO:  What are your thoughts on more radical sort of artists if you want to lump 
Judy Chicago in there and that kind of stuff? 

 

I:  You see I haven�t seen her work I�ve just heard of it.  So I may have a hard 
time addressing that but in general I would say I have no problems with an artist 
depicting a point of view whether it is political or social as a matter of fact I 
think that is a one of the great things about art.  As a matter of fact I am 

making a piece I said I was pro-life, I am making a piece right now that 

depicts a pregnant woman, maybe with a title �New Life� that gives a little 

hint that Ellen Lindner is pro-life.   

 

 

 

 

POL 

PO:  That�s political  

I:  That is political so there you go you got me.  I�m political.  You�re right about 
that it is political, isn�t it? 

 

PO:  What should be the role of art criticism as it pertains to your art and the 
larger art world?  Do you all do critiques in Dirty Dozen? 

 

I:  No, we tried that one time.  
PO: And how did it go.  

I:  No one in our group has any art background and in Arts Etc. they tried 

this too.  Without art background our critiques tend to run along the lines 

of �I like the way you did that� �I like that� �Oh, I like this piece� �Oh, I 

like the colors.�  Maybe there will be some negative comment, usually not, 

but if there is a negative comment it is so raw that it�s like there is 

something that is bothering me about this.  So either the positive or the 

negative is not helpful to you.  I would love to have a legitimate critique, Ned 
Wirt did that by the way.  

 

 

 

GE ; 

SKII

? 

 

 

PO: What did his critique tell you?  
I:  He was very good he would go around the room and look at the different 
stuff.  If it wasn�t working he basically would tell you that it�s not working but 
not tell you why, which was kind.  Maybe in another environment he would have 
done it differently.  Maybe if we were college majors he would have told us 

but here we are these fragile quilters so he�s being nice to us.  But if it 

worked he would expound on why it worked so you learned from that.  So 
remember after day one I had done two pieces and one of them I thought was 
great and one I thought was so horrible and I walked in the next morning and he 
was standing there staring at my board and I walked up to him and told him I 
thought one was good and one was not and he said well I agree and you better 
tell me which is which so I can see if we are on the same page.  He agreed and 
he said you missed the mark with that one and then he tells me what�s good 
about the good one and he would just do that over and over.  He would go 
around the room and go no that�s too easy, no you missed the mark on that one, 
no you tried a little too hard on that one, no you overdid that one, that one 
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sentence, and then the one that�s working next to it he would always find 
something positive to say any artist that he was working with, something 
positive to go with the negative.  However, I really liked the way you did such 
and such on this why don�t you consider working those edges a little bit more so 
you can get those edges to interact with the piece a little more.  So he would 

give you a very wonderful critique about what was working and if it wasn�t 

working he would just say very broadly that it wasn�t working, very 

broadly if at all.  That was really useful and it didn�t bruise your ego at all.  

I�d love to have a some valid critique thought but neither of those groups is 

set up to do that.  

 

 

 

 

 

 

GE ; 
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PO:  Do you like your critique coming from somebody who�s got a fiber 
background or do you care if your mom comes in, do you appreciate her 
opinion? 

 

I:  I don�t care so much about the fiber.  As a matter of fact if they�re a quilt 

artist they will very often address your workmanship before they will 

address your imagery.  Which is so backwards to me.  So they are saying oh 

you have done a really good job with that, oh like the way you did your quilt 

technique, oh your quilting stitches are really nice right here.  I want them 

to stand across the room and go wow what drama, wow what symmetry or 

you know I want them to get the whole image and sometimes they just go 

right to the details because that�s the whole quilt mindset of what is going to 

be judged in a show and so forth so I very much value the opinion of the 

non-quilters or the art quilters.  And my mom would never say anything 

bad of course. 

 

 

 

CA  

PO:  What about folks like Judy Chicago, or do you have folds in Dirty Dozen 
who do stuff, who use fiber as kind of a political tool? 

 

I:  There was a gal in Dirty Dozen who did a piece that was derogatory toward 
George W. Bush and the Iraq war and the ban on gay marriages and a lot of 
those types of things and I had no problem with it whatsoever even though I 
disagree with her on pretty much every one of those issues I have absolutely no 
problem with her depicting those in a quilt.  Than the issue in her mind was, I 
don�t think I can display this at our local exhibit, the exhibit that we are going to 
see today which is at a local quilt shop.  And certainly, if it had been some 
graphic homosexual thing we would have agreed that that was not the right thing 
but it was very subtle I mean we had to look hard and study it to even recognize 
some of the imagery.  I mean her gay image was two people holding hands 

we had to look to tell that they were two men so it is very subtle imagery.  

She was like, I don�t think I can put this up in here and we were all saying 

yes you can.  When we told her to include it she didn�t include it because she 

thought that it was going to offend people.  And maybe she was right, I 

don�t know but certainly I don�t have any problem with it.   

 
 
 
 
 
 
 
 
 
 
 
POL 

I:  Why do you think there is the alignment of controversial political issues with 
women involved in fiber art with the Iraq war and other issues? 

 

PO:  I think it�s not just women, Art is automatically, I just lost the word I 

was going to use, it�s automatically creative but it�s automatically your 

story, your representation.  Like me with the Alzheimer�s quilt, why on 
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earth would you do an Alzheimer�s quilt, well it�s just what was in my head.  

Well if you�re anti-Iraq war and it�s time to make a quilt then that might 

show up in your quilt I mean it�s just a continuation of that internal 

conversation or narrative that any artist is hopefully putting into their 

work.   
I:  What�s your take on the aids quilts?  

PO:  I think it�s a great idea  
I:  Why quilts though?  

PO:  As opposed to other mediums, well certainly it�s very powerful to call 
attention to that issue as it would have been to any issue that it was applied.  
Very huge, I�m guessing it is easier to ship to shows that glass sculpture.  But 
also, I think it�s obtainable, for instance it�s friends of a deceased person 

perhaps who are going to make a panel in memory of that person and if you 

asked them to paint an oil canvas they would all be intimidated but if you 

ask them to fuse some fabric down and maybe paint the background make 

it a scrapbook page that�s done in fabric that�s obtainable, that�s do able to 

mainstream America and so they are able to participate.  Whereas if it had 

been high art they might not have been.   

 

 

 

 

 

C/A 

I: That�s interesting, I asked that question to one woman in Tallahassee and she 
was saying something about the tactility of fiber itself and that it�s so touchable 
and tangible and the whole concept of a blanket, of putting it over your loved 
one and that�s why, that was her hypothesis of why they use the quilt media. 

 

PO:  Well, I�m not such a deep thinker.  People are always saying you know, 
and I do think quilts are very tactile and very engaging for that reason you know 
but the whole idea of it being a symbol, sort of like a blanket but now it is 
hanging on my wall and that gives me comfort because it is sort of like a blanket 
I�m just too much left brained to go there.  I don�t disagree that that might be 
true for some people but my brain doesn�t think that way.    

 

I:  What do you see as the allure of fiber art for younger generations of women?  
Why do you think younger women would want to come into the field or be 
inspired? 

 

PO:  Of course the fabrics themselves are just so phenomenal automatically, 

it�s almost like cheating to take these gorgeous fabrics with gorgeous prints 

and be able to work with them and rearrange them so they are very 

engaging.  You know if I walk into a quilt store and see bolts and bolts of 

gorgeous fabric versus tubes of paint which one is the more engaging to the 

mainstream.  Oh it�s these fabrics, these fabrics are engaging to things I might 
want to do with them.  So the fabrics and the materials themselves are just very 
appealing.  Again the tactile nature of working with them and cutting and placing 
and assembly.  And certainly now if fiber art is going to become more acceptable 
then there�s going to be some opportunities and some venues for fiber artists. 

MED 

I:  Do you currently serve as a mentor or as a role model to a younger female 
artist? 

 

PO:  Should you?  Are any of those Dirty Dozen women younger than me?  I 
don�t want this to sound egotistical but I�m kind of the mover and shaker of 

the Dirty Dozen group.  I�m the founder of it, it was my idea and I run the 
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business meetings and I�m the first one to venture out into the art world and 

have shows and do the business thing.  So I think perhaps there is a little bit 

of a role model thing going on there.  Although Dirty Dozen if very much of 

a play group, we are not a business group.  We try to stick to that.  So 

maybe there�s a little bit of a role model thing going on there.  I do a lot of 

online role model thing, advice giving.  Email is kind of my primary activity 

when my brain is tired from the previous activity I go check my email and if 

someone is asking for advice I will give it and then maybe we�ll strike up a 

conversation about portfolios and approaching galleries, where to get a 
good business card, things like that.  There are probably some folks online 
whose ages I do not know who would say that I have been a mentor or certainly 
an advice giver, helpful to them, so in that regard I have done it.  I don�t know 
any other local young ladies who need my advice, there may be some out there. 

N ; 
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I:  Even teaching a young lady to sew, I would kill to have you out there.    

PO:  I�ve done some things like that.  I�ve worked in the public school making 
quilts with boys and girls. 

 

I:  What was that like?  
PO:  It was so much fun, and I was teaching 5

th
 graders and the boys had 

not learned that it was a girl thing so they had just as much fun as the girls 

and I let them design themselves and pick their fabric and we helped with 

some things like cutting just to expedite it.  They sewed it, if they messed it 

up we made them unsew it and put it back together.  Great, great, great 

response and then that teacher just continued to do it every since.  I was one 

of the major people who helped her get it off the ground in her first year but 

she has done it every year since.  So they were making 9 quilts the first year 

and gave them to a local children�s charity.  Every year they�ve done that.  

They have given them away to some children of abused moms or homeless 

shelter or something like that.  Something that benefits children.  Of course 

it�s great for the kids.  As the teacher says to me, they are not only learning 

some math skills and some tangible educational things but also not every 

kid is good at science but they can be good at sewing and then that helps 

their self-esteem so I helped with that.  I also helped with a home schooled 

group, get them off the ground sewing so I have done some of that in the 

quilting vain I don�t do so much in the art vain. 

F/G ; 
AE 

I:  I think there are probably so many things you do that don�t even bubble up to 
the surface.   

 

PO:  Oh I do career day you know, now that�s fun, career day we will be talking 
about the airplanes and then we will start talking quilts.  You know, stuff like 
that. 

 

I:  Have you participated in any other, I call them female communities, because I 
write about sort of female communitarianism and the whole concept of whether a 
true community exists and I try to encapsulate these kind of art worlds or fiber 
guilds as sort of a community.  Have you participated in other kind of female 
communities like church groups that are all women? 

 

PO:  Yes, I am very involved in church and from time to time will hook up with 
a special group of gals.  For years I met up with these gals who were into scrap 
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booking, we all did scrap booking and we would meet once a month.  Now our 
focus was scrap booking but we were all Christians who went to the same 
church, we were all raising children who were the same age so there was an 
awful lot of conversation going on at that table that had nothing to do with scrap 
booking.  So that�s a sense of community and we would travel and go on scrap 
booking vacations together so that probably falls into your area. 
I:  Yes it does, can you think of anything else?  
PO:  My mom and my sister don�t count right?  We go on vacations together.  
I:   Oh no, they count.  
PO: We go on vacation together once a year for a mother/daughter weekend.  
That�s great fun.  We hit all the galleries and do all the stuff that the men can�t 
stand.  Go to the restaurants with atmosphere, that kind of thing.  And there is 

certainly a lot of camaraderie in through my quilt groups the Dirty Dozen, 

and the Art Quilt group.  I do a lot of my socializing by email.  It�s a social 

thing for me. 

 
 
 
GE; 
SKI 

PO:  Do you all have like an eating time at Dirty Dozen that is more social 
where more chit chat goes on? 
 
I:  We pretty much go out to lunch every time afterward and it�s whoever can 
join in.  So one day it might be two and one day it might be ten you know. 
 
PO:  So are there different layers of conversation? 

 

I:  Absolutely, when there�s ten you can�t even talk to everybody at the table of 
course but when there�s two that�s a lot different.  But anything comes up in that 
conversation, you know we have a lot of diversity in the group.  You know 

there�s certain hot topics that we�ve got to stay off of like the war in Iraq 

but a lot of political difference, religious difference, you know one girl is 

Jewish and couple are Christians and there are a lot of in between, they are 

not affiliated with anything you know so if we talk religion it is usually in a 
non personal sense.  Some of us have young children, some are single, some are 
divorced.  It�s a very diverse group actually but with the fabric drawing us 
together.  We get along so well, we are really blessed.  Because we go on this 
two day retreat every year and we are in close quarters but we get along so well, 
which makes it great. 
 
I:  Where is the retreat? 

 
 
 
****
POL*
**** 

PO:  Where we�ve been going is one of the members owns a tri-plex which is in 
Cocoa Beach and we go in summer which is off season and rent either two or 
three of her units there and move all the furniture out of one of the living rooms 
and set up tables so we can all sew in the same space.  Everybody brings there 

own breakfast and lunch and we eat out for dinner and we always do a little 

group challenge which you will see today when we go to the show.  So that�s 

just great fun and it�s a big bonding time even though you are bonding at 

the meetings and at lunch to be together for two days is just different.  So 

we are really, really lucky that way.   

 
 
 
 
GE; 
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I:  How long has Dirty Dozen been in existence?  
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PO:  I�m trying to remember that, this is our third show so it�s either been three 
years or four years.  I think it�s been four years but I�d have to let you know. 

 

I:  What made you decide to, I mean why did you start the group? 
 

 

PO:   Well, I was belonging to this group that was mostly traditional yet I 

was doing art quilts and I knew there was some other art quilters out there 

you know so I had heard of these little art groups that meet and kind of play 

together and thought just what fun that would be instead of doing all this 

experimentation on my own to get together.  So I invited like six art quilters 

that I could identify from our guild to come here and have a meeting and 

let�s decide do we want a group, what would we like it to be like, do we want 

to talk about business, do we want to just play blah, blah, blah and we 

created the group.  The funny thing is that we capped it at 12 because we 

didn�t know where we were going to meet and if we ever had to meet in 

homes 12 is probably the max we can go so we capped it at 12 and thus 
came the name the Dirty Dozen.  The funny thing is there were 8 of us in that 
initial group and we went around and around about how we were going to get the 
last 4 members.  We are going to have to make it invitation only because as soon 
as the word gets out about this group everybody is going to want to join and we 
are just not going to be able to let that many people join.  Did another four 
people want to join, of course not, and so we had this big mechanism in place by 
invitation only because how else could we do it fairly and it wasn�t real popular.  

Well of course since then it has become real popular and now we have a 

waiting list.  And of course there is no audition, it�s not invitation only in 

more we couldn�t even get 12 art quilters, there were not 12 art quilters in 
Melbourne when we started it and now we have a waiting list and there is 
another group that has more members in it than we do so that means the number 
of art quilters in Melbourne has tripled in the last 4 years that we�ve been in 
existence.  It is defiantly more of the art vain and not so much of the traditional.  
But that�s how it came down it was just me needing some socializing and 
wanting to play.   

 
 
GE 

PO:  So Mary Dyer is part of the Dirty Dozen right?  Are you all the only two 
that overlapped into Arts Etc.? 
 
I:   No I think Diane Smith is also a member and I think there are two more that 
are about to join.  So there will be some more overlap. 
 
PO:  Are they joining because they are interested in the marketing stuff or are 
they interested in the �� 
 

I:  I think so, this one gal just joined, Elizabeth I haven�t even asked her but 

I think she�s joined because of 1) that business class, and 2) the professional 

photography both of which are being offered this month.  Two weeks from 
today.  That�s my impression but I don�t know for sure. 
 
PO:  Yea you know Suzanne I interviewed her and then she resigned. 
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I:  So what�s with that�..it has some growing pains that group is only 2 

years old.  We did a lot but the first year had some real growing pains.  We 

did a lot of reorganizing a year ago there was like not hardly a plan or 

anything so we came up with bi-laws because they had said we don�t want it 

to be loose and here we had 50 people and you are offering classes and 

money is changing hands you really have got to have a little bit of structure.  

So about a year ago we upped the number of officers and came up with job 

descriptions for the offices and came up with bi-laws and we still need more.  

Not necessarily more organization but more efficiency within the current 

organization I think.   
 

GE 
 
 
GE 

PO:  So it�s an efficiency issue? 
 
I:  I think so 
 

PO:  What would make things more streamlined?  Is it a personality conflict 

among officers?   

 

I:  Not that I�m aware of, I think we tend to get a little too long winded on 

personal issues at the beginning.  Now who�s going to hear this? 

 
 
 
 
GE ; 
SD 

 
Who? 
 
 
 
 
 
 
 
OC 

Sabrina is the guild�s youngest members and she is also guild 

president. She also worked as a public school art teacher for four 

years, and now still teaches, though has decided to embark on a 

career as an independent artist. To make ends meet, she works 

part-time as an art teacher at a Lutheran school and as a 

bartender on the weekend.  

 

Suzanne has long blonde hair and wears teenage-ish surfer 

clothes, which works well with energy level and enthusiasm�she 

reminds you of a gymnast�spunky, petite, and in-shape.   

 
When? 
 
OC 

Saturday September 9, 2007 at Suzanne�s home on Merritt Island.  
 
I arrived on time, an hour South of New Smyrna Beach, but Suzanne 
had to rush to the restaurant that she bartends for a meeting. So, I 
waited for almost an hour, talking to her husband about her, her art 
work, and her life. It was good background experience.  
 

Where? Suzanne and her husband bought an old-style Florida house on a 
canal adjacent from the island. It has a wide porch for bird watching 
and shuttle launches. Her husband offered bagels and coffee while we 
talked. 
 

Why?/OC Suzanne was a natural choice to interview for many reasons: 1. guild 
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president, 2. youngest member, and 3. art teacher. Also, Sabrina has 
decided to quit her more stable income job in pursuit of a dream. 
When I asked her if she was willing to serve as a participant / 
informant / interviewee, her first remark was that she did not sew. I 
explained that this was fine (actually made it more interesting- as that 
stood apart from the others), as I considered fiber inclusive of paper 
and more multi-media.  
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PO:  Can you describe your earliest experiences with art?  It can be 
formal, informal, it doesn�t have to be fiber art related. 

 

  
I:  My earliest, you mean like as a child?  It was funny because I would 
say that my parents saw me as kind of a child prodigy for art.  I would 

say that about third grade or so I started showing signs that I was 

really interested in art and my mother especially decided that I 

should take private lessons in art.  And then even into my high 

school years, from about third grade through my high school years 

all I did was take art lessons.  I took art that was like my thing.  My 

mother, I asked my mother about it and she said she just wanted to 
pair me up with people with like minds.  I find that hard to believe 
because it was always art it was never a sport or anything like that.  But 
I liked art, it was really good.  As a matter of fact when I was in Junior 
High I would actually go to the outside art shows and I would set up my 
little stand and I would be with all these other artists.  So like with the 
Winter Haven art show and things like that because I grew up in Winter 
Haven.  That�s what I would do, I mean I had no fear about it either 
[OC: Like Elizabeth].  Mainly I taught myself watercolor I thought that 
was like the easiest thing for me, watercolor.  I had some really great 

teachers, especially in high school.  Lucia Taxdal, if you know 

anything about Lakeland and the Lakeland Museum of Art there is 

the Taxdal wing of that museum.  She has a great collection of pre-

Columbian Art that she has donated to the museum.  Well, Lucia 

Taxdal, I�d go over to her house because she lived down the street 

from me and she would teach me how to draw and do these very 

advanced drawings and stuff like that.  So that was, I mean it was a 

real privilege.  But I was always trained that art won�t make you 

money so I went into interior design.  So anyway, to get back to your 
question I�ll go back into that later, from very early on I would say that 
that was my personal experience dealing with fine art.  I really think that 
as a young child living in New York City, I was born in New York City, 
and just all the fabulous field trips that you get to go on and being 
exposed to art and things like that, I was really influenced by that and I 
think that really stuck with me.  I think that was my biggest influence 
and that really stuck with me and I think that just carried on later on.    

 

 

 

M/R 
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PO:  Did you go to public school?  

  
I:  I did, actually I went to public school at the very beginning but about 
the 3rd grade, ironically enough when I started getting into doing art on 
my own, I started going to a private Episcopal school and I went until I 
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was in about 7th grade.  Then I went back into the public school system 
out of private school.  

  
PO:  What were your public school art experiences like?  For instance 
when you would have private lessons. 

 

  

I:  Well I was always in AP and I was always very active.  When I was 
in high school I was president of the art club and stuff like that.  And 
back then you could take a million art credits and that�s what I would do 
and I found myself getting a little burnt out because as a child prodigy I 
had been doing it for so long I kind of like lost direction.  I kind of like 
wanted to socialize and stuff like that.  Even though I was still going to 
art shows winning ribbons and stuff like that.  I really could have 
applied my self a little bit more but typical high school, I wanted to go 
out and socialize more than anything.  Not very interested in my regular 
academics so art was at least a release for me, I knew I was going to go 
to art.  But it was nice because I started getting into other mediums, 
especially colored pencils and it did expose me to other mediums so that 
was good because I was stuck in this water color rut for so long.  But 
that was pretty much my experience.  It was nice with the private 
lessons because I learned very intricate, advanced, technical things that 
a one on one person can teach me.  Drawing in prospective, drawing in 
proportion, things of that nature.  But when it came to my AP classes, I 
kind of, it was like here�s an assignment now you do it on your own, but 
really that would be �.but I think that was probably the biggest 

difference was that I really learned more advance, in depth things 

in my private lessons versus my public school lessons.  And you 
know I would have 3 different types of art classes during the week and 
it was very interesting but I think I really appreciated my private stuff 
more because I was really into that. 

A/E 
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PO:  What about college art experiences?  

  

I:  As for college, because art to me, I knew I wasn�t going to make 

money as a fine artist.  And you know back in the 80�s that was my 
mind set.  I graduated in �87 and I went right into college and I went to 
the American College for the Applied Arts, a fashion school.  I went 
into interior design because I thought for sure, it�s a horrible way to pick 
a career because I thought that I could have a business for myself.  That 
was the only way.   You know there was no rhyme or reason just that I 
could have my own business.  And I really didn�t have a lot of guidance.  
I think that was the toughest part, you know moving to and growing up 
in a small town in Florida I didn�t have the cultural direction and even 
though I had great teachers like Lucia Taxdal I don�t think I had great 
peers as far as �Oh, you�re an artist.  You can go be a fine artist if you 
get a Fine Arts degree.�  So I felt that I had to get something 
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practical too so I could make money.  Interior design was pretty 

interesting because I got into computers and computer drafting.  I 

also enjoyed interior rendering as well so I really took an interest in 
that.  Now I also spent a year, I do believe it was my sophomore year in 
London and that was really interesting to me because of the art history 
and seeing all of that I think that truly inspired me and kind of shook me 
to the core because I thought okay, fine art.  There is a life in fine art.  
And in interior design I worked in it for 7 years and I was like, not, I 
don�t have the personality for interior design you know.  I�m not, I have 
no patience with a Dimwitty housewife.  I was living in Atlanta and I 
had no patience for a Dimwitty housewife trying to pick out wall paper 
you know, now I had been exposed to fine art in London and you know 
now I see that fine art was the way to go.  But still I was always the 
breadwinner of my household and I always felt the need to make 
money, I don�t know if this makes any sense, I always kept art on the 
back burner and as a second kind of thing.  And I�m really sorry for that 
because I really love the art world so much.  With interior design going 
into college I did take some classes and I found a love for more of the 
abstract.  And through my experiences in London I didn�t like 

abstract until I took a art history class.  I went to the museums and 

I saw and I understood and I understood Pollock, I went to the Tate 

museum, maybe not necessarily abstract in expressionism but 

abstract in ideas as well.  I could really appreciate that I started to 

really find art again because I think through high school I was 

getting a little burned out.  But after I decided that interior design 

was not my thing I decided to go back to school and I decided to go 

back to school for art education.  Now that, that was the beginning 
and end all for me because I loved it.  And I loved it because so many 

of the fine artists, at Georgia State University, I was supposed to get 

my Master�s but I never did because I didn�t have the money to go 

through my internship.  They didn�t want you to work during your 

internship you know how it is.  But again I was a working 

professional I was making money, I was very used to making 
money.  Actually, I was going through a divorce and three months later 
my parents got divorced so there was no way I could get money quickly 
enough to finish a Master�s degree.  So I kind of hung up the idea but I 
did it for two years and I took any kind of art you could think of and 
that�s when I started to get into metal sculpture and I loved it.  I loved 
working with metals and I got into clay and I was like wow, I can do 
this and I got into weaving and kind of the basics of fiber art, things of 
that nature and it kind of woke me up, drawing, it�s funny because all 
my life I had been taking these drawing lessons.  But a particular 
professor Dr. Walker, it was figure drawing, and it was like wow, 
learning from another perspective and maybe my maturity I really could 
appreciate it and you know I started feeling more confident in my own 
work.  I started maturing in my work and that was very important to me.  
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So here I am I�m 25, 26 years old and I�m taking a whole new 
perspective on art myself because now I have all of these new resources 
and now I have all of these influences.  But because of my divorce 

again I was influenced to make money. I had to keep pushing back 

my art because I had to keep providing for myself or providing for 

the household I was in.  So unfortunately, it was on the back burner 

again.  Well, I had gotten married for the second time and I had 

become, this was after the two years of my college years at Georgia 

State, and I was like, I�ve just got to go out and make money.  I was 

impressed with myself because I could make forty grand a year but 

I wasn�t doing any art.  I was a headhunter, I was making money I 

could afford, you know I would always buy supplies but I would 

never do anything because I never had the time.  But I always loved 
arts, I would always go visit museums, it was always with me 
although I think I really resented my professional life because I wanted 
to be an artist, I wanted to be a creative soul.  Well, then after my 

second marriage, that was probably about four years because I 

went directly from my first marriage into my second marriage I just 

got sick of it all.  I caught my husband kind of fooling around, I lost 

my job and my husband in one week and I decided that�s it.  I�m 

going to the Keys where my sister is and I made my ex-husband 

pack up my truck and I drove down to the keys.  I packed up all of 

my art supplies and everything and I went to the Keys.  I couldn�t 
take it anymore I just left.  And through the Keys I have always been 
well, I had gotten more into crafts like candle making and different 
kinds of soap making, I was very crafty but I was still being creative.  I 
would design my own candles and stuff like that.  I was really out of the 
medium because I had been out of it for so long.  I did take a drawing 

class here and there but I just didn�t keep my skills up.  I did live in 

the Keys for a few years and that�s how I got back into teaching.  

Now I did interior design when I first got there for a couple of years but 
then I went into teaching because I knew that I wanted�..I thought well 
I have this education background, because I still did take education 
courses for different types of art.  So I thought there has got to be a way 
to get into teaching art.  There has got to be a way for me.  So I started 
teaching pre-k at a family services organization and it was an easy way 
to get in and I took all my courses in education through them because of 
my service hours and when it came time to turn in my credit hours from 
the college and my in-service hours I didn�t need much to get my 
certificate.  And the Keys were really good for me because again I was 
surrounded by, kind of , got back into the art realm if you will.  Started 
meeting some artists, meeting crafters and that was very interesting to 
me.  It was a different kind of art.  Of course it was very tropical but it 

was just a lot of free spirits, a lot of people who were artists who 

were doing it on their own.  I had finally found a bunch of people 

that were doing it as artists, they were making it.  I think that�s 
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what really inspired me.  I think that free spirit especially living in 
the Keys we are all on the same playing level. Because for some 
reason when you go to the Keys everybody respects everybody for who 
you are whether you are the CEO of a company or you are a millionaire 
or you are just bussing tables at a restaurant.  You are all on the same 
playing level and you can do it.  You can do whatever you want.  It�s 
like well I totally reinvented myself down there.  I decided you know 
what I am going to be an artist.  I am going to figure out a way and I am 
going to be an artist and I am going to teach art because that was really 
my goal.   
  
I met Rob while I was down there and I had moved from Marathon after 
two years moved to Key West and the finances down there it was 
getting pretty rough so we decided to move up here.  I did start 

teaching pre-k but then I got my job in the public school system 

teaching art and I taught for 4 years.  Now in that time I got cancer, 

May of 2004, 2003, 2004 I�ve had cancer for 3 years or I had cancer 

3 years ago.  Anyway, I had cancer and I think that was pretty 

much the last straw for me.  I decided I can�t do this anymore.  I 

can�t go on living for other people.  It was nice teaching children 

but I was spending so much of my creative energy on those kids.  
I�m working for the man, I had no time to do my own art.  I need to 
move on and do my own thing, I need to.  I need to go on and do my 
own stuff.  But sadly enough this is when I�m 34 years old.  And I�m 
laying in bed, I�m bald and I�m thinking I�m not me anymore.  
Unfortunately, it took such a hard turn of events to make me realize that 
I was not living for myself and I needed to pursue my dreams.  I�m 37 
now and it�s just been a lot of work but I have achieved so much in such 
a little amount of time just because I want it so badly.  I mean I want it 
so badly that I can feel it in my heart now.  I don�t have, I think learning 
though cancer that really when it comes right down to it that nothing 
else matters and everything else can go away.  Your career doesn�t 
matter, especially when it�s one that you�re not living for yourself 
because either it�s going to be there and it�s going to have its bad days 
and good days or it can just go away.  I learned who my friends are, you 
know who sticks by you and who doesn�t really care.  I have learned to 
be a little bit more selfish for myself.  I knew it was time to break out of 
that.  Yea, I am 37 years old, but look at me in the group.  I am one 

of the youngest members of the group and now I�m the leader of it.  

I don�t know why I�m the leader of it because really I don�t consider 

myself to be a fiber artist.  I consider myself to be a mixed media 

artist however those women influence me and my art more than 

you�ll ever know.  It�s very interesting the influence that they give 

me.   
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PO:  Okay, stop right there.  So talk about, a lot of my questions are  
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geared toward�..you�re hitting a lot of the questions.  You are talking 
right now about the women, talk about other women that have served as 
mentors in your art from the early years up through the present.   
  

I:  As I said, probably my very first teacher was Eliza Shadow from the 
3rd grade and she really saw in me, that prodigy, that art prodigy as a 
child. 
 

 

PO:  Was she public or private?  

  

I:  She was private, so she really nurtured me and she exposed me to a 
lot of different things like clay, even one time painting on glass like 
making a faux stained glass and I thought that was great.  She just had 

a great knack for resources she would show me art even though we 

didn�t have a lot of museums around or anything.  She always knew 

what art to show me so I can move on or I can progress as a child in 

art.  Like I said Lucia Taxdal was an incredible influence on me and I 
think she made me realize through my high school years that there was 
something a little more than just being on my own with the public 
school really refining those things.  She was a great influence because 
she would do a lot of graphic arts as well.  An interesting person, she 

traveled, she was a great inspiration she would introduce me to 

other artists.  I was interested in animation at one time so she 
introduced me to an animation artist.  I got to travel along with her got 
to see great art; It was a good influence.  And like I said, she is part of 
the Taxdal wing over at the Lakeland Museum of Art. 
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PO:   Now did she have kids?  

  
I:  She did, she had 4 kids of her own but they were much older than me 
and I remember there being just one other kid with me and me and this 
guy actually clicked and ended up being high school sweethearts, it was 
pretty weird.  But most of the time I remember being by myself and 

for the rest of the time it was just this one other guy so it was very 

private lessons.  And I would walk up the street to go see her. 

 

 

 

AE 

  

PO:  How did there kind of teaching style and environment?  How did 
that make you�..I guess what�s your optimal learning environment?  
And then later how did that transcend into your art k-12 teacher? 

 

  

I:  I think because of the one-on-one mentoring I really like that and 

I really needed that as well.  My parents weren�t very artistic.  I 

don�t even think they knew what to do as far as being good 

influences with the art.  So being exposed to these people, them kind 

of mentoring me kind of like a parent figure.  My father worked a lot 
he is a doctor, a cardiologist in Winter Haven, and I didn�t see him a 
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whole lot and my mother taking care of the household she was busy.  
But really I felt very comfortable in their homes with the one on one 
style, this motherly kind of figure.  I really bond with that.  So I think 

that�s what that was for me.  It was like another family, another 

home for me.  So I think that made me flourish as an artist.  I 
wanted to please them as a child wants to please a parent.  And 
especially because I was so young and impressionable.  Which is a lot 
better than being in a gang or being in a clicky group of little girls.  I 
was very much a loner.  I saw myself as a loner when I was in high 
school.  Even though I had a lot of friends and I could go to any click 
and say hey and be friendly I found my family with Lucia Taxdal or as a 
young child with Eliza because I saw them as my mentor.  I guess a 

parent figure.   
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PO:  What about when you were a fashion, and then later at Georgia 
State at those places did you have any mentors?  You talked about Dr. 
Walker.   

 

  

I:  Yeah, I mean he was an incredible artist.  I finally got to see a 

real artist in action.  There was one, I forgot her name, I was her 

assistant, Adrian, Adrian Anderson.  I was her assistant and I mean 
she almost influenced me in a bad way because it was like oh my gosh, 
I�m starting to pick up things that she does and put them into my art 
work.  Almost to the point where I was copying.  But you know I think I 
was so confused with myself in my 20�s you know not finding that 
individual direction you know so I see this artist and she�s really making 
it and she�s teaching at this school where I was teaching at the American 
College I mean I was really impressed and being her assistant was very, 
very big for me.  You know come to think of it, it�s funny because I 
haven�t thought of her in a long time, but she was a big, big influence on 
me.  Very abstract she would not only paint these beautiful female 
figures on canvas but she would also get vases and paint them as well.  

Here she is she�s got a big studio and she�s making things happen 
and she was a very big influence on him. 
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PO:  Was she young, old?  

  
I:  She was older than me, I want to say at the time she was in her early 
50�s.  At the time she would do these beautiful women�s figures, very 
fleshy and sometimes she would have these figures of fetuses, very 
interesting.  It was, like wow, here�s an artist that�s making it.  So I 
thought that that was pretty interesting.  You know to kind of see a 
female artist in action.  Now as far as Georgia State it was a lot of the 
male figures.  Like I said Dr. Walker.  A great artist in his own right.  
Very Urban, African American artist being in Atlanta he would do his 
urban surroundings.  An older man probably in his late 50�s, I was like 
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wow, I loved that whole street urban thing.  You know very sheik very 
hip kind of thing, and here he was this older guy and he�s making it he�s 
showing in beautiful loft like places in the most artistic places in 
Atlanta.   

 
PO:  Was he art ed. or was he studio?  

  
I:  He was studio.  You know he really had his own interesting drawing 
techniques as well.  I would say that he was my only male mentor.  

He was my only male teacher that I connected with.  I just really 
liked him.  I was just really impressed with the way he could pull 
images together.  You know kind of that hip urban vibe.  He really 
seemed like he understood growing up in that kind of environment and 
putting it on to canvas.  That was interesting.  I was also very active in 
shows, going to shows.  The Lowe Gallery where a lot of very 
influential, abstract, very avant-garde art at the time mid-90�s early to 
mid-90�s.  I always loved going there because I would always see 
something interesting, new and innovative there.   

 

  
I didn�t really join any art groups, but I would join TULA 

[Atlanta].  TULA was their kind of art commune.  You know Miami 
has one of those things where you can rent studio space and give classes 
or whatever, visit different artists and see there work.  Very cool, I 
always loved that.  I always loved a good gallery opening and going 
down there.  And of course the High museum, big influence, a fantastic 
place to see art work.  Not as edgy but yet it was great to see the Picasso 
or the Monet you know they brought art to the public.  Mostly those 

were my, I would say later on.  People that had kind of an edge to 

them, who were doing art in their own way really influenced me 

because they found themselves and I think at that age when I was 25 

I wanted to find myself as an artist.  And you know almost, I 

couldn�t get there because I didn�t know who I was as a person, I 

started copying.  I think now as I�m older through my experiences, 

now that I�ve had more life experiences.  I am able to express myself 

in my own way through my own style.  Now Jetta Clover [in Arts. 

Etc.], my most recent, I would say my most recent influence, and 

when you see some of my work you will see that there is a big 

influence especially with text and doing a mixed media piecing 

things together you�ll see that that�s a very, very big influence.       
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PO:  She�s in Germany right now where is she?  

  

I:  Em, I thought she was in Austria. I think she is, don�t quote me on 
that.  Yes, I think she�s in Austria. I love to talk to her.  She an 

interesting woman and she would always tell it straight to you.  I 

was driving her to a place and she said to me Suzanne you have not 
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paid your dues yet. 
  

PO:  In terms of the art world?  

  

I:  In terms of the art world, she�s like you have not paid your dues 

yet.  You�ve go to go out, you�ve got to��at times I would have 

been offended by that but she was right.  She was right.  At the time 

I was teaching art at the elementary school and that was another 

big wake up call to me in that I don�t have time to pay my dues 

because I�m too busy doing this other thing.  To me it was stupid, 

this art education thing.  It was not serving a purpose and that�s 

what I�m doing now.  I am now�.when she said that to me I 

realized she was right and I need to change.  I need to change and I 

need to make things happen for myself.  I need to pay my dues now 

or else I will never get a chance to do it again.  So that�s what I�ve 

done.  I�ve completely reworked my life.  Not just my schedule, my 

life.  I still teach art just to keep me in the game.  I still teach art at 

Trinity Lutheran on Fisk road.  I teach two days a week Mondays 

and Tuesdays.  At night I work at Dos Amigos.  I don�t have to go in 
until 5 o�clock so I can now finally work on my art during the day.  This 
is a long process.  I went to bartending school I worked for a bar that put 
me in the middle of the day so I paid my dues there.  I�m a firm believer 
in manifestation, thoughts manifesting themselves.  I had a clear goal of 
what I want to do and how I�m going to get there and where I�m going.  
And for the first time in my life I can finally, that�s how I�m finally 
getting there.  I have reworked my life and I know how I am going to 
pursue it.  I don�t have that major collection that all of the other artists 
have but I am going to get there.  And I am now paying my dues.  I 
think that�s what makes me so different from everybody else is that I�m 
young, I�m a fledgling artist.  I didn�t have that opportunity to show my 
work in college like a lot of the other artists did because I was so busy 
finding my way and finding my style but now I can do that.  The group 
itself has made me, has helped me along to find that way.  I am building 
my resume now.  And oddly enough I�m building my resume as the 
leader of that group.  After this year I can�t do it any more.  I�m not, it�s 

very difficult, because here I am, my art work is very different.  I�m 

one of the youngest members.  If anything I should be drawing from 

these women and I do, I draw from these women.   
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PO:  How do you draw from them?  

  

I:  I think from their more carefree style.  I think sometimes I�m too 

serious as an artist.  I mean I want to do art work that�s about my 
cancer and I�m doing women of the bible that are misunderstood, 
scorned women of the bible and I�m looking at Judy who�s doing pink 
flamingos.  I�m like, God maybe I should lighten up a little bit but I�m 
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so passionate about my art work and these topics that I want to touch on.  
I want to be a real artist and bring expressionism to my art work.  

Sometimes I feel I�m a little to deep and meaningful.  So I try to get 

the lighter side from them and you know bringing a little bit of 

fabric to your work is not a bad idea.  I create a lot onto canvas and 

I create a lot on fabric and I wouldn�t have done that if I hadn�t 

found this group.  I wouldn�t have gotten into paper batiking if it 

wasn�t for this group.  Thanks to Joanne Jensen.  I am learning so 

many different types but I�ll tell you this right now.  I�ve got to stop 

taking classes.  And I know that sounds really dumb but I found my 

niche and I�ve got to focus on my niche.  It�s almost like you can 
overwork a project with too many things going on in it.  You know 
what, I know enough things now to at least push forward with my own 
style.  So I need to pull back on these classes in terms of technique 
because it�s like you know I�ll never use that technique in there.  I�ll 
never make a dress, I�m not going to do any sort of fabric dying.  That�s 
not going to apply to me.  
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PO:  What about, I was transcribing the field notes from the last 
meeting.  What about spending 4 hours debating about space, about 
motions, that�s kind of dull? 

 

  

I:  Let me tell you something, those meetings have got to change and 

it�s really frustrating to me because I get very frustrated with the 

group because there�s a lot of women there that show up every few 

months and then they want to talk about things that we�ve already 

talked about.  I want to move on�. 
 

GE ; SD 

PO:  I know, I hate talking about old business that we�ve already talked 
about. 

 

  

I:  I mean why are we talking about what we�re going to do in the 

next meeting.  I said why are we talking about what we are going to 

do in the next meeting.  The vice president needs to step up and 

focus on classes and we need to have, every three months we need to 

have a clear cut decision about what these meetings are going to be 

about because we don�t have and idea.  The problem is that it has 
kind of been falling apart.  We lost our member person, we lost Joella 
and then for a long time Betty Jean, it was tax time so we didn�t see 
Betty Jean.  Helen doesn�t like to read her email, God bless her because 
she�s afraid she is going to get a virus on her computer.  I�m here in 
Merrit Island but now that I�ve changed my schedule all around�I�m 

willing to drive the other thing is that I said we need to focus on 

professionalism, professional development now who needs to help 

me and I heard the crickets chirping in the background.  It�s like oh 

for Gods sake.  Who�s stepping up to the plate.  Well in that 

 

 

GE ; SD 

 

 

 

 

 

 

 

GE; 

ECON;  

SD 

 

 



 

 

 

228 
  

meeting, God bless them, my Brevard girls Norma Shout, Mary 

Dyer, Joanne Jensen, they spoke up and they helped me out and 

they have been a great help for me in professional development.  It 

is very tough to motivate the group when�.and it�s tough on me 

because I�m trying to motivate everybody and I have been through a 
career change, I have been through a cold every five seconds because 
you know teaching, I feel like I�ve got a sinus infection every five 
minutes, I have been through great success, I�ve been on Channel 13 
speaking about breast cancer, I have to do speeches, I do a lot of 
speeches for bible study groups and things of that nature.  I�ve enjoyed a 
lot of success through that, I�ve had family problems, like I tell the 
group, I understand that life happens, but I may be from Merritt Island 
but I really try to get to every meeting that I can go to.  I try to read up 
on the minutes but I�m not going to go back and visit something that 
we�ve talked about already.  We need to have professional 

development and more of the group meetings, that would help us a 

lot.  And we need to establish an agenda before every meeting.  And 

I know I�m part of the blame but the group really needs to focus on 

and function as a group.  I had just thought about it because there 

are 12 charter members that started the group and I think I am 

going to start calling on the group to either have a chat through 

email or have a meeting somewhere maybe with the Brevard 

chapter or maybe with the New Smyrna chapter.  But I�m trying 

desperately to find a way to bring this group together because for 

the past year we have done nothing but spin our wheels and I get 

emails about things we have already talked about and I�m like no, 

go to the meeting.  So anyway that�s the down part but let me tell 

you something.  I would be nothing without that group.  I would be 

nothing.  I have no opportunities of showing in a museum, none. 
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PO:   So you think that the group really helps come together as a force.   

  

I:  Yea, I think when we do show together as a group then we are a 

powerful force.  Now if we could just hold it together behind the 

seams then we�d be golden.  And that�s what I�ve got to do as 
president for the next year is bring everybody together because when we 
do show we have some extreme talent in that group and I think we all 
grow together.  They are an inspiration to me to keep going and I feel 
very, very passionate about that group.  So I would say that the upside 
really outweighs the downside of the group.  I�m telling you I can�t 
express it any other way that I would be nothing without them.  There�s 
one thing that I really have to express is that I don�t mind driving to 
New Smyrna because I feel that I have found my people.  They are very 

open, there is no pretentiousness about being an artist which is 
funny because I have yet to find��I�ll tell you one thing I am very 
intimidated about approaching art groups in Brevard county because I 
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think that I would find that.  Now grant it, it�s kind of in my mind. 
  

PO:  Well what about Ellen Lindner has that Dirty Dozen group?  

  

I:  Well, she has Dirty Dozen but they are truly fiber arts and if you 
can�t work a sewing machine forget it.  Now I could easily join 
Strawbridge art which I still may just to have more opportunities in 
Brevard County and I definitely want to join Brevard Cultural Alliance.  
But I don�t feel that, which I have donated my time to�but I just don�t 

feel at home and I just don�t think it�s the same warmth and 

acceptance as I feel at Arts Etc.  Arts Etc. for me is more therapy.  

And more of a support group if you will, you know, me as a 

struggling artist or me as a fledgling artist trying to find out how to 

get out into the world, coming up with a collection, and learning 

about these things, learning about professional development.  I 

think it�s more accessible at Arts Etc. rather than going to 

Strawbridge or anything like that.  Those people I feel they�ve been 

there, they�ve done that, so you better know it too or you�re not part 

of the group.  But I do have very specific goals and I believe that 

this group will actually help me achieve those goals, i.e. showing in 

more museum spaces on my own or maybe with a couple of other 
artists, art in public places.  Now that I�ve shown in museums, the 

Ormond museum, Arts on Douglas, now that I have these names 

behind me I can say now that I�ve shown as part of a group look at 

me as an individual.  I have the confidence and the knowledge on how 
to approach these places so you know it�s been a long, long process in 
researching and now I feel that it�s time to let go of that research and 
start applying it.  Because I�m just like, you know maybe I need another 
class on it or maybe I need�..well Arts Etc. gives me the confidence to 
go out and do that.  So that�s why I love that group so much. 
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PO:  Talk about, we�re going to switch a little bit, we�re going to switch 
to art criticism and then we are going to get into feminism.  Then we are 
going to start to get political.  So how do you see the group in terms of 
art criticism?  Does it provide a good venue for art criticism or when 
you think of it what do you think about? 

 

  
I:  I think people feel very comfortable because there are those that, not 
to name any names you know who they are, there are those who will 

give it to you straight forward and they have been art educators so 

that they are knowledgeable to give you that straight forth educated 

opinion about your art work.  Because they have the knowledge, 

because they teach themselves. 

 

  

PO:  But what if, like I was thinking of this one individual, the pre-
Columbian art lady that you spoke about if she gave it to me it would go 

 



 

 

 

230 
  

over well.  If the other woman that I�m thinking you speak of gave it to 
me, because I�m not inspired by her art�do you know what I�m saying? 

  
I:  Well, you know what it�s like being in art school.  You�re constantly 
under the gun, you�re constantly under fire and I think there is a certain 
maturity, I am not saying that we are not mature.  But you have to 

learn to pick and choose because remember all art is subjective, all 
art is subjective.  I�m not going to take it as seriously, I�ll say okay, I 
agree with that but you know what maybe that�s my style of doing it.  I 
can choose it or I may not choose it, it�s still up to me and if I choose 
not to do it well then that�s my style.  If I choose to do it I�m going to 
take it, or I may take it literally but it will always still be my style.  I 
think there is a way of being selective on your criticism.  Listen, when 
Jetta told me that I have not paid my dues like I said I didn�t say Jetta, 
what are you talking about.  Jetta was right.  Jetta was right and I knew 
it deep in my heart.  She did not hurt my feelings when I said that.  I 
respect her as an artist and I respect her as a person to tell me such a 
thing.  So you know, and I understand what you�re thinking that 

other people may say it but you know what, you�ve got to filter, 

you�ve got to filter or else we would never get out and show we�d be 

too afraid.  Somebody, somewhere is always going to like your art 
work.  It�s just like being a musician, it�s just like being a performing, a 
theater artist.  Somebody is always going to like your performance. 
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PO:  So switch to, kind of transition into kind of feminist aesthetics and 
in terms of audiences, in terms of Arts Etc. You know what�s attracted 
me to these art groups is that it�s a group of women operating in what�s 
often been considered a domestic art form, a lower echelon art form. 
What was your attraction to the group? Was it because of any kind of 
underlying politics?     

 

  

I:  It�s funny because when I look at these women yes they do have 

kind of that whimsical kind of fluffy art but sometimes they can be 
so provocative, so like when I look at Laurel�s work I look at a person 
who is creating history because I love art history you know and they are 
telling a tale through their art work and that�s what I want to be.  When I 
look at Jetta Clover she�s telling a story through her art work, and I 

want to be a story teller not just an artist.  That�s what influences 

me. 
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PO:  Do you wish that the group on a whole was more like that instead 
of pink flamingo martinis and�. 

 

  
I:  I think that we have room for everybody.  I am very opened-
minded in that hey man whatever you want to do you know if that�s the 
way you want to express yourself fine.  But I do think that we have a 
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very nice balance of both.  You know when you go to our show you are 
going to see both.  You are going to see a little bit of the pink flamingo 
and you are going to see a little bit of the deep art. 
  

PO:  What about in terms of mobilization and getting into museums?  
Do you think that a museum is going to want to see the pink flamingo 
martini versus they are going to want to see�� 

 

  

I:  That is a very good question.  I think in terms of our four by four.  I 
think the four by four is a perfect example.  We do have a mix and I 
think as long as there�s balance, there is room for us.  Yes, I do believe 
that a museum is going to be more apt to show the more deeper side of 
art, to show the more abstract.  Then again they know what sells to.  I 
would put twenty bucks down saying that somebody would buy Judy�s 
work, before they�d by mine.  They know what�s going to draw in a 
crowd if they�re smart.  And so they need that mix because they have to, 
if they�re smart and they�re really thinking then they need to attract all 
kinds in an audience.  So in an ideal world you want the mixture of 

the whimsical as well as the meaningful.  They would be smart to do 

that.  But sometimes I do have a fear that pink and fluffy doesn�t 

exactly work.  But it�s an expression of how that artist is feeling, 

where that artist is in their life.  I mean we need the balance.  We 

still need the balance.  And that�s fine and sometimes it influences 
me because sometimes I need to lighten up.  So I don�t know if that 
answers your question but�. 
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PO:  Yea�.What�s your take on folks like Mariam Shapiro and Judy 
Chicago and the Wacky woman house stuff of the 70�s and in terms of 
Judy Chicago�s dinner party and the whole kind of organicity and the 
female anatomy and you know.  You were into the whole Atlanta scene 
so you know about the wacky body art. 

 

  

I:  Let me tell you, not that I know or I have studied a lot about the 70s, 
but let me tell you because I�m kind of going through that myself.  The 
female form in art, what is beauty.  As a cancer survivor I�ve had a lot 

of time to think about what is beauty, you know when you lose your 

hair.  I think that�s kind of why I�m on that kick now and women who 
are misunderstood.  I am not as flagrant in my art work like I will not 
openly show the vagina.. But I do have some very definite ideas about 
my breast cancer pieces.  I want to educate people and the only way to 
do it is to show the body, to show the body form, to show bare breasted, 
not only that to show organisms, to look at the body, to educate.  I want 
to try to word this carefully.  Not to show the body as a piece of meat 

but to show it from a more medical standpoint and from a more 

humanistic standpoint.  This is what it�s like to go through surgery.  
Yes they are doing all these very technical things but you know what?  
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I�m a person with feelings.  There is a spiritual side to all of this.  There 
is that combination and I think that that�s something in a lot of cancer 
art work that is missing.  Because, good God if I see another damn pink 
ribbon and I open up a box of all little teddy bears with little pink 
ribbons on them and you know what I get very resentful because we are 
masking it.  We are masking what really goes through peoples� lives.  I 
don�t want to scare them but I do want them to know that yes you will 
go through hard times but there is light at the end of the tunnel.  And to 
mask it all with pink ribbons and walks and you know we are all 
fighting for a cause, yippee, lets go buy the pink tea shirt.  That bothers 

me because we are not educating we are fluffing it over with big 

pink ribbons.  And that�s what I want to express in my art work, 

express to women, express to men especially to educate.  And that�s 
what I want to do.  I�m also working on like I said women who are 
misunderstood.  I�m currently working on a piece about the Queen of 
Sheeba and her meeting with Solomon and you know from bible studies 
from when you were a kid you were taught well she got around.  You 
know what, she was a woman who was protecting her empire.  She was 
a woman from Ethiopia from a long line of virgin queens, she went over 
to King Solomon probably to establish her reign as a queen and to 
expand her empire.  To have a son with this king.  She was fulfilling 
prophecy for her kingdom.  That�s all she was doing.  Was she a whore 
for that?  Is that what she was a whore for?  That really shocks me and 
especially because from what I�ve read if you go to Ethiopia today she 
is credited with bringing Judaism to that section of Africa.  And she�s a 
whore for that?  That really blows my mind.  What about, oh gosh, 
what�s her name,  Solomon, I can�t remember her name.  And that�s 
what�s so nice about going to a Lutheran school because I can go to the 
pastor and say what�s her name?  She was the girl that was told by her 
mother to go and dance for King Herrod.   Okay, I want you to go dance 
this nasty dance for King Herrod.  She did this erotic dance for King 
Herrod.  That�s what her mother told her and she did what she was told 
to do and King Herrod said, you know what, that�s a great dance, you 
can have anything you want in my kingdom.  You want land you can 
have land.  She doesn�t know she�s a young girl she does this dance for 
him, she performs.  She goes back to the mother and she says, mom I 
don�t know what to do.  I don�t know what to ask for.  Her mother says 
you need to ask for the head of John the Baptist but yet through history 
she�s known as a whore.  She�s just doing what her mother wanted her 
to do.  Her mother sent her out she knows that she has to establish her 
part in the kingdom.  This was her way of doing that with her mothers 
influence you know yet through history now she�s been brought down to 
this low level.  And you know we�ll never know.  These things 
happened thousands of years ago but why does this happen?  Why does 
this happen that women are so misunderstood, women in general and I 
hope that modern women find sort of a solace in it.  God knows people 
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have said crap about me. I�m misunderstood why wouldn�t anyone go 
and ask me?  Why are women so catty on each other?  Why do women 
develop reputations that are really unjust for them?  That really interests 
me.  That�s a woman�s issue that I don�t think anybody wants to look at.  
It sounds sexist because women are known to be caddy.  Come on it 
happens.  Why are we pegging women.  Is it because men are pegging 
women, painting them as low lifes?  That really interests me.      
  

PO:  Can you shift and talk about any experiences you might have with 
discrimination in art? 

 

  

I:  I think personally at my school.  I was discriminated with having 

cancer.  I remember times when I was working and my principal 

was standing there and I was forgetting things and jokingly but 

rather serious I would say things like gosh you know I have really 

bad chemo head today and he would whip around and say well how 

long are you going to use that as an excuse.  Well you know it�s for 
the rest of my life.  You know chemo stays in your body forever and 
I�m only a 3 year survivor and that�s the way I am and that�s the way it 
goes.  And yet I have to smile to him because I have to report to him 
and yet he is really a vindictive person and it was like you know, I think 
sometimes, you know he wouldn�t let me take time off so I could go to 
talk to channel 13.  It�s almost like he didn�t want me to succeed in 
educating people.  He didn�t want to see me be successful in that. 

 

 

PO:  Do you think it was about being a woman or being about breast 
cancer? 

 

  

I:  I think it�s about, there is a fear with some people about being sick at 
one time or being continually sick.  And there is a prejudice against it.  
Now he was someone who was a little angry towards women anyway so 
I kind of suffered the brunt of that.  Also I think because of my 

experience with domestic abuse.  I have been in a domestic abuse 

shelter, not for many days but I have been there and I have been in 

that place where I was brainwashed where I thought that I was 
nothing.  Because I let somebody into my life that I trusted and that I let 
influence me a little to much.  I do have a piece about domestic abuse.  
As a matter of fact my four by four piece challenged it.  I thought that 
was a very good format to introduce my piece on domestic abuse.  The 

piece is a young woman who�s eyes are sewn shut, who�s mouth is 

sewn shut and it has the quote around it that we are so blinded by 

love.  We trust people and yet we don�t see what�s going on and we 

can�t speak the truth about it.  And so I think that really in a round 

a bout way has influenced me and made me angry and I apply that 

anger to a lot of my art work.  I think that�s where the 

misunderstood comes from because when I was going through that 
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ordeal he was going around telling lies about me, that I was sick in 

the head.  It got to the point where my parents would not even talk 

to me.  So I lived through this experience and I have this deep 
seated anger about it.  Wow, that�s a real epiphany because I didn�t 
realize that maybe that could be the case.  I think that�s my way of 

releasing it through my art work, these issues.  I think that�s why I 

get a little more political than some of these older women.  Because 

they�ve already been through it, they�ve already made peace with it.  

You know in hearing some of the other women talk there have been 

other women who have been through it and have seen it.  But being 

younger and having seen it, having it be more fresh in my life I 

bring more to the forefront. 

 

POL ; 

F/G ; NARR 

  
PO:  Do you perceive like sort of an essential dichotomy, sort of split 
sometime between women�s art work versus men�s art work? 

 

  

I:  Yes, I think so, I think because I just know from myself being a 

woman I am more emotional about my art work.  I bring more of 

myself to the table.  I think men bring more of a raw energy, sort of 

a testosterone energy to their art work.  When I think about Sr. 

Frances Bacon I think about dark emotion, I don�t necessarily know 

what it�s about but it�s in your face.  Mine has a dark emotion to it 

but there�s a humanistic side to it.  I think by bringing photography to 
my work and bringing a true, clear, form, face to it I can actually say, 
well this represents a true person, this represents a soul.  It could be 
anybody that is walking along on the street.  In my piece, I don�t know 
if you got to see my piece �The Queen of Sheba� she�s a friend of mine.  
And it�s ironic because she�s a religious a friend of mine.  I was going 
to do a Goddess series but she said no, I�m not in to the whole Goddess 
thing because I�m a Christian and I was like wow, you know what, 
that�s a very good point.  I think I�ll make you a bible character.  But by 

bringing someone into the picture, bringing a real person into the 

picture I think it makes more of a connection to people.  I think 

men�s art work is very different.  I think their art might be more 

obscure, mine is more in your face and humanistic.  Does that make 
sense? 
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PO:  Yes  

  

I:  At the risk of sounding sexist I think women just have that 

nurturing side.  Even though I�m bringing a darker side to it there is a 
nurturing side.  I think also because I�m a teacher, I think that�s also 

another way.  I have this need to educate through my art work so 
that�s what I do.  Especially through abstract expressionism. 

 

 

F/G 

  
PO:  We�re going to kind of shift gears a little bit.  And this is a tricky  
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question, Laurel was a funky interview because I would ask her 
questions about how her identity figured into her art work and it was 
like she got kind of angered and felt like there was no divorced, kind of 
scheme of things.  She was what she was.  But when I look at the 
scheme and imagery of her art work, it permeates I don�t know why you 
can�t divorce yourself from it and talk about it.  So I�m asking you, 
when did you first understand gender and being aware of your own 
gender identity as something of a constructive woman and how has it 
changed over the years?  Because I know it must have changed with 
having breast cancer.  

  
I:  Definitely, like I said, understanding my own beauty.  What is 
beautiful?  When you lose your hair you have to be pretty inventive of 
how you look at your beauty, beauty through other�s eyes.  My art work 
without repeating, I�m just going to repeat myself�..my issues as a 

woman through domestic abuse and also through breast cancer they 

have changed my life so profoundly and I can�t separate.  It�s so 

difficult to separate myself.  I feel like I have a story to tell and 

that�s what I do, I�m a story teller.  And I tell my story through my 

medium, through mixed medium and I just can�t separate it.  It�s 

almost like art therapy.  The misunderstanding of being a woman.  

How women look at me.  How men look at me. How I look at 

myself.  I bring that all to the table in my art work.  I let my art 

work, I don�t pull from other people�s experiences any more.  I�m 

older now, I have my own story to tell.  Even though sometimes it�s 
tragic.  Who was that writer that said that tragedy is always great when 
you�re a writer you always have something to write about.  I feel that 
way about my art.  I started a group when I got out from having cancer 
and it was like nobody responded to me.  It was a young woman�s breast 
cancer group and it was like me and one other person that would show 
up to the meetings.  I think my art work is a beacon to let people 

know that there is another person out there that is thinking about 

these things.   Yeah I don�t do little herons in the grass, I don�t do that, 
that�s not my gig.   
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PO:  Even though your art is issue-laden, I was noticing that your 
aesthetic is very feminine, very �pretty� to look at. 

 

  

I:  Yes, and oddly enough through my breast cancer I feel pretty.  I have 
all new hair, I put on makeup now, I wear more skirts.  I feel like I 
appreciate my womanhood now because I had it taken away.  It was 
brought back to me and I feel that I can express myself in a more 
feminine way.  So that�s the way that I look at it.  I bring that softer side 
even though it�s very heavy I show it in a pretty way because I�m very 
feminine.  It�s like oh, I get it now, I�m a girl, I�m a real girl.  Does that 
make sense?  I�m more apt to show my femininity through my art work 
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now.  As a matter of fact I�ve got to show you this.  I want to talk about 
what is beauty now.  I have a large piece of a girl in a sari but she has 
red hair she�s reaching down to pick something up and she is just in this 
elegant pose.  I want that elegance to come back so much.  I want to 
express that in my art work and I want to expose what is beauty.  I think 
that is one piece and I�ve got one of my really large pieces set up for 
that and it�s going to have text as well as the art work.  But it�s going to 

express femininity a girly girl femininity though strength.  There is 

a balance of strength and femininity that I express through my art 

work.  

 

 
 
 
 
 
F/G (postfem.)

PO:  There is an Anna Tomzak at Arts on Douglas and they have her 
work at�..oh I can�t remember what that place is called��..St. Pete 
or something�.but they have one outside.  You know the giant 
Polaroid, you know like these Polaroids that you pull off and there are 
always like these women in the back with exposed backs and maybe 
funky tattoos and orchids or something.   

 

  

I:  Yea, beautiful, I love that [Anna Tomczak].  

  

PO:  Yea, I think her work is beautiful too and I was showing it to Tom 
because his pottery is so clear and I think he just shrugged it off. 

 

  
I:  Yea and it�s really tough because that�s what I love about that kind of 
art work.  You have this rawness, you have this edginess in the medium 
and yet you have this beautiful femininity in the subject matter, it�s a 
beautiful combination and that�s what I love about that kind of art. 

 

  

PO:  Do you feel like at all��have you ever tried to push some of 
your more recent art work on a gallery and they�ve been kind of taken 
aback.  They don�t want to do the�.. 

 

  

I:  No but I have been, actually it�s funny because my sister in law owns 
a lingerie shop and she loves the domestic abuse piece.  She has it up in 
her shop.  That�s where I have been showing some of my work and it 
really gets a reaction out of people because it may not be, I think with 
the femininity side, and it�s a softer side of a hard core topic, I don�t 
think people recognize it right away as a domestic abuse piece which is 
okay because I don�t mind if people interpret it as something else.  I 
think people have a right as an audience, as a free thinking people to 
interpret the art the way they want to see it.  That�s okay with me, if 
they see the beauty in it first, fine.  I think that�s why my art work is a 
little easier to swallow because it does have that deep feminine edge to 
it.  So I�m not afraid, you know I had my four by four piece, the 

domestic abuse piece at a fair.  I had this feeling that somebody is 

going to like it, maybe somebody will be horrified by it.  As long as 
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you have some emotion about it and you�re not apathetic then I�ve 

done my job.  That�s really it, I�ve done my job.  I want you to have 

some sort of feeling toward it.   

piece 

  

PO:  How does the rest of the group respond to that piece?  

  

I:  Oh, it was, you know, I get this really weird reaction some time 

from some of my pieces.  It�s like you know I hear the cricket in the 

background.  Because I�m so different from everybody else.  I don�t 

know if people really know how to react.  But I have gotten, I have 

had people come up to me about the Domestic Abuse piece.  I 

remember Betty Jo came up to me and she said �Your piece makes 

me very sad. Your piece really touches me.�  If gotten that sort of 

reaction.  Some people would say oh, that�s very negative or 

whatever, no, again that�s what I want, I want some sort of 

emotional response.  Maybe some people see the strength in it, 

maybe they see the agony, the struggle, it�s just like reading a novel.  

Your character is struggling but yet you love them and they are 

strong because they had to struggle.  That�s okay with me, that�s fine 
and you know sometimes I think the group appreciates the way I 
express it through the mixed medium but sometimes they�re taken back 
by the subject matter and that�s okay with me.  Just to shake things up 

a little in the group that�s fine.    
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PO:  Why do you think there aren�t more young folks, thirty something, 
twenty somethings? 

 

  

I:  I just don�t think that, I know as a young person for me it�s very 

tough to get out there.  But I am driven by my goal and by what I love 
to do so I make an effort to go there.  I think that we make an effort, I 
think it�s a little tougher in the community to reach.  To reach, and I 

think it would be beneficial for somebody to go out to the college 

groups to influence more young artists to come.  I don�t know if we 

want to start a younger chapter, I don�t know if that�s really us.  I 

don�t know if we need��.I know of some older people that it 
wasn�t their bag either so I don�t know if it�s an age thing?  But we 
need to do sort of an outreach program to the community colleges to let 
them know. I have talked to other younger art teachers, maybe some 
that are a little bit older than me but maybe younger than some in the 
group and they�re very interested in going.   

GEN 

 

 

 

 

GEN 

  
PO:  I mean the group is older�..  

  

I:  I�ve seen younger people but I haven�t seen them for a while.  I 

don�t know what happened, I think life happens and it gets tough.  
So you know I think it gets tough for anybody to go and maintain the 
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spirit. 
  

PO:  I was going to say, this is the fifth group I�ve studied and you�re 
the youngest. 

 

  
I:  I know, I know and I think because it�s a mixed education, you know 
I�m afraid to bring younger people in because I don�t want them to think 
that it�s only for older people.  I�m not afraid, you know. 

 

  
PO:  You don�t think, especially because you�re multi-media which is 
so nice.  I love seeing the fiber form kind of changing.  My hypothesis 
in prior papers was that means that more younger people are going to 
come in because that means that the discipline itself is more fiber artsy, 
pretty lousy goosy and I would think that that would bring in younger 
people but it just doesn�t seem to happen. 

 

  

I:  You know you�ve heard me say I want us to pick a day and bring 

a buddy.  Find someone younger than you.  Find somebody, even if 

it�s your daughter, find somebody younger.  Because we need to 
make the group more diverse and we need to educate.  Because it 
says right in our mission statement, we�re there to educate so why not 
go to a college and find somebody or get your friend that�s even just a 
crafter and get them educated on fiber arts.  How can it influence your 
work.   

GEN ; M&R 

  
PO:  A big thing that I talk about is kind of the hierarchy between fine 
arts and crafts and you use the term crafter what is a crafter? 

 

  

I:  To me a crafter is somebody who does traditional quilts, like I 

was at one time, made soap, made candles.  Wasn�t too sure about 

how I could break into the art world.  Was my art good enough?  
But I think once an artist gets into a more art friendly situation I think it 
would bring more people in.  I love going to Strawbridge but I don�t, 
why because I don�t think that I would be welcome there.  I think that 

if we brought some more younger people in there maybe they would 
find some comfort in that.  And I think what we need to do is do it 
during a show so that we can show them that we are real artists, that we 
are transitioning from craft into a more expressive art form.  I think 

that the difference between the two is that with fine art you are 

expressing, you have a deep meaningful expression.   

C/A 
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PO:  Even with martinis and flamingos?  

  

I:  It�s their expression, the whimsical side but it�s a lot better than 

making the same quilt over and over again.  You know you can�t 
knock somebody�s expression.  You know if she wants to express her 
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femininity through martini�s and pink flamingos than by all means.  If 

she feels that�s her place in life, but she�s not making a traditional 

quilt, she�s not following the pattern.  She�s breaking out of the 
mold.  We are breaking out of the mold into self expression.  I don�t 
think Norma Shout would have ever expanded without the groups that 
she goes to and without educating herself.  Especially by going to 
shows, going to quilting shows just things of that nature.  You know I�m 
speaking for her as a fiber artist which is kind of dangerous to do but I 
have seen her as my friend grow from just doing a quilt to being an 
artist.  Calling it a �Blue Martini� if you look at that it�s very abstract 
and that is her expression and by all means.  
 

 

CA ; A 

 

 

 

 

 

 

 

 

PO:  I think I actually have one that someone sent me that I think 
there�s a bug in a martini or something, I have that up on my wall�.I 
love that.  You know, but juxtaposed with the IQA shows�  

 

  

I:  There�s just more expression.  I think when you can express yourself 
through a medium it is more fine art.  As a crafter I can make a little 
something and I can put it in my hair and I can make a million of them 
and it will mean nothing.  I can make a purse or I can do�you 
know�.and this is where�.I can do scrap booking�that to me is 
crafting.   

 

  
PO:  What about the wearable art challenge?  

  
I:  Now the wearable art challenge is different.  It is expression, I think 
what you see that�.it will be self-expression.  I think you�ll see more 
art pieces.  I�m expecting to see more art pieces.  Because like Helen 
said it doesn�t mean that you have to move around in it.  I�m expecting 
some things.  And for myself, if I can get to it, the piece that I want to 
do is more an art piece.  It has photography in it, it has other mediums in 
it�.it has expression�.that�s what I�m talking about.   

 

  
PO:  I think that�s about it�.Okay, last one.  What factors do you 
attribute to the alignment of controversial political issues and women in 
fiber like the U.S. involvement in Iraq and the anti-war protests�you 
know these wacko knitting groups or the�weave for world peace or the 
aids quilt? 

 

  
I:  You know, and like the women who do the breast cancer, you 
know�I think just as long as you have good intent it�s fine but just 
make sure that you can make a statement and educate about it.  You 
know we can all burn our bras and you know we can go on that end or 
we can make things�.like I say with the breast cancer we can make 
things all fluffy, pink ribboned up and you know��.I for one want to 
educate.  I�m not going to go out and I�m not going to protest but my 
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art is to educate.  Now if I was to do a piece on wars or on Iraq you 
know.  I haven�t really thought about anything sort of political because I 
have my own story to tell.  Not to sound pretentious or anything, yes, 
maybe I do get a little gung ho and maybe I do get a little heavy but I 
hope that I show it through a sweetness, through a gentler side.  But I 
have my own soap boxes to stand on.  

  
PO:  What if it was something like, you were paired up with three 
artists and it was a fundraiser for breast cancer awareness?  

 

  

I:  Oh yea  

  

PO:  So you�d do something like that?   
  
I: Oh, I would totally be interested in doing that because if I do have an 
opportunity to show and educate with other artists than that�s fine with 
me. 

 

  

PO:  Why do you think you see that more in women?  You know in 
terms of banding together as a group for a cause. 

 

 

I:    I think it�there are some women who would not do it because 
there ego�s would get into the way.  I think there is strength in 

numbers and I think that especially when they have gone through it 

themselves we find our people and we band together.  I think that�s 

the main thing.  You find your people�because sometimes that�s 

very hard�.I mean I find it myself I�m trying to find my people.  

And now I have found my people and they want to show art work 

with me to educate.  Now I have that bond.  So I think that�s why it 

works out that way with women coming together.  They have a 

common bond.  I just haven�t seen that in men and I don�t know 

if�.I�m going to say something very sexist�.I don�t know if it�s 

because of their ego�I don�t necessarily know if it�s because they 
don�t have causes like we have causes.  I can�t speak for the men other 
than to make these really�.you know�chauvinistic kind of�.you 
know that�s the only reason I can see that.  I�m happy to find my 
own�..even if it was a man�..because I feel like I am constantly trying 
to find my people to fight a cause with. 

 

 

 

**Audience�

Like Laurel 

  
PO:  How would you feel if there was a male newcomer who came into 
the group? 

 

  

I:  I am very accepting to that and I also feel a little pity on that because 
you know here�s a bunch of women and you better get ready for 
women�s opinions.  I wish there were more men in the group, really, I 
really do because I think I like that diversity.  I think it would attract 
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younger members too because having that male element it would be a 
nice influence on peoples art work.  Because men get more competitive 
and I think it would be a nice influence.  We did have one male come 
into the group�.listen to me, male like he�s a wolf or something.  We 
had one male come into the group and he was just part of a four by four 
challenge and then we never saw him again. 

  
PO:  What did he do with the four by four challenge?  

  
I:  Oh it was very interesting�it was not fiber�he was acrylic, very 
avant-garde, it was a nice place for him to show because it was very 
expressionist, his piece and so�you know�but again he was a 
hairdresser but life�.on a Saturday morning�when are you going to 
make your money�.you are going to make your money on a Saturday 
morning doing hair.  He loves his art work, he loves to do art.  I�m sure 
he would come again. 

 

You know what there are just some things that I just can�t explain about 
that group.  I think he�s going to be going out in the community and 
educating people that we don�t bite.  We may be mostly older but we 

have so much to give.  I�m there to learn from other people how 

they are doing things, how they express themselves, how they have 

gotten through life.  I am like a little kid and I�m like a sponge.  

That�s why they don�t frighten me off.  That�s why I keep returning, 
other than being the president.  Which I really thought I was just at the 
wrong place at the wrong time.  That�s the way I look at it. 

 

 

 

M/R; SKI-II 

  

PO:  Okay, that�s it.  If you can believe it you made it through 30 
questions. 

 

 
Who? Jennifer is 57-year old, married Caucasian women. She was also 

a founding member of ArtsEtc. She taught as an art teacher in 

the public school setting. Different from the other informants, her 

preferred media is silk. She now works in her home studio, and 

helps her husband with his optometry practice. 

 

It is easy to envision Jennifer as a �flower-child� of the 1960�s. 

She still has a very ethereal, natural way about her. She has silver 

long hair, and always wears hand-made silver jewelry.  

When? October 28, 2007 2:00-6:00pm 
 

Where? Harris house�upstairs rear office. Marie provided us with the 
accommodations�a few doors down from her office. The upstairs of 
Harris House is very Victorian and sparse. It feels very much like a 
house, more so than a gallery / office space.  

Why? Jennifer was of interest to me, particularly because of her interest in 
silk / silk painting. I not only admired her work, but I wondered about 
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her interest in the guild, since only one other member (who I have 
only seen once) does silk painting�it hasn�t really caught on with the 
other members.  
 
Also, I knew she had formal background in Arts Education and could 
contribute on that level as well. She also came recommended by 
Suzanne, the youngest member, who viewed her as a mentor.  
 
She has one adult daughter, in her early twenties, who she had spoken 
with me about before. As an only child raised by a single mother, I 
really identified with Jennifer�there was a slight maternal 
connection. We also had a connection with North Carolina, as she 
recently purchased property with her husband in Brevard�a well-
known fine arts / craft community in the Blue Ridge mountains.  
 
Jennifer and I established a friendship connection early on in the 
guild, and she took an immediate interest in my research, I think 
partly because of her daughter and UNC ties. She is very comfortable 
to be around and easy to approach.  

 
 

 Codes 

PO:  Do you mind telling me your age?  

  

I:  Yes, it�s 57.  

  

PO:  You�re very pretty for a 57 year old woman.  What are your 
cumulative years spent in fiber?  So if you started when you were age 
4 working with embroidery. 

 

  

I:  Well I learned to crochet from my mother probably at age 6 or 

7.  She lived in Poland and is Polish and the ethnic thing there was 

working with fiber knitting useful things for the home.  She lived 

in a pretty depressed area in a little town so called Dumbrogue in 

Poland so she made, they made the rugs and stuff like that so they 

did a lot of rug braiding and basically what I would do is always 

move the yarns so she could braid the rugs that was my role there. 

NARR-

Maternal ; C/A 

ECON 

  

PO:  Did you ever stop with fiber at all or did you continue it on 
through? 

 

  
I:  Well, I did crocheting with her and from there I started working on 
my own.  I did some embroidery I did some needlepoint and 
embroidery and sewing she was a big sewer and made a lot of 

clothes when I was younger for myself and my cousins and in my 
early years, I was married at 21 I did a lot of sewing soft sculpture 
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toys.  My friends were having babies, I didn�t have my daughter until I 
was 30 so I kind of continued along that vein sewing and that sort of 
thing.  It always seemed to be or had to be related to the home or 
children.  

  
PO:  Number of years you�ve been in a guild?  

  

I:  I�m not a real joiner so being in a guild is just the last few years 

I have decided to join some group so I�d say probably within the 
last 5 or 6 years.  I never really joined any guilds.  I�ve moved a lot 
too. 

SE/GE 

  

PO:  Can you describe your earliest experience with art?  You talked a 
little bit about your mom. 

 

  
I:  Well the earliest experience was like I said was working with 
crochet hooks and yarn, that sort of thing I used to work with clay a lot 
and my first interest when I decided to take some formal classes was 
pottery and I took some leaded glass and cut myself which I still carry 
a major scar so then I kind of moved away from leaded glass after that.  
I�ve just tried a lot of different things but I�ve always loved fiber and 
fabric and my earliest memories was going to these fabric stores.  

Back when I was a little girl my mother did a lot of sewing like I 

said and making dresses and I would be able to kind of run wild in 

these stores with these old creaky wooden floors and they would 

have these bolts of fabric hanging and I just loved to feel it, I�m 

really tactile, and just be lost in it.  She would have to come 

searching for me because she would spend hours there looking for 

fabric and I loved it. 

 

 

 

 

 

 

 

AE 

  

PO:  When did she immigrate?  

  

I:  She was 13 so it was right before the invasion of Poland so I guess 
she came right before Poland was invaded. 

NARR 

  
PO:  And where did she come in to?  

  
I:  Ellis Island, she and her sister and her mother and since her mother 
had been here, I�m not sure how the immigration laws work but my 
grandmother came over right before she had her children so the 
children could be born in the United States and then she had to go 
back with the children and they were separated. 

NARR 

  
PO:  Why did she have to go back, TB stuff?  

  
I:  No, it was something to do with immigration papers.  My mother  
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was even unclear about it.  She came over to try to have her children 
here and then when she had the money she could come here 
permanently and then my mother and her sister wouldn�t have the 
same kind of immigration problems that my grandmother did.  My 
mother remembers watching her be put into a room and they had to be 
stripped down and she said that her mother had to cut off her hair.  She 
said they treated them differently and her memories of Ellis Island 
were horrible.  It was terrible being in there as a preteen as you can 
imagine and seeing all these people having to strip it was just a 
horrible experience for my mother.  Her mother was treated differently 
than she and her sister because they were born here.  Of course they 
knew nothing of the culture and couldn�t speak the language and all 
that sort of thing.  

 

 

 

 

 

 

NARR 

  

PO:  That�s how my grandmother, because they came over I guess 
from Germany, my grandmother and my aunt did and my their mom 
got mysteriously sent back and we never really understood why or 
what happened and then they all settled in Brooklyn.  But, it�s 
interesting because I guess it is the same time frame and then she 
passed away soon after she went back to Germany and we never really 
knew what happened.   

 

  

I:  I think that the whole thing about Tuberculosis is that there was a 
lot of that going around and obviously my grandmother had it 
unfortunately and luckily it wasn�t past on to any of the children that 
she had, she had 4 children.  Anyway, they were weavers not so 

much on my mothers side because she was from a farming 
community, they were dirt farmers there.  But my fathers family was 
also Polish but they had been over here for a couple of generations 
already and my dad had worked for a company called Bigalow 

Sanford in Connecticut and they were a big rug weaver, a big 

weaving company and he operated some of the machinery  there 

weaving rugs.  So I guess he was in fiber arts in the beginning too 
until the factories were closed in the Depression and he had to move 
to the Bronx in New York and he sent my mother and my brother was 
born by then to live with his mother in Connecticut which is basically 
an agricultural state at that time and he had to work during the week, 
six days a week in the Bronx at a weaving facility there until the war 
broke out and then there were more jobs and then he left weaving and 
got into manufacturing guns.       

 

 

 

 

NARR-father 

  
PO:  Did you ever notice distinctions between weaving and working 
in the more domestic arts versus clay, when did you get interested in 
clay? 

 

  

I:  Again, as a kid I spent a lot of times outdoors, I spent more AE 
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time outdoors than I did indoors and I lived in Connecticut and 

there was a lot of mud and I used to just work it and I just liked 

that it was tactile I like that part.  I think a lot of kids because I 
taught art education for several years, elementary level and the favorite 
subject is always clay.  They love that, so I think that was just a 
normal process.  When I was older and I started taking formal classes 
in clay I never really got the hang of the wheel, I guess I just didn�t 
have big enough hands or whatever and I just never got into that.  I 

still like to do clay, the last piece I ever did was my father�s burial 

piece.  It was interesting because that whole process of when he 

died I always seem to go into some kind of art form, whether it�s a 

grieving process or a moving process or a loss of some sort and I 

turn to clay for that.   

 

 

 

 

 

 

 

SP 

  

PO:  So your first experience with formal art education like classes at 
a museum, when did that happen?  

 

  
I:  That was probably in San Francisco, early 70s, I lived in California 
for a number of years and my first formal classes was clay throwing on 
a wheel and leaded glass.  I guess that was through their arts 
department.  But when I was younger I was involved in theater and I 
did a lot in theater up until maybe my teen years and then I sort of 
drifted from that.  I also took ballet lessons and I did ballet for a while 
and also in my early 20�s I went back to San Francisco ballet and I just 
took classes again there.  Not that I had any hope of going into that 
field but I missed that and I wanted to get back into that.  I took that 
along with clay and leaded glass. 

 

 

AE 

  

PO:  So in college you were an arts major, a fine arts major or art 
education? 

 

  
I:  When college came around I decided I wanted to go to the Fashion 
Institute in New York City, and I sent away and got accepted and at 
that time in the late 60�s Andy Warhol was still operating his factory 
there and I think my mother wisely decided she wasn�t going to let 

her 17 year old daughter go into New York City in the art field so 

that was not an option unfortunately.  So after they disallowed my 

idea of going to FIT at that time I wanted to go into interior design 

and work with fabrics and interior design for the home so then I 

well you pick a topic then because I have no other interests than 

these.  So they sent me to a little city outside of Boston in Western 

Mass. which was primarily a girls� school for two years in retail 

merchandising and business. 

 

 

 

 

F/G; AE; 

AE 

  

PO:  So what�s the school called?  
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I:  Becker college   

  

PO:  So then you did interior design  

  

I:   No, I took retail merchandising.    

  

PO:  So what does that mean, that�s more the business aspect?  

  

I:  Yes, I had worked for a company, then it was privately owned but 
now it�s part of the Macy�s corporation I guess, in Hartford 
Connecticut I worked for G. Fox and company during my teenage 
years.  I worked in sales and I really enjoyed working.  They had me in 
the pre-teen and teen department and I did some modeling and I 
worked in sales and I enjoyed being in the fashion field and I thought 
if they won�t let me go to New York city I�ll take Retail 
Merchandising and I�ll work for G. Fox and Company and get into 
their management program.  So that�s what I thought I was going to 
get into. I warmed up to the idea of taking Retail Merchandising 
although I really didn�t enjoy those two years it was really boring.      

 

  

PO:  And then what happened after those two years?  What did you 
do? 

 

  
I:  Well, I also play the piano, I played classical piano for 7 years so I 
had that dexterity so typing and shorthand and that kind of stuff so I 
was real good at it and they paid a lot better in the secretarial field in 
Boston, I moved to Boston after I got out of the junior college and I 
worked for a republican state representative in Mass. and he also 
owned an advertising agency.  His political office and his advertising 
agency were all one so I worked as his secretary for about a year and 
then I couldn�t stand it.  I felt more comfortable on a university 
campus so I worked for Northeastern University until I got married 
and we moved to San Francisco.  So I worked there for a couple of 
years with alumni placement.  It was a secretarial type kind of a sub 
administrative level and I worked on campus and I was able to go to, 
at that time if you  were an employee you could take classes for free so 
I took classes like Philosophy and 20th century American novels and 
that kind of stuff.  I didn�t do a lot of art in those years there was so 

much going on in Vietnam I was very into the anti-war movement 

and that kind of stuff.  But I was still doing and I guess there was 

always something but I wasn�t really focused on art. 

 

 

 

 

 

 

 

 

 

 

 

 

POL 

  

PO:  So you married at 21, how�d you meet your husband?  

  

I:  In college, he went to Assumption College and we met at a college 
mixer or something and we got married when he was out of school and 
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I had been out a couple of years. 
  

PO:  Then you migrated over to San Francisco?  

  

I:  Yes eventually, we bought a Volkswagen van and we lived in the 
car for four months and traveled and went around the country and took 
our time getting to San Francisco and we decided we liked it there.  
We found an apartment and built our furniture. 

 

 

 

 

  
PO:  Did you settle in the Haight?  

  
I:  No, at that time it was still a little rough there as far as there was a 
lot of heavy drugs going on there.  It was starting to change, we spent 
a lot of time in that area on weekends and stuff.  I found a job in retail, 
which I was having a real problem because here I was considering 
myself a hippie and the work I could get was administrative secretarial 
work.  I worked for a company called Shreve and company jeweler at 
Shreves which is on the caliber of Tiffiney�s on Post and Grand in San 
Francisco, and I absolutely loved it there.  That was my first 
introduction to the gay community growing up in Connecticut I didn�t 
have much exposure to that.  So that was a whole new world and 
getting to know different lifestyles and different cultures. Working at 
Shreves which is a very upper class jeweler, being able to see 
celebrities like Bing Crosby, I worked with the president of the 
jewelers and I was his Administrative Assistant for a couple of years, 
and he liked my retail merchandising background and was always 
trying to push me into managing one of the stores.  I was having kind 

of an identity crisis at that point.  Did I want to go into retail?  Did I 
really want to be a gemologist?  He was going to send me to school 
and get into that field.  I had a problem with that because I didn�t 

want to be associated with something I thought was too frivolous.  
I couldn�t get used to people who had all this money that they were 
spending on jewelry and china and sterling and platinum and there 
were people out there need.  It was an internal struggle and I turned 
down a really wonderful career opportunity because I resigned and at 

that time too my marriage wasn�t doing too well and I thought 

that if I go back to the domestic arts and not focus so much on my 

career and what I am doing because at that time I was making 

more money than my husband because there was a conflict there.  

So I thought I�ll just try to get back to the home and just find that 

having a job wasn�t as important.        

 

 

 

 

 

 

 

 

 

 

 

 

 

 

NARR 

 

 

 

 

 

 

NARR 

  

PO:  So was this in your late 20�s?  

  

I:  Mid 20�s the crisis was so I resigned and I started to work.  I 
encouraged my husband to buy a house in California and we bought a 
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small house in a town called El Granada which is just south of San 
Francisco so again the commute to San Francisco was kind of long for 
me and a little treacherous at that time.  So I started working for the 
Harbor Master in half moon bay and I did again basically secretarial 
and took minutes for the board at San Mateo Harbor district they were 
building a harbor at Half Moon bay and got interested in all the 
politics involved in how they go about in California building a harbor 
and all these environmental impact reports and all the taxpayers 
money to conduct all these studies to try to get a harbor built.  I got to 
know there fishermen and the life of fishermen and I was always thing 
how environmentally aware these fishermen must be and I decided 
after I knew that, got to know them that that really wasn�t always the 
case with commercial fishermen.  They were trying to earn a living, it 
was a rough life and they really didn�t care so much if they killed 
porpoises and stuff because they were trying to feed their family.  I got 
a different point of view, it was a real discovery process, getting to 
know people from different walks of life and the ocean and the 
environment.  We lived right near the coast I walked to work and I 
loved the California coast line and the beach.  It was very cold and 
rocky and very different from where I was used to in Connecticut.  I 
loved the environment and I loved taking walks at the beach with my 3 
dogs.  I enjoyed not being so much immersed in the commercial retail 
business at Shreeves and company in downtown San Francisco.  I 
didn�t really miss that glitter of excitement I loved working at the 
beach.  

 

 

 

NARR 

 

 

 

 

 

 

 

 

 

  

PO:  What was happening with your art at that time?  

  

I:  At that time I was doing soft sculpture again my friends were 

having babies and I was making gifts and of course my salary was 

more than cut in half at that time so we didn�t have a lot of money.  

So I made most of our Christmas gifts and you know things like 

that, for the home I made pillows, we made a couch and I did 

covering for the couch.  So I got into what I guess was my first 

interest, interior design for the home.  I don�t know if that is really 

an official art form at that time per se. 

C/A 

 

**like 

Elizabeth** 

  
PO:  Where you aware of what was going on at that time at Cal Arts 
and the women�s art movement and what was coming?  Because it was 
really a west coast thing.   

 

  

I:  Well, I think I had some subliminal awareness of that because 

when I was going through some change and moved to the east 

coast one of my idols was Miriam Shapiro.  Of course that�s where 

she was doing all her work at that time in the 70�s.  So there was 

maybe a hint of that but I guess my world right then was just 

 

 

NARR 
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trying to focus on what�s going on with me and my husband, we 

were having problems and who�s fault was it and how can I make 

it better and keep our family going.  It didn�t work but�. 

  

PO:  Did you all get a divorce?  

  

I:  Yes, after my daughter was born, two years later, eleven years I 
was married.  Richard is my husband now just since 1998. 

 

  
PO:  Did you get remarried again in between there?  

  
I:  Yes, I got remarried in 1987 and it was almost like on a dare, I 
mean it wasn�t really a marriage we were divorced 2 years later.  It 
was just one of those stupid things you do.  My daughter was 6 years 
old then and I wanted to create a family environment and it was really 

tough as a single woman.  I was always being hit on and I hated it 

and it was getting tiresome and I thought if I get married again I 

wouldn�t have to put up with this.  But I wanted my daughter to 

have a family environment.  You know it was a stupid reason to 

get married. 

 

 

 

 

NARR 

  
PO:  My mom�s been married 3 times.  I was raised by her single 
handedly and the third marriage was when I was, I think the second 
was she really wanted me to have a dad present.  The third time has 
been the charm I guess it�s now been about 20 years but it has not been 
without hurdles and you wouldn�t look at them and think that they 
were the most compatible couple.  I think she went through a lot of 
pressures because I was born in 73 and I think she went through a lot 
of pressures in the 80�s. 

 

  

I:  Oh yea, it was terrible.  When I was divorced, 82 is when I moved 
back to Florida to my parents and essentially did that, I never wanted 
to leave California.  I lived it there in Northern California and I loved 
it.  But I knew my ex-husband was never going to leave if I stayed 
there and I knew he would never move south.  He was born and raised 
in New Jersey and New York City and this was never going to be an 
option.  So my parents had moved to Titusville, Florida so I said okay, 
I�m going to take the baby, move in with my folks.  I�ll stay there for a 
year ago.  He will move back up to Boston and then I�ll move back to 
California, which of course did not happen as things moved on.  But I 
launched into this because in the 80�s I moved back to here and the 
Space center was just starting with it�s �STS� it�s shuttle and it should 
be easy to get a job here.  I was working within two weeks at the space 
center then was the base operations contractor which was Wackenhut 
Security Services and then when EGG took the contract in 83 I took a 
job with them and my salary went way up.  Then we sold the house 
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in California so I had the money to buy a house.  And I was 

working single mom and no bank in Florida would lend me money 

to buy a house and here I had $20,000 cash and as a single woman 

I was rejected.  They wanted my 80 year old father to cosign.  It 

was a culture shock coming from California.  Fortunately my 

realtor, Century 21 worked with me and they were able to find a 

bank in California that gave me the money.  So there was a lot of 

pressure, especially in the South. 

F/G 

  
PO:  What year was that?  

  
I:  That was in the 80�s. 87 was when I married.  I bought the house in 
85. 

 

  

PO:  Wow, that is really not that long ago.  I can�t fathom that.   

  

I:  Like I said they wanted my 80 year old dad to cosign.  And here I 
was working at the space center making more than I had ever made in 
my life and they wouldn�t trust me.   

 

  

PO:  So what was happening with your art while your daughter was 
growing up? 

 

  

I:  I think most of it was working with her, taking her to museums, 

taking her to plays, I mean I was like a resurgence, kind of 

rebirthing working with her.  We did all kinds of mediums.  We 

did clay, we did painting, she was in brownies and she was in a lot 

of different organizations.  I got her into a little theater too.  She 

took some music lessons.  Most of it was being a single mom, 

working, of course during the shuttle launches we were on for 48 

sometimes 48 hours straight and it was tough.  Fortunately, my 
parents were there to be able to take care of my daughter while I was 
working.  So there wasn�t a lot of time to develop artistically other 

than with my daughter.  I think still to this day I carry scissors 

and paper and colors because I always thought it was important to 

always have those things.  Most of that was working with her.  I 

got into needlepoint.  In �87 I went to Yoga teacher training in Mass. 
and became a Yoga instructor and at that time I got into Eastern Indian 
art and symbolism. I tried to learn a little Sanskrit and that sort of thing 
while I was teaching classes.   

NARR ; AE 
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PO:  So you taught Yoga classes?  

  
I:  I still do, right now I teach just one class a week.  There was one 
time when I was teaching 3 classes a week when I decided to go back 
to school because at that time I still didn�t have a bachelor�s degree I 
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was always taking classes wherever we moved to.  I was always taking 
classes wherever I was, San Francisco state I took some business 
classes and child psychology and things like that.  So when I was 

working at the space center again I had this identity crisis.  Yes the 
money was great but I didn�t really agree with the shuttle program.  
And again the money being one of the things that I really didn�t 
believe in, our money, government money.  This whole space 
exploration thing.  And the mentality was really military and I really 
didn�t fit into that.  So I had some extra money saved up so I bought 
and ice cream truck and went into business.  So I ran an ice cream 
truck and I ended up buying two ice cream trucks.  This is about the 
time too that I remarried.  Andy was going to help me with the 
business and all that.  And by the way since I had connections at the 
space center could I find him a job.  So I did and he�s still out there as 
far as I know.  So I did and he wasn�t much help with the ice cream 
business.  So he went to the space center and was working and I was 
working the ice cream trucks myself.  I did that for about 6 years.  I 

wanted to spend a little more time with my daughter, I could bring 

her to school in the morning and I could do all my paperwork.  I 

didn�t go out on the ice cream truck until the afternoon so when 

she was out of school she would come with me and we would do 

our route and so I thought that was the perfect way.  I could still 

be an at home mom, I could take her to any activity that she 
wanted to and still earn a living.  I didn�t make as much as I did at 
the space center but I made enough.  I did that until she started saying 
�mama I don�t want to go on that stupid ice cream truck.�  At that time 
it was getting old to and I started saying I don�t really agree with 
selling sugar to children all the time so I had a conflict there so I said 
okay, it�s time to get out of this business.  Why I got into the Yoga 
was that it was more in line with I wanted to do.  I had first been 
taking Yoga classes when I was pregnant with her in California in 79 
so I had been a student all those years and finally I just had a feeling 
that I needed to become a teacher.  I was fighting it tooth and nail 
because I didn�t want to teach anything because my brother being a 
teacher it was like I don�t want to be what he is the last thing I want to 
do is what a teacher interestingly enough.   
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PO:  So how did you evolve into teaching art?  

  
I:  Well, back when I sold the ice cream trucks I at that time said it�s 
time for me to go back to school.  Finally, tie all the loose ends 
together, get a bachelors degree and get some direction. [OC: Odd that 
there wasn�t a more compelling reason?]  

NARR 

  

PO:  How old was your daughter?  
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I:  She was probably 9, 8 or 9.  So I worked at Brevard Community 
College part time and I went to UCF and they had a heck of a time 
getting all of my transcripts together.  No one was really all that 

encouraging or helpful because they said you have no direction.  

Where do you want to go, what do you want to do?  I thought 

okay, with my daughter I want to spend time with her she is a 

priority for me.  If I get into the teaching field I will at least have 

time with her.  I said okay, if I�m going to teach what would I 

rather teach?  I thought I�ll teach art because I would enjoy 
teaching art.  So that�s how I came to that decision.  I ended up 
actually with a degree in Liberal Studies with 4 or 5 minors by the 
time they got all my transcripts together.  It took me two years.  
Actually it would have only taken me a year and a half but that was the 
life changing thing, one when I went that extra semester in the 
Community Arts department at UCF because I was selected as one of 
only two arts assistants in the Arts in Residency program.  We hired 
the artist and we got the whole entire project. Kristen Congdon�   

 

  

PO:  Yea, I know who she is she�s friends with Tom. Because Tom 
teaches Art Ed. at UCF. 

 

  
I:  Well, she will know me because I worked very closely with her.  
She�s the one who wrote the grant, got the grant for this project.  I was 
one of the three that was selected to do the program.   

 

  
PO:  Oh neat, I think she just put out a study in Art Education.  When 
you said that, is that thing still going on, the Community Arts? 

 

  

I:  No, I don�t think it exists anymore.  

  

PO:  There�s something else going on where she was looking at folk 
artists and it was through some kind of community grant.   

 

  

I:  She was a great grant writer, unfortunately I didn�t learn how 

to do that but she was always looking after women in art.  A 

wonderful person probably the first mentor I ever had.  Small art 

world. 

M/R 

  

PO:  Oh how funny, my good friend from the Ph.D. program was a 
product of Kristen Congdon and Tom�s and that�s who introduced me 
to Tom.  Yea I had read some of her work because she is in my Lit 
Review but I think Kristen is now hooked up with all these book deals. 
I think she has an overflow offers and then she gives them to Kara to 
do, but she was really Kara�s mentor. I think Kristen really fanned the 
fires in Kara�s direction with all this.    
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I:  So she was my first mentor and she was very practical and 

that�s where my first introduction to silk was because we hired a 

silk artist, Louis Rector, and she�s fabulous she�s now deceased 

but a fabulous silk painter and artist and I worked with her very 

closely that whole semester.  Also, I had to take on teaching her 

workshops that she was supposed to teach and go to the hospital in 

the evening because she was actually hospitalized, she had 

pneumonia and get her lesson plans and say okay, how do I do this 

and then teach the classes the next day.    

M/R ; 

 

 

AE 

  

PO:  So how did Kristen operate as a mentor, how would you describe 
that? 

 

  

I:  I just admired her, I admired her brain and her ability to say 

okay Joanne you like working with silk that�s all well and good 

but you�ve got a daughter to support you need to get a job with 

benefits.  She basically, I at that time with her encouragement, 

once I got my degree in Liberal Studies I had to go back and take 

courses to get certified in Art Education because I needed the job.  

She was absolutely right, I needed to have something where I was 

going to get retirement and benefits and all this because I was 

single again and I needed that stability.  I saw how hard she 

worked at the university and she was prodding me to get into a 

masters program but she understood at that time to that I was 

living pretty bare to the bone.  I was driving a 77 Ford with no 

heat, no air.  I was working 20 hours a week at BCC living on 

loans and grants.  My education was paid for because I got enough 

loans and grants so that was paid for but my living expenses, I had 

to take out student loans, not that much fortunately, they are all 

paid but just to maintain the house, just to keep the house.     

 

 

 

M/R 
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PO:  Did art ever seem like a frivolity, like when you were in creative 
mode? 

 

  

I:  Oh, absolutely it was a frivolity, I really thought it was unless I 

was making something for the home or for my daughter�s school.  

I would come in and teach classes in her classroom and do any 

kind of art related classes when I finally learned how to use wax 

and silk dyes I came into my daughter�s classroom, at that time 

she was in 5
th

 and 6
th

 grades at St. Mark�s academy and I taught 

silk art there in the classroom.  And I ended up being their art 
teacher for 2 years later on down the road.  It was kind of back door 
kind of thing, I always had to have justification unless I was making a 
gift for someone.  Making a gift was okay, doing art as far as gifts 

are concerned.  But it seemed like I always had to do something.  I 

wasn�t one to just sit and watch the football game or the TV I 
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needed to do something with my hands all the time.  As I say 
getting back to the Yoga I was doing a lot of needlepoint and I gave 
my Yoga students things I made for them all the time and sew things, I 
always seem to come back to fiber.  

  
PO:  So do you still keep in touch with Kristen?  

  
I:  I think the last time I saw Kristen was a couple of years ago when I 
was toying with the idea of going back for my Master�s degree and I 
went and saw her.  She was telling me how much UCF had changed 
and of course the Community Arts program is no longer there.  At this 

stage in my life I don�t know if I want to do that. I think I want to 

focus more on what I�m doing now in art because I think I enjoy 

the process.  As much as I enjoy teaching I think I have taught for 

so many years and I have taught workshops I enjoy that I miss not 

working with the kids because I think there is so much creative 

energy and I think I pick up on that with the children and I think 

that kind of translated into what I�m doing now in art, it�s, I don�t 

know if it�s childlike but it�s playing again and I�m kind of trying 

to play again, go back and say okay where did I drop all the 

strings.  Let�s try to pick them up and tie them together and see 
where they all come from.  I did a study, or I�m still in the process of 
doing a study as far as Poland and the polish culture and what kind of 
things the people do there.  When my husband retires we�re hoping to 
travel and go to Krakaw, that�s kind of where I want to go we have 
family there.  I don�t speak Polish but I�m hoping I might be able to go 
with some cousins who do.  I want to do a little bit more traveling.  I 
did some time in Spain, I went on an exchange program and just fell in 
love with the country side.  The colors, the simplicity of life and I like 
to be able to reflect that environment and simplicity in my work and I 
really like working with the silk and the wax.  It is different and now 
that I�m doing the silk overlays.  
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PO:  What is that?  

  
I:  I�ve got some in the car I can show you.  It�s using silk dyes and 
wax but instead of just keeping it as a flat surface, well what I�m 

discovering now is that if I work intuitively and not really think 

about what I�m doing I like my work a lot better and if say okay 
I�m going to do a certain subject sea life, or I�m going to focus on a 
hillside or something like that it always looks too rigid, too like 
somebody else�s stuff.   I really got inspired by some of the art courses 
I had to take for recertification.  I had to take a lot of art courses and 
painting and sketching.  I liked, we were told to find an artist and try to 
copy their work, you know paint like Picasso or paint like �.. 
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PO:  Was this through UCF?  

  

I:  Well UCF didn�t offer much art at the time.  I took as many 

community arts programs as I can get but at BCC Lance 

Henderson, I took a couple of his.  So anyway I liked Paul Klee my 

first inspiration as far as combining using silk and wax dye with 

some more with some expressionist art was Paul Klee, he uses 

those linear figures and colors and the positions of the line and I 

thought gee, it almost looks like a wax line around these colors and 

black was the center color so I liked working with the black and 

the white and the colors and the linear representations in the art.  
So that�s kind of where I�m at now, just forming my own 

vocabulary I guess if it�s not too pretentious as far as what the 
symbols are.  I find that if I don�t think about it, if I put music on, I 
find a space where I have to work by myself, I would rather do that. 

I have a beautiful studio space that is very bright and sunny and 

I�ve got a little dog there and if I�m just doodling and not even 

thinking about what I�m doing then I go back and I can look at 

what I�m doing with symbols and I can isolate portions of it that I 

really like.  So I have that base and that�s with tie silk and I�m 

using wax resist.  I might go back with some black resist and 

outline certain things that speak to me.  I�m not even sure what 

they all mean but I like them.  Then I do silk organza and I 

separate the two pieces of silk by using foam core so it�s lifted up 

off the first piece and it gets kind of a double exposure layer you 

know what�s behind and what�s in front.  Are you going to focus 

on what�s behind or what�s in front because you can do both?  The 
photographer that was doing photography the other day was saying 
well gee I�m not sure what to focus on.  I�m not sure what the camera 
is going to focus on because we have the ability to focus on both 
whereas the camera is seeing first layer, second layer and I�m not sure 
how they are all going to turn out.  I like that because it gives 
dimension to it and it gives movement to it and brings them to life 
these symbols.  Right now I�m doing starfish, that just seems to be, I 
live here in Florida, there�s a lot of sea life and colors.  I went 
snorkeling the first time when I got married and went on my 
honeymoon in the Keys.  But if I sit down and say okay, I�m going to 
draw a fish it doesn�t work  because then I get stuck with, oh gosh, is it 
going to be realistic.  Whereas if I�m just, I don�t care and start 
scribbling on a large piece of stretch silk and maybe do a one or two 
hour session with that I can through away 90% of it I just need to 
focus on that stuff.       
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PO:  So one of my questions here is describe your experiences during 
solitary fiber art activities versus describe your experiences during 
collective fiber art activities and you said earlier that and you said 
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earlier that you weren�t a joiner so do you do many group activities? 
  

I:  Well you know there is nobody else doing this.  As you can see 
here my pieces are not art quilt. 

 

  
PO:  But even at Arts Etc. they will have, like the next class is going 
to be the silk screening class and like they will have, I don�t even 
know if you were here for Helen�s dye class or the paper batiking or 
anything like that.  

 

  

I:  Well, paper batik is what I did.  I was the one that taught it.  
Suzanne took the class when I was teaching it and that kind of evolved 
using a different medium than silk.  I used paper and dyes and so, oh I 
actually have one that I�m going to send to an aunt of mine.  So I make 
cards and stuff and I enjoy doing them for family and friends.  You 
know there�s a lot less fuss working with paper than working with silk.  
But I�ve taken so many classes.  I�ve taken screening from _______ 
Shepard at the University of Baltimore and I�ve taken screening and 
print making and several dye classes with Christine Zoller out of 
University of Eastern Carolina.  They have a wonderful fiber arts 
program and Christine Zoller I�ve taken classes with her a couple of 
times.  I�ve taken different ways of manipulating fabrics so I�ve really 
had a lot of those classes from people that were innovators and not 

to say that I don�t participate in some of the workshops here but I 

just don�t find them as challenging and I love the total immersion 

process.  You know a workshop for two or three hours, I may not 

be in the mood for two or three hours.  I�m very much one that I 

can�t just force myself to sit and do something.  If I�m in a linear 

mood then I�ll cut mats and I�ll do that stuff that needs to be done 

to frame my pieces until I�m really wanting to sit down and work 

with doodling and working with the wax and dyes.  Workshops 

are there, and it�s okay it�s our workshop from 10 � 2 and you 

better be on and you better be doing it.  I took precious metal clay 
classes, my husband and I as a joint thing are going to do a fuse glass 
class.  So I have a lot of interests outside of what I do. 
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PO:  So tell me about what�s your solitary experience like when your 
in the mood or you play your music and�. 

 

  
I:  Yea and I lose track of time, it�s great.  I turn off the cell phone �  

  
PO:  And you were saying how particularly when you had a loss or 
something like that�. 

 

  

I:  A motivator, my daughter�s been a great motivator with all 

kinds of roller coasters with that and my identity with her and my 
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role with her since she was my whole focus for my life for so long 
and when she graduated school she chose to stay in North Carolina 
with her friends and not come home to mom and that was a 
real��that was real hard.  Even though I had remarried in 98 and she 
graduated from college in 2002 and I guess I was really hoping she 
would come back and move closer and she choose not to do that so 
that�s been a real hard thing. 

 

 

 

 

 

 

  

PO:  Did that prompt you to buy the place in Brevard?  

  

I:  Part of it was that but mostly my husband had been going to the 
mountains for years and this was something that he always wanted to 
do and I certainly was going to jump on that band wagon.  Before 
Richard and I were dating when my dad died I 96 and I basically 
stayed in Florida because dad had several strokes and was ill and my 
mother was not really a care giver.  So I stayed there with dad through 
those years and when he past away, and even when his speech was 
inhibited he would say I want you to go do what you want to do.  So 
he died at Christmas in 96 and I gave my notice that January 97, I 

was working in public schools teaching art k-6, 1500 students, I 

think I told you this it was a nightmare, an absolute nightmare.  It 

was two elementary schools part time at each for a full time job 

and I was hauling materials between the schools.  I think I 

couldn�t be complacent I had seen some of the art teachers who 

just said you do what you can with the materials you have.  If I 

couldn�t do it how I wanted it and teach art education instead of 

indoor recess and get the respect of the other teachers and 

principal that this wasn�t just some frivolous thing and take it 

more serious.  I had to validate it to myself first and then validate 

it to my peers.  And then I overdid everything, we always had to 

have the best art show and the best fund raiser and all this.  So I 

worked myself silly for 2 years and didn�t do much else at that 

point.  
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PO:  How old was your daughter at that point?  

  

I:  She was in high school.  At that time she was living with her father, 
he father and I had a custody agreement.  He didn�t want her when she 
was young but when she was in 7th grade through 12th grade.  He 
didn�t think she could get a good enough education in the South so she 
had to go to school in Massachusetts so that�s where she went to 
school.  So that was another heart wrenching kind of thing.  So I 

threw myself into my work which was great and any extra money 

was for a plane ticket so I would fly up to Massachusetts and stay 

with friends every 5 weeks and try to get a free vacation up there.  

So she was in high school for all this and that was probably a good 
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thing because I could throw myself into what I was doing.    
  

PO:  I remember you telling me that you did something like 200 
different silk scarves or something.  I can�t fathom and the money for 
that�I thought you were amazing. 

 

  

I:  I did a lot of silk scarves, as a matter of fact I�ve got a show at 5th 
avenue gallery and so I�m going to do some scarves.  That opening is 
going to be Friday night.  And again, I like the scarves because I like 
working with the dyes and the manipulation of fabric and the 
manipulation of colors and beading, I really like doing beading and 
combining two different kinds of scarves.  So I�m going to have work 
at this 5th avenue gallery. 

 

 

 

MED 

  

PO:  Oh, Tom and I need to go because I can always use more 
scarves.   

 

  

I:  So I like that but then I had to come to a decision.  Am I going 

to do scarves or am I going to do some art work that I�ve been real 

timid about showing? 

C/A; 
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PO:  So you see scarves at a lower level?  

  
I:  Yea, I think scarves are a, you know they�re clothing, and trying to 
find a market and say okay am I going to try to market this?  What do I 
have the energy for?  That depends on my mood but we�ll see. 

 

  
PO:  Do you think that scarves are an easy thing to sell?  

  
I:  I thought so but I haven�t really sold them, I don�t know if there 
isn�t a big market around here or if I just haven�t found it yet or if my 
scarves really aren�t good enough to sell.  You know there�s always 
that.  Somebody is going to be prettier or better or do it better than you 
can and they are more prolific and produce the same thing.  That�s a 
problem, I like to change and be different rather than produce the same 
thing.  I have some scarves and I�m probably going to do some for, 

I belong to a weaver�s guild.  Now I didn�t join anything and now I 

belong to the Central Brevard Art Association, Strawbridge Art, 

Orlando Weaver�s Guild, of course this Arts Etc. and ACA, the 

local Space Coast Weaver�s guild, so now it�s like I go from one 

extreme to the other because now I belong to 6 or 7 guilds.  It�s 

like I�m trying to find a home and I haven�t really connected 

100% anywhere yet. 
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PO:  Which one is your favorite guild?  That you feel the most affinity 
for? 
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I:  Well I have people that I know here at Arts Etc.  I�m friends 

with Diane Smith and I�m friends with Ellen Lindner and of 

course I�m friends with Norma and so I guess I know more people 

that come here. 

SCI&II 

  

PO:  So in terms of a social outlet?  

  

I:  Yea, it�s more of a social thing then a creative stimulus.    

  

PO:  What�s the creative stimulus guild?  

  

I:  Going to Arrowmont, absolutely no question about it.  It�s like, 

I didn�t get there this year and it�s been difficult.  I need my fix 

every year.  Being in an artist community is absolutely the best.  

There�s nothing better.   My brother in law is a professional potter 

and he lived in an artist community in Gainesville.  In a town where 
he had his wood burning kiln and he does some absolutely marvelous 
things.  They have a house on the beach in St. Augustine.  His wife is 

a sculptor and she works in clay.  They�ve been great inspirations 

too since Richard and I have been married.  I did some street 

shows with my silk scarves and you know it just never really got 

off the ground for me.  I didn�t like doing street shows.  Donna, my 

sister in law was more into doing shows where she would develop a 

line and sell to gift and art galleries and things like that and to 

these big shows that she would go to with her sculptures.  So she 

marketed that way and when she adopted two children. She had to 

do the practical thing and get a job where she would have benefits 

and things.  So she teaches special ed. in St. Augustine and she does 
her art and does one shore a year in Michigan where there is a really 
big show up there that is really an invitational and it took her years to 
get in and so she does that show.  I guess what I�m saying is that I�d 
like to do more of what she does.  Find a few galleries that are 

interested in my work and sell it that way instead of doing the 

street shows.  And even teaching, I have taught at libraries and 

I�ve taught at guilds and I even opened a studio in Cape Canaveral 

for a year and I taught Yoga and I taught silk and paper batik 

there.  I was trying to run the whole show myself and it was a lot 

of work and I just didn�t want to spend that much money on 

advertising and promotion.  One of the associations that I have 

now joined into kind of, I wasn�t, maybe this is kind of why I 

wasn�t much of a joiner, there was kind of politics and stuff going 

on that I didn�t like.  I�m not saying backbiting but stuff that 

starts going on. 
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PO:  If you were a newcomer to the field why would you want to join  
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a fiber guild? 
  

I:  I think it�s important, a social support system is really 

important. 
SCI-II 

  
PO:  A social support system in terms of promotion of work or?  

  

I:  Yea, you know, taking Nancy Dillon�s class was absolutely 

important because she gave us fundamentals.  How to put together 

your resume, how to approach galleries, how to get your stuff out 

their and marketed, and what you need to focus on to get a 

business running.  So it basically is running a business.  So, I�ve 

run a business before and I thought okay, I know how to run a 

business.  So now it�s just a matter of having confidence in my 

work because I always feel like somebody else is always doing it 

better, nobody�s going to buy this.  So I�m still at that stage.  I 

really haven�t gotten any recognition, I really haven�t shown it yet.  
One piece I am going to be showing it in the Central Brevard Arts 
weekend in the Fine Arts show.  They are accepting silk painting, 

silk painting has always been, well it�s fiber, if it�s fiber join a quilt 

guild.  But it�s not a quilted piece so I don�t  really fit in their 

either. 
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PO:  Do you feel like, because of the resurgence, you know fiber�s 
become hot do you feel like you have experienced any�..whereas 
back in the 70s it would probably be poo poo�d or looked down on 
because it was looked at as a domestic thing?  Do you feel that at all? 

 

 

 

 

  

I:  Since I wasn�t really thinking about ever selling my work or 
even thought of myself as an artist I can�t answer that question.  
Now I�m glad to see that fiber is being thought of as an art form and 
getting credit where credit is do.  I think Miriam Shapiro has, you 

know it�s been a long time you know before it has been recognized.  

You know she got a lot of flack for what she did but I always 

admired her.  Actually using puff paint and stuff like that in her 

work.  Heaven forbid they show that in a fine arts show.  So even 

on these small scales in small town shows to even have a silk piece 

being put into an art and fiber show is something that I don�t 

think they would have accepted in previously. 

C/A 

 

 

 

 

***C/A*** 

  

PO:  Have you ever experienced discrimination in terms of being a 
woman artist? 

 

  

I:  Oh, there�s always discrimination.  There�s always 

discrimination, just the generation that I grew up in is just 
experiencing it firsthand. 

POL; GEN 
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PO:  Can you talk a little bit about that? Do you mean in terms of 
salaries differences? 

 

  

I:  Well, when I first started working it was very clear to me that 

women who where working in professional fields had to do three 

or four times the work that their male counterparts would do and 

usually for less money because it was considered that it was not 

essential for them.  I don�t know if that was because there were 

less divorces and less single women out there maybe that�s it.  It 

was just the growing pains of the generation. 

POL; GEN; 

ECON 

  

PO:  Is your daughter cognizant of what you went through as a 
woman? 

 

  

I:  I think she is, maybe that�s why she is trying to stake her own 

and be on her own and really doesn�t want to see any kind of 

discrimination and really hates to admit that there ever was.  Oh it 

couldn�t have been.  It was, maybe because you were weak.  I 

think maybe she was aware but I don�t think she understands 

what it was like.  I think the most powerful proof of that was working 
out at the space center.  It was unbelievable, I don�t want to say much 
more about that, it was very, very difficult.  I mean I saw men making 
unbelievable salaries and not doing much of anything and being 
responsible for the clerical staff as administrative supervisor for 
security services it was just so clear what was going on.  Not everyone, 
but there were certainly more males that took advantage.  It was a 
good old boy system making salaries that women just had a real hard 
time.  I was really blessed because I worked in security services, and 
our deputy chief at the time was a real progressive guy and it was real 
good.  I had no complaints about my salary at that time even though 
the job that I was doing for EG and G. the counterpart of what I was 
doing at that time with Wakenhut, he was making probably 6 figures 
and had a secretary and I was just pleased as anything to get $27,000 a 
year because then I could afford to pay for my used car and�.but then 
speaking up wasn�t really the way to go because I saw what happened 
to a few friends who did try to go against the grain and it was just real 
nasty.  So I just bided my time until I had enough money and I bought 
my ice cream trucks.  They all thought I was crazy.  Nobody leaves the 
space center.  Where are you going to find a job that�s going to make 
this kind of money? Well, I�m not but I am going to make enough 

to get by working in my thing.  Which again is part of my not 

working with groups.  

POL; GEN 
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PO:  Have you had any women mentors, I mean who was your 
sounding board during this time?  I mean Kristen Congden was one 

 



 

 

 

262 
  

but have you had other women mentors?  Do you have them now? 
  

I:  And that was years ago.  That was when I was making my decision 
about what I was going to do in art and what field I was going to get 
into.  Louis Rector who was our artist resident who I guess was my 

official mentor and she was the one I was really closest with.  After 

her term ended and she was well, she lived in the west coast 

somewhere, she owned the fiber arts institute over there.  I don�t 

think it is still in existence now.  But I would go spend weekends at 

her house, I�d stay at her house and work in the institute.  I spent 

many weekends there and took Mary Ann [daughter] with me and 

she was very young then.  So she was my first real mentor.  

Kristen Congdon was kind of a sounding board.  She had so many 

irons in the fire and she was so busy that she really didn�t have 

much time to spend.  And, I was a little intimidated by her, here 

she was a Ph.D. person teaching at a university and here I was just 

a struggling single mom trying to get my life together and put a 

career together.  So I really didn�t feel like I was on the same level 

with her.  Louis Rector was in her 70�s, she was the 

grandmotherly type and she was a creative person and had quite a 

history.  She would tell me her life story and we would sit up and 

drink wine.   

 

 

 

 

***M/R 

 

 

 

**M/R 

  
PO:  What was it like when you would go there for the weekends?  
Would you all get up and just start puttering around?   

 

  

I:  Well, we�d get up in the morning and I�d cook breakfast and 

the Fiber Arts Institute was a separate facility and I�d drive her, 

she would prefer that I drove her car and we would go over there.  

It was on 15 minutes away and we�d work all day, take our lunch.  

She�d have two or three other students that were there.  

Sometimes there would be a class in the afternoon and she�d have 

some seniors that would teach class and the workshop.  Her studio 

was on the second floor and then she became sort of disabled and 

she couldn�t get up to the second floor so she�d stay on the first 

floor and I�d work on the second floor and she had huge stretcher 

frames and I�d be running up and down the stairs showing her 

what I was doing. 

 

 

M/R 

 

 

AE 

  
PO:  Was this place in Ellington or in Rustin or something outside 
Tampa?  You can�t remember where it was? 

 

  

I:  It will probably float into my mind.  Fiber arts institute, I can see 
the stationary now but I can�t remember. 

 

  
PO:  And what exactly was it?  Was it like a school?  
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I:  It was a school, she had workshops there.  It was a place where she 
could show her banners.  She did a lot of commercial work.  Big 
instillations, huge banners, floor to ceiling kinds of things that she 
would do for corporations, banks and that sort of thing.  So it was a 
showcase of that but it was mostly a school.   

 

  
PO:  Was it fun to take Mary Ann with you?  And would she putter 
around too? 

 

  

I:  Yea she would, I don�t think she does much now.  

  

PO: Maybe she�ll come back to it.  

  

I:  She�s doing knitting now.  She�s got a lot of things she needs to sort 
out so that�s not a real priority. 

 

  
PO:  I can�t imagine what it must be like.  I think back to my mom 
and she ended up going into museum directing or whatever but she�d 
gone to Florida State and that was back in the day and she wanted to 
go into architecture and they wouldn�t let her in because she was a 
woman.  So she ended up going into the museum field and the 
museum she was in, in South Carolina there was always lots of stuff 
going on and I was involved and I think it was just a way to keep me 
occupied while she ran the museum and I swear I lived there and I can 
remember sleeping underneath the table during board meetings.  But it 
was so much fun because she would come down and we would do 
sweet grass like basketry stuff and it was really interesting to have her 
there and I think that was a lot of the reason I went into this whole 
research is just because the learning style, the sort of transferred 
knowledge that occurred between mother and daughter.  I guess I 
never realized it but it wasn�t a formal learning environment.  It was 
interesting because she always had me embroidering and things like 
that.  I guess I just want to see that now it�s just kind of 
intergenerational.  That kind of bonding and sharing going on between 
women and I haven�t really seen it as much as I had hoped to see it 
with this guild.  I guess I have this sort of idealistic� 

 

  

I:  Passing down between mother and daughter.  

  

I:  Yea, and I had hoped that this would be a lot more like that.  You 
know I interviewed Laurel and she talked about the death of the 
quilting bee. She said that she liked coming into a group of women 
who were already in the midst of a project and that kind of informal 
learning and transferring that goes on there and that�s really what I had 
hoped for.  I guess we�ll see how the data falls out.  All the women 
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have been so dramatically different.  And speaking of which, you�ve 
fallen more I think on the left side politically, in terms of the Vietnam 
protest.  Where when interviewing Ellen she talked a lot about, she�s 
pro-life.  You know we talked about some of her art work and I 
thought wow, that�s really different.  You know because I was really 
interested in some things like the anti-war protests that occurred with 
the U.S. involvement in Iraq and I was fascinated how when I was in 
Chapel Hill all these wacko knitting circles would erupt and be 
knitting trash bags or something because it was an ecological 
statement of some sort, and they�d be talking about their IPODS and it 
was like the hipster fiber, younger generation fiber thing and so I was 
really curious as to why the alignment of fiber and politics like we 
were real peace and like the Aids quilt.  Do you have any insight as to 
fiber in politics or did you ever participate in something like that? 

  

I:  No, again not being a joiner and picking a medium that�s not 

common and then shifting as many times as I have and doing so 

many different things.  I haven�t, back in the 60�s I participated in 

a lot of anti-war marches and that sort of thing and my husband, 

my daughters father at the time, it seemed like every other 

weekend he would be arrested on campus, they took over the 

campus chapel at Assencian college, nothing that went on his 

record or anything like that.  Again, being in San Francisco, seeing a 
lot of the aftermath and seeing the terrible things that moved in. I don�t 
know I guess I shy�d away from that.  I think it was frightening and 
upsetting for me. War is a horrible thing, and again since my mother 
fled Poland right before the Nazi�s came into Poland and just how it 
disrupts people�s lives and destroys cultures and breaks bonds.  My 
mother was never able to see any of her aunts or uncles or cousins 
again after she came to the United States.  It�s like that was another 
life.  And it is very disrupting and upsetting and I�m not sure where 
I�m evolving now.  I think now that my life is settled I�m at a 

different stage and I�m not so worried about where�s next weeks 

grocery�s going to come from.  It�s the first time in life I�ve ever 

had that opportunity so it gives me a chance now to say okay, all 

this information, all these places I have been, all these jobs I�ve 

had, all these people I know where does that all go and how does 
that translate and how am I going to leave something behind.  My 
daughter has a couple pieces of my art work and I think most of the art 
work I do I do for family and friends rather than commercially sell.  I 
think that�s more important and I�m hoping that in some point in her 
life she has some direction since she has so much of a background that 
maybe there�ll be coming around or to.  She has expressed an interest 
in working in something more like clay or glass.  I don�t know, I�ve 
seen a couple of her sketches that she did in high school and they are 
scary.  They are really scary, frightening.  Black and charcoal horrible 
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faces and hands on her face and it was a real shock to me to see these 
pictures.  Especially since I had taken coursework in art therapy and 
was fortunate enough to bring two students to get the help they needed 
when I was working at two schools when they were depicting violent 
situations in their art work and I was thinking if the classroom teacher 
doesn�t know what is going on.  Often children can release their 
anxieties when they get into working with art and these two students in 
particular, one was a first grader the other was in the forth grade.  
Anyway, it goes back to taking a look at these things she did in high 
school and I could see she probably had a real conflict here living with 
her dad which could be difficult because they are very much alike.  
They are very aggressive in your face kind of people and I could see 
the two of them facing off.  There was a real conflict through those 
years.  But I also have seen some of the art work, she took a art class 
when she was in college at the University of North Carolina in 
Greensboro and she did some casting and I still have a couple of her 

small sculptures and she won an award for one and they are very 

interesting, very abstract, very neat.  One was actually cast but it�s 

fabric that�s folded and it is a series of circular pieces together.  

I�m just hoping that she will go back because the background is 

certainly there.  But there�s so much now that I didn�t have that is 

so distracting.  I mean I go on the web when it is necessary but I 

think it is such a distraction.  It takes away from creative time.  As 

a little girl, of course television was probably new there wasn�t 

much programming but I spent a lot of time alone.  My brother is 

12 years older than me so I was kind of raised as an only child so I 

think creative time and spending time alone and giving your kids 

crayons and stuff to work with instead of these video gizmos that 

come with buttons.  I�m not an advocate of that.  I must say that I 

never had an Atari, my daughter protested when she went to her 

friends house but I just thought they were terrible and that they 

drain creativity and adults need to allow that quiet time because I 

don�t see how you can create unless you have some quiet time.     
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I:  Last question, describe your vision for your art in the future.  

  

PO:  Well, I touched on it.  As I said one of the people that I 

thought was inspirational now currently is my sister in law Donna.   

I�d like to be able to find a gallery that likes what I do and finds a 
place where it will be marketed.  I�d like to see the silk and silk 
overlay evolve into doing bigger pieces and expand on that.  I really 
enjoy doing it but like I said I�m real timid about it.  Again I guess 

we�re all looking for that validation, we either get it through, well 

if I go to school I have a degree in art and that makes me an 

official artist because I have a degree and I have this background.  

I don�t know well I guess I�m right at the point of wanting to show 
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my work and        I would like to see, well I�m really looking 

forward to moving to North Carolina there is a guild up there that 

is a community Guild in Brevard and they have a shop in the 
downtown Brevard area.  I�m looking forward to getting into that 
and having work there that would be compatible with what they are 
selling there and they are very much into the fiber arts so I feel that 
that might be my home.  My spiritual home, my artistic home, I�ve 
never really connected here and because I still had in my mind from 
back in 1982 that this was just temporary.  And how many years has it 
been?  One year I worked up in Nashville, I taught in Nashville and 
that�s were I taught middle school but I didn�t teach art, I taught 
Business ed.  I taught keyboarding and life skills in middle school.  I 
loved it, I really, really loved working in Black Mountain and I liked 
the teachers and I liked the principles, I liked the kids.  I really enjoyed 
that.  I just felt like that was probably where I need to be.  Every time 

I drive through Sea Grove, of course it�s a community of potters, I 

think wow maybe I should have stayed in pottery because I think 

there is probably nothing more creative than to be in an artist 

community ideally I would love to be.  If I were single, as a matter 

of fact I was looking into, it wasn�t an arts community it was 

maybe a commune of people that bought so many acres in Black 

Mountain and they were portioning off places and you had to have 

an environmental you sign an environmental agreement at 

whatever housing might have been available and that would have 

been domain.  That�s where I where I was heading until Richard and I 
got together and then that shifted.  But he shares a lot of my ideas.  
That�s where I was heading and that�s where I eventually see myself.  
Not living in a commune I�m going to be in that area and I really 

hope to join that local cooperative.  That�s my goal for the future. 
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Who? Mary Dunn is a 50-year-old Caucasian women. Married and the 

mother of four adult children, she currently works in the 

development office at Florida Institute for Technology. She was a 

founding member of ArtsEtc and is still actively involved in 

multiple guilds, one of which is the Melbourne-based Dirty Dozen 

guild. She is close friends with Elizabeth.  Mary is tall and slim, 

with short dark hair.  
 

When? October 14, 2006- lunch, coffee at Starbuck�s, and then interview�
2pm 

Where? 
 
 
OC 
 
 

Campus of Florida Institute for Technology�reserved room in 
library. 
 
Mary decided we should meet in the library for the formal interview, 
as would be a quiet setting. Her house was under construction for an 
addition, plus she wanted to show me there textile collection. After 
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lunch with Elizabeth in Melbourne, we went to get coffee at 
Starbuck�s. She drives what to me looks like a Sazuki Samaraii 
(something you�d rent in Cozumel) and has a Yin-Yang sticker on the 
back�fits her to a tee. I followed her in my car, as we figured we�d 
talk into the evening, and I had to drive back to new Smyrna, an hour 
plus North. As we�re walking in to the library with our coffees (and 
she has some of her fiber work), we�re stopped by guard, who I felt, 
was slightly overzealous in her guard duties. Mary handles it in stride 
and was very accommodating, not telling her that her office was just 
nearby. I wished I had Mary�s sense of equanimity.   

Why? Mary, like Elizabeth, was recommended as a strong interviewee. 
Because of her academic background, as well as her involvement in 
multiple guilds, I assumed she would lend new insight. Plus, she 
seemed interested in the research from the beginning.  
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seemed interested in the research from the beginning.  
 

 
 
 

 Codes 
PO:  Just kind of speak normal so I can make sure I can get you on 
the tape. 

 

  
I:  My name is Mary Dyer I have four children and I work at Florida 
Tech right now. 

 

  

PO:  Can you describe your earliest experience with art?  

  

I:  That would be with my grandmother and she was a very 

interesting person because she eloped and she was Suffragette, 

but she embraced all of women�s art and I can remember sitting 

with her in the living room and she was always sewing something 

and no matter what she always gave my sister and I something 

to do so that was before kindergarten.  She would give us 

whatever she was doing whether or not it was embroidery or a 

bit of cloth to put together or give us her scrap basket.  She was 

wonderful. 

AE ; 

MATERNAL 

  

PO:  That�s nice, so her didactic style was pretty like laissez faire 
and pretty relaxed and you know it was just, she� 

 

  
I:  It was very practical, she used everything that she had.  As with 
most people in that era I think did, you wouldn�t go to a cloth store 
and buy everything.  She used clothing, she used bits of lace, she 

would make our doll clothes, she would make a lot of our clothes 

actually.  She was proud of everything that she did no matter 

how practical it was.  If she made a dishcloth it would have a bit 

of embroidery on it, it would be the right color.  She was proud 

of her home. 

 

 
 

C/A 

  
PO:  And did she teach your mom?  

  

I:  This was my dad�s mom and he appreciated art but it wasn�t a 
real big part of his life.  He was a musician actually and in college he 
marched in the band, he played trombone and he marched trombone 
so that was his artistic side.  He was actually an engineer by training. 

 

  
PO:  And what about your mom?  

  

I:  My mom actually has a degree in art, she does but she�s just  
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very different than most artists, she has never really been a very 
functional person.  She�s very hard to describe.  She never worked 
outside the home she never produced art accept for her own 
enjoyment which was a great reason to do art.  She�s not really the 

kind of artist, when I�m using the word artist I�m referring to 

someone who has a dynamic need to produce art and what they 

do with depends but they really have a need to do it and she just 
really hasn�t been like that.  You can use phrases like �not playing 
with a full deck� or those kind of things she was not a big participant 
in my life even though she was at home.   

 

 

 

 

C/A 

  
PO:  So really your grandmother was the one who really instilled a 
love of fiber art? 

 

  

I: Absolutely  

  

PO:  And then how were your art K-12 experiences?  Did you have 
art in school at all growing up? 

 

  
I:  I did, I went to a small catholic school outside Washington, 

D.C. in Bethesda and it was pretty standard for us to have art, it 

was just once a week, but in the early years it did include the 

typical painting and special things at holidays and such but by 

the time we got to 4
th

 , 5
th

 somewhere in there they did include 

art history.  So I think that was a good background and I think it 
was an excellent education at this small catholic school and they did 
include enough basics at that time that I knew I wanted to include 
that in my education. 

 

 

AE 

  
PO:  And then did you have classes outside of school?  Like did you 
ever, like museums that kind of a thing? 

 

  

I:  I did, being so close to Washington we had lots of things to 

chose from so we had lots of field trips that went to the 

Smithsonian a couple times a year and there was also a parks 

program that had Saturday classes you could take.  Sometimes 

just crafts more than art because you would do gimp or paper 

mache, things that are crafts but it was still a very good hands-

on experience and it was still fun to do.    

AE 

 

 

 

C/A 

  

PO:  Whenever we go to DC and I see the little kids running around 
I always think how fortunate it must be to raise kids in that area 
because you are so bombarded by it all.  How were your college 
experiences?  What were they like? 

 

  
I:  I did take art history in college it was by that time I was really AE 
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into taking medical technology courses and I was in a hurry to get 

out and even though they were great courses I don�t think that it 

really sunk in at that time that I should have stopped and 
enjoyed it more.  But there was certainly a lot offered.   

  
PO:  What do you think deterred you from maybe pursuing art in 
college?  Because I mean you loved it before hand. 

 

  

I:  Oh the job market, absolutely the job market.  I was on my 

own and I needed to get out and into the job market and support 

myself.   

NARR / ECON 

  
PO: Was there a feeling that women artists, that was just not a 
viable option? 

 

  

I:  Absolutely, the competition is so steep, I didn�t feel like, 

actually doing art, it wasn�t that big a part of my life at that time 

that I thought that I could support myself at that time.  And I 

really wasn�t interested in art history, to teach it.  I really wasn�t 

interested in conservation or archivist or those things that I 

think other people have chosen as an art path.  And I�m really 
interested in technology so it was just part of what I wanted to learn 
as part of that scientific method and I was very much involved in it.   

NARR / ECON 

  

PO:  How do you like to learn your art in terms of teaching style, 
learning environment?  Do you have kind of a preferred, I mean do 
you like kind of an authoritarian sort of teacher that really is 
directing you on something? 

 

  

I:  I don�t do well at all with someone who wants to direct my 

art. I want to learn technique, I want the technology behind it.  

So frequently I�ll use independent study and you know, books or 

the internet, or just fool around with whatever type of material 

I�ve discovered, and I am not afraid to use things in a very 

unusual way.   

 

And that�s what I like best about multi-media fiber art is that 

you can use whatever you want.  But, I�ve been in classes where 

people have specifically said well this is how this should be and 

you know I want you to do it this way and I just say no I really 

like this.  I will be gentle about it but I clearly express that I 

want to do my art my way.  This is my art.   

SKII ; AE 

 

(*like Laurel & 

Elizabeth) 

 

 

 

 

AE 

  
PO:  How do the workshops through Arts Etc. differ say from the 
workshops that you have in Dirty Dozen?  Did you all in the Keys 
have workshops?  Could you notice a difference in textures 
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between? 
  

I: Absolutely, workshops in the Keys are for very traditional.  

Even though we had cutting edge artists that would come in it 

was still right angles, make sure your ¼ inch is okay and that 

was a very good learning experience because I learned the basics 

and the foundation of how to do the technique really, really well. 

I think that�s one of the things that I�m noted for in my art.  You 

are not going to find anything that is not pretty well-made.  Once 

I did get into the more contemporary pieces I really didn�t fit in 

that well with the group in the Keys.  Now at that point was when 
I happened to move to Melbourne and I did catch up with Dirty 

Dozen pretty early on and Dirty Dozen is just a very dynamic 

group of women who are very eager to share what they have 

learned.  So there�s not a attitude of holding back, there isn�t 

anything like that.  It is like share our materials and share our 

ideas and it�s a very diverse group.  I mean some of them would 

not do really contemporary pieces.  None of them are strict 

pattern followers, but they are not straight contemporary. 

 

 

GE ; C/A ; 
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Aesthetic 

  

PO:  Why did you start to deviate or sort of diverge off of the 
prescriptive folks, why did that tendency precipitate?  

 

  
I:  Why did that happen?  

  
PO:  Yes  

  

I:  I�ve never been one to follow a pattern so I�ve always been 

one that is doing my own thing with different colors with 

traditional patterns.  Then 9-11 happened and I really wanted to 

do a piece that was expressive of some of the things that I was 

feeling about this and some of the things that were happening in 

my neighborhood and at that same point my guild had a 

challenge, and actually this was right at the point when I was 

leaving the Keys.  And they had a challenge that was pretty 

general, it was do something in black and white and one other 

color and I wanted to do this as something to do with 9-11 and I 

actually have it here that we can look at.  But it was really 

important to me to make sure that what I was creating was what 

I was feeling.  And basically what I did with this quilt was I 

made sure it represented, the building is represented by a large 

square shape and in the middle of it is a circle and the circles 

start out smaller and then get larger and what I was trying to 

say is that these persons died in this experience but by this death 

they did not diminish they increased in their spirituality.  And 

not by dying violently I mean just death in general.  I don�t 
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believe that, it�s just a personal belief that it is not the end of 

something it is the start of something and I felt like everybody 

was so depressed that they needed to reminded of the fact that 

we didn�t end at that level.  So it just is an uplifting memorial to 

these people. 
  

PO:  Then after that quilt did you continue on with kind of breaking 
rules? 

 

  

I:  I did and I just kind of made sure that everything that I was 

doing that I could put a name to it and kind of a feeling to it.  

And actually I did my, my business cards say �Sentient Art 

works� [OC: This sounds like a Victoria�s Secret catalogue?, but 
does remind me a lot of Elizabeth & emotional connection] and I�ve 

kind of continued with that.  I�ve made sure that everything that 

I�ve done has some type of emotion in it.   

SP 

 

 

 

 

SP 

  
PO:  How did being a woman first affect your perspective in the 
arts?  How if that at all, have you felt the impact of being a female 
artist when you�ve tried to either sell your work or by buying into a 
certain medium? 

 

  

I:  I really haven�t felt that.  I just kind of fell into some of my 

work because I really wasn�t seeking that.  People have come to 

me to buy things, and it just has been such a natural path that I 

really didn�t feel any sort of resistance you know with being a 

women in the arts.  Now of course at the point when that 

happened I had already been through some of the resistance that 

women find in the workplace so I wasn�t, I didn�t have a lack of 

confidence you know I was okay with what I was in the world so 

it just wasn�t part of what I was experiencing.   

F/G-non-existent 

   

PO:  What about being a woman, did that ever affect you in the 
classroom?  In  your art classes, or when you took your art history 
classes, were you exposed to women in your art history classes? 

 

  

I:  No, most of the artists that they would tell us about, it was 
certainly a male-dominated field.  But it seemed almost 
unpredictable at the time when I was learning it because women 

were not featured.  

AE 

  
PO:  What were the years you did your BA work?  

  

I:  I graduated in 1976, 1972-1976.  At that point women had, 

you know it was love beads and protests and rock and roll it was 

more that generation came up believing that that was equality 
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and we were going to have peace and we were saving the world 

and it was not common in my realm to have that talked about as 

a negative.  But I also grew up in Washington D.C. people 

already had the equality, women and races that were 

represented had the equality that the rest of the country was still 

struggling with.   

POL ; GEN 

  
PO:  How did you first learn about women artists?  

  

I:  There still were many influential women artists that I did 

hear about in college with the traditional art history courses.  
But I don�t think they were a huge part of my life until recently.  
And I always have to say 10-15 years, or 10 years after I got out of 
school was I interested to pursue knowing enough names about 
women artists to see exactly what they were doing.  And most of that 
really related to fiber. 

 

 

AE (? Conflicts 

w/ earlier 

statement) 

  
PO:  So it was really about 10-15 years once you finished up school 
and you kind of had a chance to sort of work and start going back 
and pursuing fiber and then in terms of female mentors did you have 
folks who said pay attention to this woman? 

 

  

I:  I would have to say no because most of the artists that I was 

working with personally were more technique-oriented because 

that�s what I was looking for.  Once I got into knowing that I 
wanted to know more about fibers some of the more prominent 
artists from New York such as Paula Nadelstern who�s a member of, 
if I can get this name right, I think it�s Art New York, it is a group of 
ten fiber artists.  She was the biggest influence that I had and that 
was probably around �87 or so, �87 or �88 and she is known for 
doing these kaleidoscopic quilts and what drew me to her is that she 
would go to the table with a kaleidoscope, talk about the 

mathematics involved, talk about the properties of this 

kaleidoscope and prisms and such and how you are going to 

translate that mathematically onto a piece of fabric. Your angles 

are going to come out right and this is what you are going to get.  

So it was very, very technique-oriented.  

C/A ; M&R 
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PO: Prescriptive in a way wasn�t it?  

  

I:  Absolutely, it was   

  

PO: Yet you were kind of turned off by that in the Keys.   

  

I:  Well, what she did was very graphic in that her pieces might be 
very bright colors and a lot of contrast and what I did was kind of 
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blended it in so it really wasn�t exactly what she was doing.  It was 
still very different.  But she was a huge influence on what I do. 

M/R�Aesthetic, 

though 

  
PO:  So how did you learn about her?  

  
I:  I saw her in a magazine and I discussed it, at that time I was vice 
president of our quilt guild and we discussed it to see if anybody 
would be interested and could we bring her here to us.  So we 

brought her to the Keys and she did a 3 day class and that was a 

real turning point to all of us who were really getting into the 

arts.   

 

 

M/R-SKII 

  
PO: So your first female role model, it sounds like your 
grandmother really is that correct? 

 

  
I:  Absolutely  

  
PO:  Can you describe your experiences with subsequent female 
role models up to the present? 

 

  

I:  All of the art teachers I had in catholic school were nuns so they 
were all female.  I must say that during the time I was in school I 
really did not have a huge admiration for women who were nuns I 
felt like they did not embrace all of their life.  However, all of them 
were very positive and they were very confidence building and they 
were very clear on what they wanted to teach us and they were very 
giving and we had great classes and we came away with pretty good 
art experiences.  There was one teacher in particular Sister Jarla, 

who was probably older than dirt, I mean she was at the school 

forever when I was in second grade.  She was probably there 50 

years easily and she influenced all of the community and she was 

very knowledgeable and would talk about the origin of 

something such as paints.  She would talk about the pigments 

and how you could get clay from the earth and create a 

particular color and using herbs to create color such as dyes and 

she brought it all together and she was actually my art teacher 

for I don�t even know how many years because she came and went 
from the classroom quite a bit.  And then for 8

th
 grade she was my 

teacher the entire time and she was a great influence.  And she 
expected everybody to go to college, it just wasn�t a choice. It 
wasn�t anything you talked about it was like you just graduate from 
high school and you go to college and if you want to do more after 
your BA than that would be good too.   
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PO:  So strong female role models?  
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I:  Absolutely  

  

PO:  I�m trying to get kind of a grasp but I�m having a hard time 
looking at your life holistically and seeing how art in terms of your 
kind of levels of productivity have gone up and down and it sounds 
like during the college years it sort of went down a little aside of 
some art history and then 10 years after that it was sort of still down 
and then it just kind of skyrocketed up.  Could you kind of give me 
an idea�� 

 

  

I:  Well there really hasn�t been a time when there wasn�t any 

art.  It was more I was doing other things.  During my teenage 

years I was heavy into painting and water colors and then once I 

went to school then I was crocheting all the time and that was a 

really big part of what I was doing and instead of painting 

canvases I would paint my jeans.  And then beading, I got into 

beading quite a bit which was really common back then, you 

know wearing beads and such so it has always been a calming 

part of my life that has been something I was working on.  I�ve 

never had a time where I wasn�t doing some kind of a fiber art.  

But once I got out of college absolutely, I had a time frame 

where I was just laying low.  I did practical quilts for my 

children when they were born and throughout their childhood 

did things like clothing for them and Halloween costumes and 

home decorating projects and stuff like that.  Then about 15 

years ago is when I really got into the art for arts sake for me, 

instead of you know clothe somebody or do something for my 

home.  

NARR;  C/A 
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PO:  So how do you define art and define craft?  

  

I:   Art I think you are doing for art�s journey itself and it is the 

production of the piece and your mood to create the piece that 

other people are going to be able to enjoy or you can share with 

other people and they might not share your vision but you have 

created something that is going to bring about an emotion.  Craft 

on the other hand is more practical matter and something that 

can be produced rather easily such as a home dec. project or a 

Halloween costume.  Even beads that you create over and over and 
over again. 

***C/A 

 

 

 

***C/A 

  
PO:  Did you ever experience discrimination in your fiber in terms 
of people labeling your work as craft and not art? 

 

  

I:  Absolutely, you tell people you are a quilt artist and they 

think calico and something grandma did they�ll ask �you don�t 
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have time to do that by hand do you� and I say well no I do it on 

a machine and they think then it�s not a quilt.  So there�s this 

real channel that people have that they think that a quilt is from 

the 1920�s and something that grandma created.  And I think 

that�s changing because people are more aware of the different 

techniques in quilting.  But I actually never use the term quilter 

when I am actually referring to my art.  I usually use the term 

fiber artist or multi-media artist because sometimes I do 

produce my quilts and then put them on canvas or else frame 

them in which case the word quilt artist doesn�t really apply. 

 

****C/A 

Artworlds 

 

 

 

***C/A 

  
PO:  Do you think that there is middle ground in terms of a piece 

being both functional and being emotional or evoking some kind of 

feeling in someone? 

 

  

I:  I do I think that you can still do a bed quilt and have it be 

something that you wake up and you look at and it evokes a 

mood it might be sun shining and you think wow it is just great 

to see the sunshine coming across this or to do a curtain, I�ve done 
quilted curtain panels that would be something that would be more 
somber, you know something that blocks the light but gives you a 
more mellow sort of mood.   

 

  
PO:  Your preferred medias and how they�ve changed.  You talked 
about that in terms of painting.  Your initial allure to the medium of 
fiber, your grandmother maybe? 

 

  
I:  Yes, initially it was definitely my grandmother, but what I like 
about fiber so much is that it is a forgiving medium.  I mean you 

could put something on your design board and piece it together 

and then decide that it�s not right and cut it out you could cover 

it, you could paint it, you could appliqué it, you could embroider 

it.  So it�s very forgiving whereas if you do a water color there is 

certain techniques you can do to lift your color but it�s not the 

same as doing a fiber piece where you can change it at any stage 

you want.  I never consider my pieces done, if something�s been 

on my wall for ten years and I decide I want to add a whatever 

to it I just do change it.  It�s something I kind of like about the 

whole thing. 
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MED 

   
PO:  What should be the role of art criticism as it pertains to your art 
and what I call the larger art world?  But when I say the larger art 
world I think of things like the National Gallery of Art and you 
know that kind of stone façade is the larger art world. 

 

  
I:  So you mean in reference to criticism?  
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PO:  For your work, we�ll start with first.  

  

I:  I do seek constructive criticism and I like that kind of banter 

back and forth between artists. But as we talked about at lunch I 
do think you have to be very specific when you are seeking that and 
be clear about the group you are going to.  I�m not looking for 

someone to say, �Oh that�s nice or no don�t ever show that.�  

Those kinds of things are not helpful, but I do seek people that 

would say �think about your design elements, do you have 

repetition in there�  �are you using contrast to a good means� 

�have you drawn the eye to a particular point� �which way do 

you think that a person looking at your quilt is going to follow 

through the colors there.�  So I find that very valuable and I 

really try when I�m asked to comment about another artists 

work to keep it to specifics and not, �Yeah, I like it, no I don�t 

like it�� because that doesn�t help anybody. 

 

 

 

 

SKII / 

constructive 

criticism 

  
PO:  Tom my fiancé teaches art too and I always teach the kids like 
they just had a quiz on the elements of design and the principles of 
design and he just thinks that�s just the most bogus thing ever, he 
just thinks that�s a formalist way of working at art and in terms of 
looking at art and in terms of social function or looking at art in 
terms of emotional content or content period it�s one way of 
critiquing it but he could care less if there�s a focal point.  It�s funny. 

 

  

I:  That�s interesting because I don�t think I have ever explored 
another way to constructively criticize because you can�t say how 

you are moved about a piece or it reminds me of an emotion or a 

scene like it reminds me of water or whatever.  How do you say 

that?  How do you define � 

 

  

PO: Right it becomes very subjective at that point but I guess his 
point is that if you look at a piece of outsider art and someone who 
has no background in design or whatever why is it that you are so 
blown away by that piece of art?  

 

  
I:  I don�t know, I�d have to think about that.  It is actually hard for 
any artist to find a good criticism that is going to help them in some 
way.  Part of the reason that I like teaching art is only because I 

can go ahead and just show a technique and comment about a 

technique very clearly and there is not a lot of subjectivity to 

that and if someone brings me their piece afterwards because I 

am not completing a piece in a single seminar but if they bring it 

to me afterward I learn something from that.  But I�ve never 

really sought criticism in the larger art world so I wouldn�t 
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know how to answer that.  
  

PO:  I guess what I was thinking about is evaluation, how do you 
evaluate an art quilt?  What seems to be the answer is by adopting 
kind of a formalist perspective and looking at rhythm.   When you 
look at kind of postmodern art, even before, starting in the 20th 
century and looking at art like abstract expressionism.  I�m not sure 
that folks go about it all the time by deconstructing it in terms of 
elements and principles but whether or not there is some sort of �.. 
and whether or not I guess my kind of underlying question is that 
women, who are the primary makers of these quilts, whether or not 
that by adopting this kind of strict regime of criticism or critiques or 
what not is a way of kind of validating their work that they are 
subscribing to a very traditional�do you know what I�m saying?  

 

  
I:  I do, I just don�t know what the opposite of that is�if you are 
participating in the field and you are actively seeking what is going 
on in that field such as quilt national and you read quilt national�s 
books for years and your looking at this and it is interesting and you 
say oh that�s interesting in 2003 and you are comparing it to 2006 
and you want to actually give a shape to define is almost to hard of a 
word, if you are going to give a shape to these things that were 

interesting in different years what criteria do you use?  I mean 

there are artists out there�.I think Nancy Crowe would be the 

first one that would come to mind that would say it�s all intuitive 

it doesn�t have to match and here�s exercises to get to this point 

that is an entirely intuitive process.  I�m saying that if you learn 

the techniques well and if you have the materials at your 

disposal that are very creative and kind of run the gambit of you 

know imprinting your fabric and altering your fabric and 

texturing your fabric, all of those different things then you can 

get to the point where you can be intuitive and get it on the wall 

but you have to have a skill set and the tools and the materials to 
be successful to get to that point so I don�t know if I actually 
answered the critique part.  
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PO:  No, you are I think kind of what it gets at or what I look at in 
the dissertation is these sort of differing art worlds.  There�s the 
mainstream National Gallery and then there is the lesser accepted up 
until the 70�s of women�s art worlds and a lot of that has been in the 
domestic realm of things.  So part of me in a way likes that kind of 
segregation, non-conformist, kind of merging into a kind of a higher 
art, you know what I�m saying and wants to debunk and say we 
shouldn�t even subscribe to any kind of formalist traditions because 
they are espoused by a bunch of folks who try to keep us out of the 
galleries. 
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I:  I�d put a third step in there because if you are looking at women�s 
art I don�t think it is going to include what I�m looking at as fiber 
artists.  When I�m thinking about it in terms of women who got up to 
maybe the point of departure which was maybe sometime in the 70�s 
where you had Jean Ray Laury (you should google that) and what 
was so fascinating about her is that she came into the art world doing 
very traditional women�s pieces and she would use sometimes the 
polyesters of the world you know of that time frame and she would 
use the very limited calico�s that were available and she wasn�t 

completely satisfied with it so she started out changing those 

fabrics that were available and she used printers ink and she 

used screen printing and she started using acrylics on fabrics 

and then got into photo transfer and back then you had the 

carbon based Zerox type machines and she would invert it and 

then dab it with a cotton ball and a solvent and you would then 

transfer it to the fabric.  But she was instrumental in teaching those 
things.  I believe she was in Chicago for a while and then went to 
California but she was absolutely in that main stream era when the 
Austin�s started Quilters newsletter and just that whole group of 
artists that wanted to change things and they wanted people not to 
think about a quilt being something that your grandmother just threw 
together with a bunch of things and then eventually you use it as a 
picnic blanket.  She wanted it to be something significant that was 

on their beds and once they finished with their beds they put it 

on their walls and just used every bit of creative knowledge that 

they could to change the perception and to change the materials.   
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PO:  Were you in DC when all this was going on?  

  

I:  I was but it wasn�t something I was really aware of.    

  

PO:  When did you become aware?  

  

I:  In relation to fiber art it probably was about 15 years ago.  There 
was a good 10 year time span when I would by a book about baby 
quilts and I was aware that fabrics were changing and the 

different tools were available and the rotary cutter became 

available and I bought a new sewing machine but it was really in 

relation to just children�s things and things for my home so I 

really didn�t have time to create bed quilts in a creative way for 
the larger beds.  I was just doing children�s things but it was 
obvious that designs were changing and if you wanted to make 
something with a really great fabric they were available in your 
standard fabric store.  So I was aware then.   
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PO:  What is your take on the merger of fiber with politics?  Do you 
see it as a merger? 

 

  

I:  I don�t see it as a merger, unless you are looking at it from 

technical types of fabrics.  I mean I know there are a lot of issues 
that happened with fabrics that came out of NASA�s research and 
fibers that are filters, fibers that keep out germs, things that have 
been used in the war industry, things that have been used for fire 
safety.  I�ve been very aware of those types of things just being in 
the environmental industry. 

 

  
PO:  What about the Judy Chicago, and the Miriam Schapiro and the 
70�s and the radical arts movement? 

 

  

I:  I really wasn�t aware of it in those terms.  I was a member of 

NOW so I certainly was participating in the politics of it but I 

didn�t relate it to politic per se.   

 

  

PO:  Did you relate it to art at all?  

  

I:  No, not really I related it to women�s issues as in getting 

women out of the home and having more options.  And certainly 

women�s art and just things to do with the home I was aware of 

but I wouldn�t have put those two together.   

 

  
PO:  Talk to me about NOW in the 70�s.  

  
I:  Certainly. It was on the college campuses in the 70s, 

absolutely.  I was very involved in protesting the Vietnam war 

and part of the group of NOW would do these protests.  We 

cared very much about the political scene and wanted peace on 
earth.  That was certainly the overriding attitude, that said, we were 
right outside of Washington D.C. and it was a short bus ride on a 
Friday night to go protest.  It was there it was also a social aspect, 
which I don�t think people outside of Washington DC, maybe 
Chicago did some good protests and certainly California did too but 
it was certainly, lets ride the bus downtown, go to the mall there is a 
great place on Capital Hill, we�ll get pizza and a beer and then we�ll 
take the bus home.  So it didn�t have this strong, strong flavor in my 
realm that other people have.   

POL 

  
PO:  So in terms of are you aware and did you participate in any 
feminist art movements in the 1970s-- the answer is no. Am I saying 
that correctly no? But certainly NOW.  Any kind of other women�s 
organizations. 
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I:  Throughout the years I have participated in every women�s 

center in every area where I have lived.  I�ve also been a member 

of the victim board in Brevard county because I do see that 

women need knowledge.  I don�t think that it�s necessarily 

political knowledge that helps the women on the street that 

needs to feed her baby.  Now I�ve also participated in La Leche 

league over the years because I strongly believe that women have 

been influenced by politics and by the church to say that it�s not 

quite correct and that it�s sexual to feed your baby.  I believe that 
women need to know that it is an absolutely natural way to feed your 
child and if they feel that that is not an option then teach them how 
they can feed their child in an effective way that they are going to 
get all the nutrients that they need.  So I�ve done fund raisers over 
the years specifically for education purposes.   

POL**like 

Laurel in 

ideology  

here 

  
PO:  Have your quilts gone into any of the LeLeche stuff or have 
you done any kind of charity quilt things or any ��? 

 

  

I:  I did. I�ve done a couple.  The biggest one I did was in the Keys.  
We wanted to raise money for a music center and we had an option 
when they were adding on to the hospital of how large this 
auditorium was going to be and since there is much less real estate 
down there they are much more aware of multi-functional spaces 
then they are at other places.  So we talked to the local people and 
decided that if we could come up with some funding that they would 
increase the size of the space.  So I got together with my group in the 
Keys and we did a quilt where we sold raffle tickets for over a year 
and we raised $7200.  That was specifically for music.  Most 
recently at Florida Tech we had an auction and we auctioned off a 
quilt that had a Florida Panther on it and the whole reason for doing 
that was to provide scholarships for women athletes.  That raised 
300-400 dollars. 
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PO:  How would you describe your solitary creative experiences?  
Your solitary fiber art activities? 

 

  

I:  They are the central part of my day.  I plan very, very 
consciously to go into my studio every day.  The living room area 
is where I have my art space it�s also where I have my computer and 
my files and my books, and it�s just Mary�s space.  I just love it in 
there and I frequently will bring my cup of tea in there in the 
morning and just look.  I always have something on my design wall 
which is a pretty big space�it�s probably 4 by 8 or more and I like 
that quite in the whole thing.  It allows me time to play with ideas or 
just to not be conscious of an idea and just kind of float with it and 
decide where I want to go next.  I enjoy solitude. I mean I enjoy 
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talking to people when I am with them, I mean my job is talking 

and I am actually good at that but I need some quiet time in 

order to function.  I don�t like a lot of stimulus so I like the 

solitude of it.  I do have specific friends that when I know that I 

am going to be sewing for a weekend I�ll call them up and say 

come on over and they�ll put their sewing machine on the other 

side of the table and we�ll spend the weekend doing that and you 

know go home to our husbands and cook or whatever and then 

meet back the next day.  We plan those kind of opportunities to 

play and do our art together.   

SE 

 

 

**GE ; SK I-II 

 

  
PO:  So how many friends do you have that you do that with?  

  

I:  Just two right now, my daughter participates too but a lot of 

times she�ll sit and talk to me and not necessarily sew, which is 

fine and the space is very conducive to that.  So if I�m running 

something through the sewing machine it�s easy for someone to 

walk in and talk or have a book and sit and read or just visit. 

GEN-daughter ; 

 

GE 

  
PO:  So this is Jessie that you taught?  

  
I:  Yes and my older daughter Erica.  

  
PO:  What were those experiences like?  

  

I:  Really wonderful because Erica particularly enjoyed the very 

basic women�s arts and embraced them.  It was just normal at 

the time that she would sit with me and we would do paint or 

clay or whatever.  When Jessie was doing it, she was a very 

creative person and she enjoyed it.  But if she didn�t get the 

results that she wanted right away then she moved on to a 

different medium, to a different technique and that was very 

different.  Erica and I were really okay with whatever we 

produced and that�s the point.  Jessica thought she was going to 

have something museum worthy right away but I think that�s 
the way her experiences have been.  She�s been the kind of person 
that wrote a story and won the state prize.  She played softball and 
went to allstars the first time she did it.  And that has been her 
experiences throughout her life.  Very different from a lot of people I 
think.  But still it has been very enjoyable to do things together 

and a family tradition has been that one of us will plan a craft or 
some kind of activity that we can all sit and do.  So 
Thanksgiving�s coming up and there is this plastic that is called 
shrink plastic, some people know it as shrinky dinks.  Well, there�s 
this technique where you can color it with colored pencils and use 
stamp pads and you put the color on and  it doesn�t have to be real 

GEN-teaching 

daughters 

 

 

 

GEN-teaching 

daughters 

 

 

 

 

 

 

GEN-teaching 

daughters / GE 



 

 

 

283 
  

intense because it will shrink and you cut it up and put a hole in it so 
you can use it on a necklace or bracelet and then you shrink it and 
the colors get really intense so all of us want to make charm 
bracelets with this.  I�ve been tasked with getting the shrinkie dinks 
and the stamps and the pads and everything and Erica is getting the 
bracelets so that�s what we are going to do for Thanksgiving all 
together. 
  

PO:  That�s funny, what�s the Christmas project?  Have you all 
planned that one out yet? 

 

  
I:  We haven�t planned it yet but it will be something fun.  

  
PO:  Do you all do classes together or anything like that?  

  

I:  Erica and I have done many, many beading classes together 

and that�s her forte.  She teaches advanced beading using 
crystals.  She likes to do that.  But, Jessie and I really haven�t had 
that kind of opportunity but then she�s been in College and you 
know we did some things when she was in high school but they were 
just short projects. 

GEN-teaching 

daughters 

  

PO:  Do they both still sew?  

  

I:  They do  

  

PO: And what do they like to sew?  

  

I :  Very simple things, purses, embroidery on their jeans.  That 

was very popular so they would put something around the 

bottom.  Adapting purchased clothing.  Erica has made a blouse or 
two but I don�t think Jessie really has.  I also taught the boys to 

sew because I thought if you are going to get an education you 

need to know how to hem a pair of pants, how to put a button on 

and cook and everybody did laundry and everybody knew how 
to clean the house.  They also knew how to change the oil in their 
cars and do basic maintenance.  We were very conscious of all 

those things so there wasn�t a gender difference who learned 

what. 
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PO:  What�s your experience doing collective fiber arts like the 
guild?  What�s your guild experience contrast that to your solitary? 

 

  
I:  I think each serves a huge purpose and that both are necessary.  
I�m a member of multiple guilds because different guilds bring 
different things to the table.  The Keys guild was very, I actually 
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never met a group of women who were this giving before ever in my 
life in any circumstance and they just took it as normal that if 
someone was perhaps a little crabby that you treated them nicer.  Or 
if they didn�t bring something to a guild meeting, it�s okay we�ll just 
get what we needed.  Or if you needed help to bind a quilt you 

could call ten people and they would be over and doing it and 

there was never a feeling that that wasn�t okay to give that 

much.  If you received then the next time you�d have a chance to 

give.  It was just awesome, absolutely the best circumstance and 

because of that they gave very freely of teaching experiences and 

of their time and it was just awesome.  The guild up here is totally 
different in that it is 350 people.  I guess the guild in the keys was 50 
in the summer and maybe 80 in the winter when the snowbirds were 
there. 

 

GE ; SKI-II ;  

M&R 

 

 

**Reciprocity 

  
PO:  This is Seaside Piecemakers you�re talking about?  

  
I: I :  Exactly, with a waiting list so there is a lot of, pressure is to 
strong a word but there�s a lot of insinuated membership.  You 

know once you finally got it you�re going to do something with it 

so there isn�t anybody casual who�s a member.  Also there�s 

really not an opportunity to get to know 350 people, it just 

doesn�t happen so they have broken down into different sewing 

circles and such.  Very few, actually only 1 of those sewing 

circles is really geared toward working women and I�m a member 
of that guild it�s Island Quilters, out of Thimbles and Thread in 
Maryland.  Most all or probably 90% of women in this guild do 

work and it is geared toward working women so we don�t have 

people that come to talk to us during the day, they�re all in the 

evening and there are opportunities to do charity work but they 

are either independent or at a time when people are not at work.  
So that�s a little different but I think it is necessary to have both of 
those guilds at your disposal if you want to go to a guild with people 
and show your work you should be able to do that.  They also bring 
in the National quilters and they have a 
symposium every other year and a great quilt show every other year. 
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PO:  Was Dirty Dozen an offshoot of that or was that independently 
formed? 

 

  

I:  Well, I�d have to say both of those because Ellen and I were both 
members of Seaside and Ellen came up with the idea that really 

we need something for contemporary art and because sometimes 

you�d show something to this group at that time frame and they 

didn�t say anything but they were really screwing up their eyes 

and kind of saying what is this with this piece that you did and 
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not understand.  So we needed to bring together a group of 

women who were going to be free to do whatever they wanted to 

do with their art and to have a place to feel safe with whatever 

you�re producing and Seaside didn�t really get to that point until 

recently still they don�t quite understand. The collective is just 

not there.   

 

GE ; M&R 

  
PO:  And so, you were one of the founding members of Arts Etc. 
and how did that evolve? 

 

  

I:  That was pretty neat experience because it evolved because Mary 
McBride was instrumental and looking around and said that there 
really wasn�t an artist group that exists that�s all contemporary artists 
where they can come together and share their experiences.  So for 
the founding meeting we said just show up and let�s see what the 
collective group wants.  So I wrote the mission statement after 

that meeting and it basically said our focus is on education, 

exhibition and another �e� word, I�d have to look it up to see 

what it is but basically it�s just to share our experiences and to 

meet and have a place for constructive criticism and to share 

techniques and the member teachers would participate in our 
group.  And that�s exactly what happened and we have had a little 
bit of growing pains over time with what we wanted.  We actually 

went though a time frame after we started where all these people 

were just on the fringes of art and they were still using patterns, 

they were recreating things.  They were into the craft part not 

the art part of it.  That was kind of awkward for Arts Etc. because 
we were thinking oh, we�ve got paying members here but it is not 
really what the more experienced artists had wanted to do with their 
time.  Over the course of time it just kind of shook out that those 

kind of people were not interested in the kind of art we were 

talking about.  So it shook down to a core group of 30-40 

members who really wanted to promote art.  Now how to do that 
is still something we�re working on.  But basically we�ve gotten 
down to where Atlantic Center for the Arts will sponsor about once a 
quarter they�ll have some really large type of seminar that we�ll 
participate in that will be on an Arts Etc. day in the afternoon and so 
that really serves the purposes of the members.  And on the other 
times the member teachers would teach a class that afternoon and we 
would use the space.   
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PO:  I think that worked out great with ACA.  

  
I:  I do too, I think it serves both entities quite well and is a win-win 
situation.  I think the next key is going to be for the member 

teachers to really define how they want to teach because there�s 
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been a lot of controversy about what constitutes a professional 

and should the professionals be able to charge more or charge 

the group at all as opposed to a member teacher who is very 

good of a particular technique, might be on the cusp of becoming 

a professional or just have something to share.  How do you 
handle that? 

 

 

 

 

 

  
PO:  You mean paying them?  

  

I :  Yes, I don�t think there should be pressure for a professional 

to have to teach their group but I do think that if you are 

participating in a group and the whole point is to your art then 

the whole point of being mercenary about your fee should not 

enter into it in that you should be able to share with your group.  

But not all the professionals feel that way, it is a very 

controversial subject.  

 

 

GE- compare to 

quilt bee 

mentality 

  
PO:  Do you ever feel like the Arts Etc. group gets a little mired 
down in organizational hazards? 

 

  

I:  Absolutely, my theory on that is that women who have not 

worked outside of the home don�t really know the purpose of a 

meeting per se or Robert�s Rules for Order or how to go about a 
meeting in an organized way. 

F/G ; POL ; GE 

  
PO:  What are Roberts Rules for Order?  

  
I:  Well, it�s a specific way of running a meeting, you have to have a 
certain number of people, you have to have a quorum before you 
change the rules, or that you have to if you have a motion to carry 
that somebody say �I motion to� and somebody will say �I second� 
or voting yea or nay on different things or not making a decision on 
something that should be a committee decision, or changing your 
mind if you had a quorum and you did vote than that�s the way it is 
and not something that should be re-discussed in a months time.  

And that is something that Arts Etc. has just excelled at 

ignoring, the basics of how to run a meeting, how it should be 

how it could be run not how it should be run.  But I don�t think 

that we�ve had enough people in the positions for a long enough 

period of time to say what the feeling of all of the group is and to 

have people be aware that they can ask pertinent questions and 

then have it be put into effect.   
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PO:  I feel like sometimes during those meetings by the time they 
are over I think I have urinated approximately 6 times in the span of 
3 hours, gone and checked out all the art work once again and the 
blood is just drained out of me to the point where I have no creative 
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juices left afterwards to do anything so I just wish they�d like flip 
flop it or something.  But it�s just, I don�t know. 

  
I:  But they don�t seem aware of that, do you think they are aware of 
the issues in general? 

 

  

PO:  I think Mary McBride is such a peace maker.  

  

I:   Did we talk about this, I think we did, how do you perceive the 
relationship between fiber and fine art? 

 

  
PO:  I think fiber art has the potential to be fine art.  I don�t see 
it as a huge difference.  I think any medium that you�re using, 

whether you�re talking metal or plastic or fine oil paints has the 

potential to be fine art.  I guess the definition of fine art has to 
come in here sometime too, I mean if you�re talking about 
impressionism or Renaissance or all of those things combined does 
that include contemporary?  Because what we are talking about 

here in fiber art is absolutely contemporary or impressionist, 

abstractionist in nature.  But I don�t think there is any 

difference. 

C/A-same 

sentiments as 
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I:  Has your art work ever been political which the post 9-11 thing 
was but has it been since and can you describe it to me? 

 

  

PO:  I wouldn�t have used the word political for any of my art 

work in actuality, even 9-11.  I designed it as an emotion or 

sensuous and I really like that word because I am very aware of 

sentient beings just in the fact that I am vegan, I follow a vegan 
practice and I am very aware of just the attitude in our society that 
animals don�t have, even sentient animals don�t have the same 
ranking that humans do and I strongly believe that in order for our 
culture to progress that we are going to have to address that at some 
point.  That you can�t really say you are seeking peace in your life 
when you just ate duck liver and that duck had their feet nailed to the 
ground until their liver exploded and you could have this great 
gourmet dish.  I just don�t believe that you can have those kind of 
dichotomies.  I think it was Ghandi that said you can�t 

simultaneously prepare for war and peace and I absolutely 

believe that.  Maybe I digressed a little bit but basically I believe 

that anything that you stand for you should have throughout all 
of your life.  I mean if you are a caring person you are going to find 
ways to be caring in everything in your life and if you profess peace 
then you are not going to just profess peace standing on the edge of a 
battlefield, you are going to profess peace when you are at the 
grocery store and trying to not react in anger to someone.  It is just 
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going to show in everything.  But most things that I�ve done do 
reflect that.  This piece is called �Thinking outside the box� and 

it�s just something that is emotional and was just at a point 
where I was working with some students and I was finding 
funding for a senior design project and I had this group of students 
that included two Arabs from two different places and I didn�t 
realize that Arabs frequently had issues with one another and they 
refused to sit at the same table and this took me totally by surprise I 
had never encountered anything like this in any circumstance before 
and it moved me to speak to them consistently in a fashion that it 
was just awesome that they were able to think outside of the box and 
to bring multi-disciplines to the table and that this student had 
electrical engineering and this student was bringing, in this case it 
was actually communication skills, business skills to the table and 
that by both of them thinking expansively we would get farther and 
that�s how it was created.  I wanted something for my office so that I 
would have a visual thing to say this quilt is titled �Thinking outside 
of the box� and sometimes ask them, usually separately �Tell me 
about your project� and I think that I learned more about them by 
asking them about their passion.  Then I would in any other way.     

 

AE ; Emotions 

  
I:  Why do you think there is an alignment between however you 
want to define it rather it be political issues or emotional issues and 
women in fiber like the U.S. involvement in Iraq, like the AIDS 
quilt?  Why do you think there is an alignment or do you even see an 
alignment? 

 

  

PO:   Absolutely I do, I think that people are driven to create 

whatever their passion is and that it is all an emotional journey.  

Sometimes people create so that they can give themselves a sense 

of peace, perhaps they will chose something very quiet.  

Whatever internal picture they have they will project in their 

art, sometimes they are trying to rid themselves of an emotion 
such as the whole series that was done about 9-11.  It seemed like 
people were trying to rid themselves of that violence so that they 
could move on with their lives.  I think you see that all the time 

with people and their creations.  Sometimes I think that people 

need a reminder of where ever they are coming from or where 

ever they want to be, such as religious art.  People might try to 

create something where they can focus and see whatever their 

concept of God is, or a religious icon that might be something 

really specific, but in creating that icon they have something in 

their head that�s an emotion and their channeling that faith or 

emotion or whatever that happens to be.   

 

SP ; POL / 

Emotions 

  
I:  What do you think the allure of fiber art is for younger  
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generations of women? 
  

PO:  I think it is fascinating now days that you see younger 

people knitting, you see younger people doing things that, you 

know for a while knitting was just blasé and nobody would do 

that and I think it stems from this trend within the fashion 

district for things to be unique and handmade is good.  I 

wouldn�t have imagined that years ago that, that would bring 

about more of a change in women�s participation art but I 
absolutely think that that is how it has been created.  There are so 
many people on campus now and many other places that take pre-
made objects and put on some kind of trim or bead and are 
fascinated with it.   

 

 

GEN ; C/A ;  

Fashion : art 

(field notes: 

fashion / design / 

wearable 

challenge) 

  
I:  If you were a newcomer to a fiber guild why would you join?  
What would compel you to join? 

 

  
PO:  Knowledge and companionship absolutely.  I don�t know if 
we finished that conversation about why people would go to a guild, 
but I think people are driven to find people who are at their same 
level that they are more comfortable if they are going to a class and 
they are participating with people who are seeking the same things 
as themselves and that can go for a person who is brand new at this 
or someone who is a seasoned professional and is trying to go to the 
next step and learn something that they haven�t learned before.  
There is a big social aspect to it to.  Finding people and 

connecting to a community.  I don�t think that churches serve in 

the same capacity that they used to.  It used to be that you would 

go there for a quilting bee or for a charity function.  Now the 

quilt guilds of today really function as a place where you are 

going to participate in those things. 

GE & SK I & II 
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I:   Why do you think there is the alignment with charity with quilt 
stuff? 

 

  
PO:  I think quilters are naturally very giving people.  I think 

that they have an apparent need to produce something that is 

going to be used and they like to produce something, they like 

the production.  I think a lot of quilt guilds are focusing on, 

instead of charity as a production charity as giving your time to 

educate.  There is group out of Seaside called the edu-quilters 

that does just that.  They have people who are trained by this 

core group of women and go out to the schools and teach at high 

school level and also teach high school teachers how to quilt.  

Very, very awesome group of individuals.  I also worked with 

Margie Engel, she has a website, she is a very dynamic person 
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and she is a member of Seaside.  We worked together through 

the women�s center and they have this program where they 

created a business where they would accept donations of stuff.  

They would accept furniture and then they would give lessons to 

women on how to upholster.  If they couldn�t upholster maybe 

they could iron.  If they could iron they could work at a dry 

cleaner.  Maybe they needed to learn the retail side so they 

learned the retail business.  So Margie and I got involved with 

finding sewing machines and teachers and donations of thread 

and all the things they needed to set that up.  That was an 

awesome project.  So that�s kind of gotten now on a continuum.  

Now we just train the people in the Women�s Center and they 

just kind of run the whole thing.   

Education) 

  

I:  Do you currently mentor or serve as a role model for a younger 
artist?  If so can you describe this experience? 

 

  
PO:  Well, I�m going to eliminate the word younger.  I have this 

friend and we met at work and became good friends and she is a 

graphic designer.  Just through talking we each bring to the 

table different skills.  Throughout the years she has been 

experienced with clothing.  I have throughout the years made 

many different things but I don�t think anything came into the 

professional realm.  So I would make something and she would 

comment �Oh you need an interfacing� or �have you ever tried a 

zipper this way� and then she came to me and said �oh, I really 

want to do an appliqué, how do you do appliqué?�  So we started 

exchanging all this information and it has been the best sort of 

mentoring because it is absolutely level.  So she has brought all 
this graphic design to the table and talked about different inks and 
pigments and digital and I�m bringing to the table well lets adapt 
those kind of principles to design principles and leave out the 
marketing gloss.  Change those principles, and really we have just 
gone back and forth like this and it has been very satisfying.  We�ve 
had opportunities where actually four people on campus have 
exhibited together and we have had two opportunities and that�s with 
Deana who I was talking about who does all kinds of quilts, and she 
only does education online but we have this verbal exchange so 

the graphic designer, Elizabeth, and myself and we just created 

different times when we�ve been able to exhibit together so that 

is sort of a different sort of mentoring.  Jessie of course my 

daughter we�ve worked together on some things and Erica, 

we�ve worked together also.  I have reached out to the artist club 

on campus but they are very much painters and they are not 

ready for more than that and I am not ready to mentor anybody 

in painting. 
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I:  How do you feel about gender based artist communities?  That 
can be worded about a little tricky too, we�ll start with how do you 
feel about all women artist communities? 

 

  
PO:  I think if they are drawn to have an all women artist 
community than that should be okay.  I just really don�t have an 
impression one way or another with that.  I do think that our 

society right now, there is still an element of safety in all women 

communities and I don�t think that is going to change just 

because of our nature.  Just the basic nature.  So I think that is fine. 
Are you a proponent of for instance the women�s coalition but do 
you think it is a good thing to have?   

 

 

 

COMM 

  
I:  I don�t even know what I want to say anymore Mary.  I find it to 
be empowering sometimes.  I mean sometimes I find it to be 
dysfunctional contingent on the women involved but idealistically I 
want it to be empowering in that women are relying upon each other. 

 

  
PO:  I agree with that, but I think it is all circumstantial.  I don�t 

think you can think that just because it�s a women�s group you 

are necessarily going to feel empowered or if it is a coed group 

you are going to necessarily feel safety there.  It is just so 

individual, I have had lots of times when I have joined women�s 

groups and evaluated them just basically on whether or not I felt 

comfortable there, whether or not it was serving the need I had, 

did I have the time to do these things and just said yea or nea to 

these factors. 

COMM 

  
I:  That�s interesting because I look at the literature in the 70�s in 
feminism and sort of the different and sort of the factionalism that 
went on and whether feminist communities were really two 
communities and this one writer differentiates between feminist 
communities and feminist communitarianism. What you speak of is 

more of a communitarianism sort of a fusion and sort of this 

humanitarianism versus just kind of all women supposedly 

working together for the same purpose but being at kind of 

different levels of things. 

 

 

 

COMM: 

 

humanitarianism

  
PO:  Kind of non-functional?  

  
I:  Yes  

  
PO: That applies to every group, any group at all.  

  
I:  I guess so.  You know I always want to view feminism in terms  
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of its solidarity, but it�s really never been that way.   
  

PO:  No, and I�ve always taken a different road with that 
because I don�t think it is good to stand against something.  You 
need to stand for something.  I�ve never been comfortable with 
women saying I hate men and they have no purpose and they are just 
pigs that is stupid in my opinion.  It is non functional for society to 

think that or to think that you can make any progress being that 

negative so I�ve tried to always be really clear about what I�m 

standing for and that the quiet road of doing rather than 

screaming about something will get you way farther. 

 

 

 

 

POL ; F/G 

 

POL ; F/G 

 

 
  
I:  What was your impetus to join NOW?  
  
PO:  It was on campus and kind of available and it wasn�t defined at 
that point, it wasn�t necessarily�, none of the books had come out, 
none of the analysis had come out.  It was still really energetic and it 
was pertinent at the time.  The people who were cutting edge were 
there in the room and we were talking and we were doing poetry and 
drinking coffee and it was really very vibrant at the time.  Then they 

had this shift when it was being picked apart and it really came 

to light that they were standing against families and against 

cooperation between men and women and at that point I wasn�t 

participating because I just didn�t believe that.  I have been 

happily married for almost 26 years and my husband and I are 

absolutely very different people but we share some core values 

that are essential and most of that is the family is the most 

important thing. The core concept of having all these wonderful 

children is to teach them and to share what you know.  That has 
been essential.  If you knew Steve and I you would see that we are 
just like oil and water but we agree that I�m going to spend my time 
on this and he�s going to spend his time on that and when we get 
together we have great conversations. That goes back to making 

sure that you are showing by the way you live what you believe 

in.  Did I answer your question? 
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I:  We were talking about NOW and yes that does answer the NOW 
stuff. 

 

  
PO:  That�s really before the concept that I think you are referring to 
now.  When I participated, I think that time frame was critical.  I 
had a funny experience with that�the same women I was talking 
about to you, the one that I got together with to ensure the donation 
of books on women�s issues, from the weaver.  Part of the women 

that were involved in that whole thing were members of NOW 

and we had this great meeting and we sat around and we talked 
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about what we were going to do and how we are going to do it 

and during the time frame of that meeting the subject came up, 

well are you a member,  and I said no and we started talking 

about other things and we stood up and the chairman of NOW 

in Brevard county said well how come you aren�t a member and 

was upset with me and we actually sat and talked about this for 

quite a long time and I felt like I had to defend my perspective of 

being pro-family and it was very different for me and I learned a 

lot because it made me verbalize that a lot of things and I 

realized that that is really where I wanted to be.  It wasn�t just 

left over from college days.  It was still absolutely pertinent and 

the people at that table at that time were very negative toward 

men and I just don�t agree with that.  I mean they are 50% of 

the human race and we should be positive about it and work out 

what we need to work out.  It was defiantly an odd professional 

experience to have that happen and to have them be 

uncomfortable with me because I am not one of them.   

F/G 
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I:  The last question, describe your vision for your art or as an artist 
in the future. 

 

  
PO:  I am on the cusp of doing a lot of different things.  I am 

teaching at a local quilt shop, which I have done sporadically 

over the years but I�m really consciously trying to teach 

something every quarter in at least one workshop. I am also 
doing more exhibits and doing more quilt shows so I am trying to 
get more at the National level.  I recently had a piece go to Lowell 
Mass., the one with the baby and my daughter, went to Lowell, I had 
this piece, this is a class piece and it was hand beaded, but it was a 
pattern so the quilt shop owner was selling the pattern and then I was 
teaching all these different types of embellishments.  It was very fun, 
I enjoyed it.  I had a whole lot of trouble following a pattern, it was 
difficult, I hadn�t done it in years. But when you�re in this shop 
circumstance you have to do it so I did it.  This is part of the line 
pieces that we did and for the Dirty Dozen.  There were a series of 
12 and they all butted together where the line goes through.  They 
were not even they would all undulate.  This one I have showed 
separately many times and it is called Pathway and this has gone 
several different places and it has actually won a couple awards. 

AE (teacher) 

  
I:  What�s this shiny stuff?  This is the angelic stuff, what is the 
fabric that it�s under?  Is this just turquoise fabric that it is under and 
it�s just heavily�. 

 

  
PO:  It�s a patique turquoise and I put a type of adhesive, it�s called 
007 bond and then I bond the Angelina to it and then sew it.  It is 

MED 
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just different colors of Angelina that I put in here.   
  
I:  It�s beautiful, I love the copper.  
  
PO:  I love working with Angelina.  This is the one I was telling you 
about, this is hand painted by Diane Smith I don�t know if I have 
met her but I saw her work in the show I remember her self-portrait 
vividly.  She is a real good friend of mine.  She is one of the people 
who I do critiques with.  This is the one that I did with Paula 
Nadelstern in the 3 day class this is the one that was so precise but I 
learned so much from her it was a really good experience.  Actually, 
this is one of my favorite pieces to display in my home because it 
attracts a lot of attention from people who can admire it as 
contemporary art.  Whereas this one either you like it or you don�t, 
but this one people can connect with in some way.  So this is the 911 
quilt and my vision is that this is the building itself and here is the 
entrance so you were able to get into the building and this was the 
violence surrounding it with the people and the people�s essence or 
soul was able to escape.  When I first did it I had one dark spot, kind 
of gray thinking okay I think everybody has the potential for good 
and then other things happened in the world and I added another 
dark spot, a little darker and I�m actually thinking about adding a 
third because I just don�t feel quite as optimistic about it.  I just think 
that sometimes things are so ingrained in the way people achieve 
things in their life that they never achieve a positive or good status.  I 
think you can become neutral but I�m not sure they will get positive.  
This one was a pattern and it was done at a Ricky Timms� class, who 
is actually a very interesting artist too.  He�s a musician and a guy 
and he has a quilting school in Colorado and he tours the country 
teaching many different things but one of the things he is famous for 
is this concept of the kaleidoscope and what is interesting about the 
technique is that you are doing this much of the piece and then you 
are putting it together. 

MED 

 

 

 

MED 

 

 

 

 

MED 

 

 

 

 

 

MED 

 

 

 

 

 

MED 

 

 

 

 

MED 

  
I:  So you do it in slices?  
  
PO:  Yes, it�s a very different sort of technique than the way Paula 
Nadelstern does hers.  Very, very different.   

 

  
I:  I love the stitching, how long did this take you?  

  
PO:  You know I really don�t know because I spend some time in 
my studio every day and I do something every day and I always have 
something ready to go through the machine.  What took the longest 
is planning what I wanted to do for the quilting because I wanted to 
go geometric with all this stuff and I did that first and I thought 
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boring and so I didn�t do it.  So I wanted to draw the eye out so, I 

don�t usually plan everything out but that�s what happened with 

that. 
  
I:  I have such a hard time with metallic threads I don�t know what it 
is, if I�m not buying the right brand  

 

  
PO:  Well, what kind of machine do you have?    

  
I:  A cheap Simplicity�  

  
PO:  That�s what it is�. 
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APPENDIX E 

 
Field Experiences 

 
 
 
Observer  
Comments 

Direct Observation / Meeting Field Experience Codes 

Where? / 
When 

Arts on Douglas Gallery Saturday, June 24, 2006 at 9:30. 
Back room, art space. 3 tables in a �U� fashion, with 8 
women, 12 women, then 8 women. President sits in the 
center. Casual atmosphere- coffees, pastries, and art 
supplies litter the counters. 

Context / 
Setting 
Code 

Environment �Arts on Douglas� is across the street from Harris House 
Arts Center (more community craft center). Both spaces are 
in quaint, downtown New Smyrna directly across from the 
river. �Arts on Douglas� has both studio and exhibit space. 
Thus, Harris House, which is in an adjacent historic house, 
often uses their space for summer camps, adult classes, etc. 
Douglas has 2 semi-large rooms with concrete flooring, art 
supplies, and large work tables. Outside these two rooms 
which are hidden from the public, is a very museum-esque 
gallery space featuring Florida artisans � painters, multi-
media, sculptors, goldsmiths, and ceramicists.  
 
The �Arts on Douglas� gallery is directly affiliated with 
Atlantic Center for the Arts (ACA), which is located about 
5 miles away. ACA offers artist-in-residency programs for 
visual artists, writers, film-makers, musicians / composers, 
and dancer / choreographers. ACA�s founder, Doris Leper, 
was known within the community as a strong-willed, female 
sculptor / artist, who should be credited with New Smyrna�s 
current burgeoning arts scene. Leper�s friend, Ed Harris 
contributed the art space, now known as Harris House.          

 Context / 
Setting 
Code 
 
 
 
 
 
 
 
 
 
C/A ; GE 

9:30am I enter, 2 women are talking (Regina and Nancy) about 

Shiva sticks. Apparently they are also in another guild. The 
women are sitting in a horse-shoe fashion, with president, 
Suzanne, sitting on a stool in the center. She starts meeting 

by introducing herself as Suzanne Siliberto from Merritt 

Island. She tells the group that was an Art Kindergarten 

through 6
th

 grade teacher, but she is now switching to 

part-time teacher and full-time independent artist. The 

rest of the women begin introducing themselves. Their 

backgrounds range from surface design, dyers, quilters, 

to embellishments, then there is a group discussion about 

SKII 
 
 
 
SCI ; GE 
; GH 
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membership fees and raising from $15.00. H. H. nixed for 
another discussion. The Suzanne asked about any �old 
business.� There was a motion to stop emails (example: 
about facials) not directly related to guild operations or 
membership.   

 
GE ; GH 
; SD 

OC I am writing down members� names and backgrounds as they 
go around and introduce themselves.  

 

 Suzanne transitions into discussion about Ormond Beach 
museum show and Massachusett�s traveling sow. Marie went 
over dates for the show. July 14th-Spet. 1st exhibition. You 
must bring your work ready to hang! You must provide your 
own slats! Judy Dahl decides to push motion that work 

must be ready to hang! [OC: very heavy on the motions 

here�]. 4� sleeve, too�and all work must be ready to 

hang either in quilt show style art museum style. Debate 
ensued about having a demo. H.H. told Suzanne she could 
Not make a motion. Massachusetts�s show is only a weekend 
show and do you really want to submit?   

 
 
 
 
 
C/A ; GE 
; ECON 

10:20am Discussion ended of old business and shows coming up in 
Ocala�campus Junior College. Marie said it is called, 
�Needlecraft: A postmodern sewing circle.� July 6-Aug. 
11�came out of Chicago. The Webber Gallery / Webber 
Center�they do 1 show / year of fiber. �We�ll show as a 

unit next year�� 

 
 
 
GE 

OC Big thrust for unity here in representation�all for one and 
one for all�. 

 

 �Natural Florida� show in Gainesville. A couple in the 

group have their work there. QuiltFest is also coming up 

in Jacksonville. �We need representation there� says 

Marie. Need to have a 4� sleeve! Entry form on the 

website. QuiltFest has been in existence for 20 years 

now�  

SKI 

OC I start to notice the generational difference with Suzanne�
most women appear to be in their 50s and older.  

GEN 

 Suzanne brings up wearable art issue�which is due in 
August. Junior League fundraiser for Harris House at Sugar 
Mill. Nancy brought up International Quilt Show. Reminder 
that in August, the workshop will be 1. slides from IQA, 2. 
critique due, and 3. show and tell. In Spetember, the 
wearable art challenge is due in the morning, then the 
afternoon will be a class on thermal faxing if machine is 
operational / fixed. The July class, next month, will be the 
second part of H.H.�s (today�s) class�she will be showing 
how to take cloth constructed and make a wearable piece.   

SKI 
 
 
 
 
SKI 

10:45am Conversation switched to a woman named Debbie re-

doing website, but she won�t maintain it. She can have 
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free membership for shipping and shows. Suzanne asks if 

we�re through with old business? She then asked for a 

committee to be established to go out and seek out new 

places to show work. This committee could also keep 

track of digital images, artist statements, etc. She 

suggests calling it the professional development 

committee. Talked about making appointments with 

galleries to show portfolios.  

ECON ; 
GE ; SD 

OC The conversation / suggestion goes nowhere. Perhaps 

hard for women to commit to such an endeavor?  

 

 Marie brings up �call for artists�, at Harris house. 6 pieces / 
6 slides�due September 1st.   

SKI 

OC I focus my attention on Marie and she appears to be �tuning 
out�, drawing . doodling with a crayon and a pencil. I then 
look at H.H.  

 

 H.H. talks about her involvement with the Goldsmith�s and 
how they line up presenters and discuss portfolios. She also 
puts the plug in for her upcoming jewelry class.  

SKI 

OC I have a hard time with this, because I make a disctinction 
with goldsmiths / silversmiths who actually solder metals, 
and H.H. who does �advanced wire beading� WITH NO 
SOLDERING EQUIPMENT! This again more of a craft / art 
distinction. Members appear to be losing their interest. Plus, 
the air is hot and stuffy. In the meeting space, they have to 
turn off the AC / ventilation to hear folks speak. It adds to an 
overall groggy feeling and folks are rapidly losing interest 
and stamina. H.H. continues though and talks about her 
upcoming show at Deland Museum.  

 

 H.H. continues though and talks about her upcoming 

show at Deland Museum. She mentions how competitive 

it is and how they had a lot of turn-down�s. 

 
GE ; GH 
; SD 

OC This seems socially awkward to me�borderline 
egomaniacal.  

 

11:00am H.H. talked about the simplicity needed for wearable art 
designs. (ex. No collars).. Bring fabric, embellishments, and 
sewing machines to August workshop! One show and tell 
piece, �One of those things in the sky� art quilt.. No criticism 
follows. 

 

11:15am Before breaking for lunch, basket of post-wedding 
shower gifts for Suzanne. Some of the women leaving mid-
way through and not participating in afternoon workshop. 
Other watch as Suzanne opens and shows off the gifts (and 
who gave them). Other women taking out their covered 
dishes and setting up potluck lunch. Suzanne reads a card 

from H.H., �This is for the girl who doesn�t cook� [OC: 

laugher] 

SCI&II 
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OC This was very endearing. Women members sitting around 
basket of gifts and smiling.  

 

 It is a book from H.H. called �Kitchen Wisdom.� H. H. signs 
it, �from the lady who cooks.� Suzanne says, �My 
grandmother is an art quilter�� �You need a bigger table�  

 

 Lunch break.. Everyone resumed seating. I assist with set-up 
during this. Met Sharon Wolfe, recording secretary.  

 

 
Observer  
Comments 

Direct Observation / Workshop Field Experience Codes 

Where? / 
When 

Arts on Douglas Gallery Saturday, June 24, 2006 at 

12:35pm. Back room, art space. 3 tables in a �U� fashion, 
with 8 women, 12 women, then 8 women. President sits in 
the center. Casual atmosphere- coffees, pastries, and art 
supplies litter the counters. 

 

Environment �Arts on Douglas� is across the street from Harris House 
Arts Center (more community craft center). Both spaces are 
in quaint, downtown New Smyrna directly across from the 
river. �Arts on Douglas� has both studio and exhibit space. 
Thus, Harris House, which is in an adjacent historic house, 
often uses their space for summer camps, adult classes, etc. 
Douglas has 2 semi-large rooms with concrete flooring, art 
supplies, and large work tables. Outside these two rooms 
which are hidden from the public, is a very museum-esque 
gallery space featuring Florida artisans � painters, multi-
media, sculptors, goldsmiths, and ceramicists.  
 
The �Arts on Douglas� gallery is directly affiliated with 
Atlantic Center for the Arts (ACA), which is located about 
5 miles away. ACA offers artist-in-residency programs for 
visual artists, writers, film-makers, musicians / composers, 
and dancer / choreographers. ACA�s founder, Doris Leper, 
was known within the community as a strong-willed, female 
sculptor / artist, who should be credited with New Smyrna�s 
current burgeoning arts scene. Leper�s friend, Ed Harris 
contributed the art space, now known as Harris House.          

 

12:35 It takes a few minutes for lunch to conclude and members to 
assist in re-arranging tables for workshop.  

 

OC Helen is very formal in her instruction. She stands behind 
the center table, and is very thorough, organized, and 
clearly, hierarchically considers which directive/topic/etc. to 
broach first.  

 

 �Use 100% cotton or close blend��.  
OC This strikes a chord with me, as I was chastised in another 

group for bringing a medley of blends. Frankly, I enjoy 
seeing how different blends respond to the dyes, and the 
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resulting different textures�Much more cheap/$$ as well� 
The whole adherence to 100% cotton strikes me as another 
�rule�, a more prescriptive old-school way that traditional 
quilters would endorse. While true that cotton absorbs more 
easily as a natural fibers, I also think there�s a general 
recalcitrance to incorporate man-made fibers into 
�traditional� quilts�sort of goes against the grain of what 
they stand for.   

 Helen continues to talk about heat-setting with an iron 
rather than a hair dryer, and that she prefers paint more than 
dyes. She brought unbleached muslin�  

 

OC I notice Mary falling asleep�reminds me of my school 
principal during faculty meetings and presentations�that 
half sleeping, half dreaming, half listening. Granted, 
everyone is full from lunch, but her didactic style is very 
�tight�, no humor and certainly no room for error or 
deviation. Her espoused techniques don�t seem that 
inventive, although my only points of comparison are 2 
earlier dye workshops in Tampa.  It strikes me as odd as 
these women are within and beyond the �tie-dye� 
generation�maybe Helen doesn�t realize this. There is very 
little room for experimentation and spontaneous learning. 
This response is perhaps my own biases and reflexivity as I 
think about my own middle and elementary classrooms�
that have a wild energy to them�but everyone does seem 
tired. As folks begin to work on their own pieces, I notice 
the lack of ambience. No music, no spills, etc. Someone 
asks a question on viscosity / consistency of the dyes, but 
while folks are working, no one really pays attention to the 
response.    

 

 Different surface treatments with wet on wet, and wet on 
dry.. Helen shows her sample cloths as examples. �This was 
done using scrunching technique with an airbrush so you 
get that soft, fuzzy��.. 

 

OC Her colors are very pastel�I don�t see the risk-taking that 
happened in Valerie Goodwin�s FAMU class that was a mix 
of architecture / fiber�very experimental class. There is 
also too much instructional time when folks are �chomping 
at the bit� to get started� 

 

 Discussion on �Creatix� which is acrylic-based, and the use 
of an extender to make it go farther, ordered through Dick 
Blick or Nasco�    

 

OC This to me, seems like a fusion of more traditional painting, 
and how does this work in terms of washing materials? 

 

1:15 Silk screening�seal  everything� She starts doing a 
demonstration but women are already gathering personal 
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supplies�  
OC Helen is getting rather vexed.. Members are just diving in. 

This reminds me of my ArtK12 students--- one can only 
handle just so much demonstration before they want to 
experiment.  

 

 �Please wait to mix the paint until I can watch you!� She 
yells, �Everybody!� �  

 

OC end 
3:20pm 

Folks are already off on their own, and she tries to 
demonstrate a wet-on-wet sample.. Members are half-
heartedly paying attention. I am guessing participants 
members feel a rush for multiple reasons: 1.)if they�re 
technique-oriented, that have spent the past 4-5 hours sitting 
on their hands, 2.)this is a Saturday and folks have errands 
to run, and 3.)some of the members have great distances to 
drive after the meeting/workshop.. I throw myself into this 
and try my hardest to deviate and create a piece of cloth  
that�s slightly different, using masking tape and whatever I 
can to create straight edges and a resist. The women 
compliment each other and meander around the room, as 
best they can, as it�s a cramped space. I am making a mess, 
and someone points out to me that my fabric swatches, 
which I have hung from the drying rack, are splattering 
drops of dye/water combination on the floor� We�re 
fortunate in that, despite the tight quarters, at least there are 
cement floors, a sink, and it�s �mess-proofed.� However, I 
am feeling either a collective moment or rush, and I�m not 
in the mood to stop and clean. I am not sure however, how 
much content has really been taught,. Rather, I am more 
appreciative of the experienced provided. Clearly, it took 
Helen a while to assemble all the supplies and sort them for 
each member (cost $15.00), and honestly, I probably 
wouldn�t spend my Saturday dyeing�primarily because of 
the set-up and clean-up, and I�d guess this was case for 
most members. Best case scenario, they do their dyeing in 
their garage, worse case in their kitchen or bathroom.. So 
this provides a forum (and a space) for us members to �put 
a halt� on our daily lives and regenerate our juices.  
Moreover, we�re supposed to incorporate these samples into 
the next wearable-art challenge� I am second to the last 
member to leave, and I help as much as I can with clean-up, 
as otherwise Mary and Helen will be there too long, and I 
worry they have other accomplishments that need to happen 
on a Saturday.. They seem very grateful.. I take recycling 
and feel like a run around in circles multi-tasking..  

 

 
Observer  Direct Observation / Field Experience / Telephone Codes 
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Comments Conversation with President, Suzanne Blank 
Where? / 
When 

Sunday, October 8, 2006, 12:05 on phone   

Environment My home office  
OC I called Suzanne for a couple of reasons. First, I needed her 

to re-sign the release, as it�d somehow gotten lost. Also, 
though, I wanted to know why she resigned so abruptly?  

 

 I talked with her first about re-sending a release. She was 
fine with that. Then I asked her why she had resigned.  

 

 She explained that the morning of the meeting she had 
overslept, to the point where she couldn�t make the hour 
drive up there, so she sent a quick email to Mary resigning. 
She just came to a realization that �something�s gotta� 
give�� Also, she felt that with the two upcoming art 
shows, she couldn�t participate because she wasn�t fiber. 

Per Narr 

OC I wasn�t so sure about this. Granted, in interview she openly 
admitted she couldn�t use a sewing machine, but my take on 
the media, is that it�s diversified so much, anything falls 
under the umbrella of �fiber.� So, though she considers 
herself a paper / collage artist, paper is a fiber (?).. Also, I 
wonder if its indicative of something if a person isn�t 
willing to try out / experiment in even related art 
mediums� However, I can imagine that is hard for her, 
teaching 2 days a week, bartending, and having time in her 
studio.  

AES ; 
MED 

 She feels like a fiber person should be president. She wants 
a group in Orlando, Vero Beach, or Winter Park that is 
more her medium.  Mary M. said she should come to more 
of the classes (the afternoon art workshops). She says, 
�There are 12 charter members who should step up to serve 
[as president]�� Mary tried to convince her that she was 
mixed media (hence multidisciplinary and fiber inclusive). 
�If I�m going to spend all of my time and energy and 
money, I need to be able to show.�  

AES 
 
 
 
 
 
GE; 
ECON 

 She is planning on attending the next meeting because all 
about art portfolio and resume.  

ECON 

 
Observer  
Comments 

Direct Observation / Meeting Field Experience Codes 

Where? / 
When 

Saturday, August 25, 2006 at �Arts on Douglas� gallery 
from 9:53am-2:14pm. �Arts on Douglas� is across the 
street from Harris House Arts Center (more community 
craft center). Both spaces are in quaint, downtown New 
Smyrna directly across from the river. �Arts on Douglas� 
has both studio and exhibit space. Thus, Harris House, 
which is in an adjacent historic house, often uses their 
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space for summer camps, adult classes, etc. Douglas has 2 
semi-large rooms with concrete flooring, art supplies, and 
large work tables. Outside these two rooms which are 
hidden from the public, is a very museum-esque gallery 
space featuring Florida artisans � painters, multi-media, 
sculptors, goldsmiths, and ceramicists.  
 
The �Arts on Douglas� gallery is directly affiliated with 
Atlantic Center for the Arts (ACA), which is located 
about 5 miles away. ACA offers artist-in-residency 
programs for visual artists, writers, film-makers, 
musicians / composers, and dancer / choreographers. 
ACA�s founder, Doris Leper, was known within the 
community as a strong-willed, female sculptor / artist, 
who should be credited with New Smyrna�s current 
burgeoning arts scene. Leper�s friend, Ed Harris 
contributed the art space, now known as Harris House.        

Environment The physical layout and environment of each of the three 
spaces is very different. Douglas Arts Center is a 
converted warehouse and has a modern airy feel, in 
contrast to the adjacent Harris House. As mentioned, 
Harris House operates in an historic house circa 1920�s, 
using the first story for showing children�s work or small 
shows, and converting the second floor for office space. 
The third, inter-relates site, Atlantic Center for the Arts 
(ACA) is located remotely in the woods, off of a semi-
developed road with a few, very suburban houses.  ACA 
was designed with studio, exhibit, a !MAC lab, art library, 
and office spaces in mind, as well as small efficiency 
cabins (approximately 30) and a cafeteria run by local 
caterer, Chef Tom. Buildings are contemporary, 
Scandanavian-ish in design, with wooden exteriors, 
exposed beams, skylights, and hardwood floors.  Each of 
the art spaces at ACA are connected by outdoor, wooden 
walkways or cedar trails.   

 

 I arrived first at 9am, and realizing no one had arrived, I 
then returned at 9:48am. Eighteen members were present, 
with tables grouped Susan, who sat in the center in a 
directors chair. Breakfast foods appeared to be arranged 
on a nearby table. As I came in, Susan stopped the 
discussion and requested that I re-introduce myself and 
explain my background with the group. There were 
around six women I did not recognize, and I later found 
out, these women were new to the group and had driven 
up from Brevard. I looked around the room, expecting to 
see samples of members� art / work products, as today 

 
 
 
 
 
 
 
GE; AES 
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was a �critique� day, but I only saw a few women bundles 
on the table. Susan, Arts, Etc, president, returned to 
leading the discussion, at this point, focusing in on 
marketing and showing efforts at the Brevard Art 
Museum. A major focal point for the group seems to be 
motivating everyone to show and market their work as a 
unified group, with the subtext being the power in 
numbers, to both show and hopefully sell their work. 
Helen Howells asked about the entry fee- response was 
$25.00, and then Helen proposed we needed t make a 
motion to vote  

 
 
 
 
 
 
 
GE 

OC I notice Helen makes a lot of suggestions for motions�
which really �formal-izes� the group for better or worse. 
Everything seems to become a bi-law issue or a motion 
for record-keeping. It slows the pace of the meeting down, 
and at times, feels like this isn�t why we�re supposed to be 
here at all�seems far removed from the learning and 
creating aspect of the group� This was an issue that 
Laurin and Mary mentioned�the group being 
beleaguered by bi-laws and formalities. Either I am 
hypersensitive to it, as an observer and impatient 
participator, or it appears to be irritating some other 
members of the group who eventually get antsy and 
squirmy (take frequent bathroom & coffee breaks)�.  

 
 
SD 
 
 
 
 
 
 
 
 

 Helen: �I move that we have Nancy Dillion at the 
meeting� Motion seconded. It�s decided that Nancy�s 
lecture will be a $10.00 cost by member participants, and 
that to cut down on the cost in general, her lecture will be 
opened up to other local artists groups  

 

OC Nancy Dillion is the selected spokesperson for how to 

�market your art work to galleries, juried shows, 

etc�. What Nancy�s credentials are, I don�t know, 

and frankly, I am less enthused about these lectures, as 

I�d prefer to be creating, learning knew technique, or 

socializing�]. 

ECON 

 It�s decided that Nancy�s lecture will be a $10.00 cost by 
member participants, and that to cut down on the cost in 
general, her lecture will be opened up to other local artists 
groups 

 
 
 
 

OC Who is taking responsibility for the public awareness 
attempts is beyond me? No one seems to be offering?  

 

 Susan continues with new business, and says that there 
will be both a morning and afternoon meeting in October, 
though there are rumblings within the members as to 
whether we�ll be felting, thermal faxing (photo transfer to 
fiber process), or paper batik-ing? Discussion shifted to a 

 
 
 
GE; SCII 
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known�next month is the wearable art challenge, using 
or hand-dyed cottons. Mary McBride (coordinator of 
Adult Education at Harris House � also former 
interviewee) reminds everyone that during the morning 
session in October, Ren from Harris House, is bringing 
photo lamps, digital camera, etc. to assist members with 
individual development of their own art portfolio / CD-
ROM. Ren will help in the morning, and then in the 
afternoon, will be the lecture from Nancy about marketing 
in the afternoon. A discussion ensues about how work 
needs it be unframed or at least not behind plexi- or glass. 
A unrecognized woman, wearing all white, inquires about 
the wearable art challenge the next meeting�September 
24th. [OC: I am guessing she is a new member or her first 
time attending a group meeting]. She speaks with a thick 
Russian accent and over-enunciates each word. [OC: I 
start to lose my grasp on attention, as she seems to enjoy 
being center stage].  Susan then interjects, �Sometimes 

I just can�t stand when you have a meeting about 

having another meeting��  

 
 
ECON 
 
 
 
 
 
 
 
 
 
 
GE 
 
 
 
 
SD 

OC I am not sure how this erupted, but again, seems like 

too much talking goes on here, and select women seem 

to really enjoy �having the floor�� Again, perhaps I 

am sensitive to earlier remarks from Laurin about 

these �bureaucratic� issues superseding more creative 

activities (~and the underlying purpose of the group).   

 
 
 
 
SD 

 Susan then asked if anyone had any more old 

business? Helen raised her hand [OC: I am starting to 

find this mildly humorous. Helen is quite the formalist 

within these meetings, very concerned about abiding 

by proper protocol. Yet, uncannily, she does not want 

to serve as vice-president for another year].  

 
 
SD; GE 

10:00am It is unclear what Helen wants to ask at that point 

because in walks Betty Jean, and the members erupt 

in quite a commotion. She appears to be a very 

welcome member. Susan directed a question to her 

about money [OC: I take it to be regarding the 

amount in the group account]. Betty Jean responded: 

$860.00� Susan reminded everyone that dues are 

coming up in the amount of $15.00. Helen then 

interrupted and put a halt on this [OC: control] 

stating, �This [member dues] would be new business.� 

Mary McBride came back in, as she�d briefly departed 

with what looked to be a mother, collecting her child�s 

Art Camp work.  

SD 
 
 
 
 
 
 
 
 
 
 
 

OC Mary provides a lot of fixative and guidance for the GH ; GE 
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group. Though a member, and ideally the direct link 

for the host sight, she does not hold an office within 

the group at this time. I notice that she also provides 
much needed sense-of-humor and brevity to group issues. 
She strikes me as very flexible-- a member who can get 
along with anyone.  

 
 
 
 
 

 A question from someone in the group (? unsure who? 
unseen in back) regarding when the group�s art quilt 
submissions are returning from Ormond Beach.  

 

OC At this point of another digression in topic, I choose to 
exit for the bathroom. I ran into Megan, who runs the 
gallery, and I know through my fiancé, a potter with work 
in the gallery.  I am wearing a William Wegman t-shirt, 
entitled �Lolita�, and we immediately strike up light 
banter regarding Wegman�s residency at ACA and an 
upcoming return exhibit of his. It was a much needed few 
minute break for me, as the circuitousness of the member 
discussion, can be at times, unnerving. I get a sort of 
restless energy and wonder if this is shared by others in 
the group.  

 

 Upon return, the group is now focused on issues of 1. 
artist�s statement and bio�s and 2. portfolio slides / CD-
ROM. Susan is pushing that all need to be ready to go for 
group efforts in applying for collaborative shows / 
exhibits, etc.  

ECON 

OC Susan has repeatedly mentioned, at every meeting, her 
recent life change. After a marriage this summer, she 
resolved to quit her job as a public school art teacher, and 
work part-time as an artist and bartender. She has decided 
to push herself out of her �comfort zone� and attempt to 
earn a living through her art (eventually full-time). At the 
last meeting, I told her that I�d like to include her in my 
interview pool�she agreed�we exchanged numbers, but 
have not yet set a precise date, as I am still transcribing an 
earlier member interview. Interestingly, she drives in from 
Merritt Island, which is quite a distance away from new 
Smyrna Beach.  She has openly stated that the group 

has provided her with the momentum to pursue work 

as an independent artist. Thus, a lot of the push of the 

group, with her as president, is the collective 

marketing of the group�s art, as she views it as a 
spring-board for her own career.  These issues will be 
followed up during our future interview.  

Per Narr ; 
SCII 
 
 
 
 
SCII 
 
 
 
 
M&R 
 
 
 

 Susan than re-frames the current flow of discussion, and 
introduces �new business.�  She says, �Let�s talk about 
the nomination committee [OC: I assume it�s that time of 
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year and she means nomination for leadership offices 
within the group]. I�d really like you to have 3-5 members 
that are not part of the board, and when you think about 
someone to nominate, make sure they�ll be at the 
meetings [OC: she says this with obvious commonly 
understood reference to someone, and I am wondering if 
she�s referring to Jette, who is traveling in Germany. 
Make sure they�re not going on a trip around the 
world��  She explains that the nominating will occur at 
lunch, as her prompts for nomination lead to a bunch of 
shrugs, head turning, and pointing. Helen (currently 
serving as vice-president) says she doesn�t want her post 
next year.  

 
 
 
 
 
 
 
 
 
GE;Per 
Narr 

OC I find this up �abandonment of post� odd, as Helen is 
clearly the most vociferous member, as well as a stickler 
for bureaucratic / organizational formalities and rules. 

 

 There is concurrence among the group that a new 
corresponding secretary is needed.  Somehow, another 
vein of conversation erupts about space for the group to 
meet in. Currently, the group meets in the studio space of 
Arts on Douglas, even though officially, the group is a 
part of Harris House, the community-based arts 
organization in the historic house across the street. Mary 
spearheads this issue and presents it as an �ultimatum� 
from administration at Arts on Douglas and Atlantic 
Center for the Arts: Arts, Etc. has two choices now. Either 
group members� contribute $100 to rent the space / per 
meeting day, or Arts, Etc. members must also purchase 
membership / join Atlantic Center for Arts, at an annual 
cost of $40.00 / year. This latter option allows us to use 

Atlantic Center for the Arts space (which Arts on 

Douglas is a part of) for free. If the latter option is 

pursued, this would mean that the total annual dues 

for Arts, Etc. members would be a $55.00 ($40.00 ACA 

membership and $15.00 Arts, Etc.) 

 
 
 
 
 
 
 
 
 
 
 
 
 
C/A ; GE 
 
 
 

OC Way too much time seems to be allocated to this topic. 
From my perspective, in joining up with similar Florida 
fiber groups, membership is always in the $50-$60 range, 
with additional monies paid for special classes, lectures, 
and guest artists. I even raised my hand and mentioned 
that space is a constant issue, and for the most part, 
libraries (which often come to mind as accessible space) 
are not that suitable as the space isn�t suitable for messy, 
art projects / activities. Moreover, libraries often charge 
rent, took, and for what little you can do there, as an artist, 
are not worth the money, time, etc. The most successful 
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spaces for fiber groups, that I have seen, have been 
partnerships with a local community art program (such as 
Artists Unlimited in Fort Myers which uses space in 
community complex called Art House).  Again, the 
conversation continues way too long.. It seems obvious to 
me that collaboration with Atlantic Center for the Arts 
would be beneficial, yet many members feel compelled to 
speak regardless�. This goes on for 40 minutes, plus 
another 10 minutes for it to evolve into a motion� It 
reminds me of faculty meetings at school (predominantly 
women), and I find myself, as a champion of women�s 

rights, getting rather discouraged at (these) women�s 

ability to make an affirmative decision�   

 
 
 
 
 
 
SD; GE 
 

 Susan transitions the conversation to discuss an upcoming 
meeting, at which each of the members brings a guest in. 
She suggests that that at our next meeting, with guest 
artist Marlene Glickman, we consider bringing guest / 
friend / potential members. This idea seems to lose its 
grounding, unsure why, but it sort of trails off� Did 
Mary intervene based on time issues (it�s 11:15 at this 
point), and shift us into Show and Tell? 

 

11:15 Show 
and Tell 

The first one to speak is a member, who I don�t recognize 
(perhaps new?), who wears all white and speaks with a 
heavy Russian accent. A woman near her assists with 
displaying her work on easels in front of the group. [OC: 
This is much more fanfare than �the usual�].  She has 
three framed pieces of paintings on silk. They look very 
Russian / Yugoslavian in their iconography�castles with 
turrets, etc. Colors are warm: sun-dried reds and golds�
giving pieces a sort of Byzantine and gilded effect.  [OC: 
However, it falls short with the campy suns and faces 
appropriated from a New Mexico-ish, nouveau-hippie 
style�] She speaks about her background and academic 
training in Russia�she has a background in book and 
fashion design. She worried that her work would not sell 
as it was �too ethnic.�  However, she has a friend who 
sells her work in what sounds like a jewelry shop, and 
now, her work is sold in the gift shop in the Deland 
museum.    

 
 
 
 
 
 
 
 
GE ; AES 
; MED 

OC I am not entranced by her work�too constructed, and the 
gouda (which is applied before painting to contain the 
paint in sections without bleeding) is too thick, to really 
capture the more delicate Byzantine-ish, �old world� 
style. I am not a fan of art that tries too hard to be perfect; 
I prefer �kid art.�. I usually wouldn�t be so critical, 
however, it�s clear she thinks her work is impeccable. 
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Being rather humble and shy about my own work, I find it 
distasteful when artists take themselves too seriously 
and/or �hog the floor� rambling on about their 
background and breadth of experience. I realize I should 
strive to be an impartial observer / researcher, but I start to 
get annoyed. Either she is a new member and new to the 
tacit rules behind show and tell (example: it�s downright 
tacky to gloat about one�s art work).    

 Members begin asking her questions. I raise my hand, 

as despite not being moved by her aesthetic, I think it 

would be nice for her to share technique / her medium 

with other members. No one within the group does silk 

painting, and though supplies (ex. Jacquard paints and 

the silk itself) are more expensive, it would be easy to 

have a �guest artist� be in house for once. Moreover, it 

seems like the medias they teach in (ex. Helen�s last 

dye workshop), really aren�t that complex for the level 

most of these members are. So, I raised my hand and 

asked if she would consider teaching a basic silk 

painting class. I am not quite sure why, but no one 

seemed that enthused, or at least voiced further 

support / interest (?)    

MED ; 
AES ; SKI 
(?) b/c 
disinterest 

 OC Again, I am not quite sure why members don�t push 

more art classes within the group? Doesn�t the group�s 

mission statement center upon �education?� 

 

 The Russian silk painter (new guest?) finally concludes 
her �show and tell��in what seems like a very long time. 
Another Sharon (not Sharon Wolfe, Rec. Secretary) gets 
up and shows smaller, art quilt pieces entitled, �The 
Seashore�, �Autumn Blender�, and a �Portrait of Mother�, 
which is a photo transfer.  

 

                    
OC 

Maybe my attention wanders, I am slightly bored by her 
aesthetic, and I ask Suzanne (president sits nearby) for an 
interview.   

 

 Helen interrupts Sharon and says she would 

recommend changing the composition; �I would 

change that composition.�..  

AES ; SD 

OC I can�t believe someone would have the audacity to say 

something so blunt�some �sugar coating� here might 

be in order? There was no prelude to soften the blow. 

Sharon looks pale and stunned. I understand the 

seriousness of a critique, but 1. not sure this group 

operates that formally and 2. Helen seems to have no 

subtle filter in her assaults. Everyone is just used to it, 

plus what can you do when she is the vice president. 
Moreover, in terms of critique, I am not sure where I am 

AES ; GE 
; SD 
 
 
**SD / 
AES** 
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at on that, position-wise, as well as these women. Maybe 
they could care less what anyone else things in terms of 
the �appeal-ability� / marketability of their work�that�s 
not exactly in the group�s mission statement. Another 
member suggests turning the piece upside down for better 
composition and emphasis. Helen talks about ripping 

the piece apart to take out a deep red section, that 

according to her �doesn�t work.� The group is baffled, 

and someone suggests, rightfully, that �ripping the 

piece apart� may not be the way to redeem the piece. 

Fortunately, another woman steps in during the lull..  

 
 
 
 
 
 
 
SD ; AES 
 

 Elizabeth stands up and shows 3 small pieces she 
composed while in New Mexico.  

 

OC The pieces have a nice warm color palette, but it�s hard 
for me to get too excited over such small pieces. I know 
for busy women, it�s hard to compose on a large scale, 
and small pieces (these are like fiber postcard style) 

 

 Ellen Lindner (future interviewee / participant) stands up 
to show her pieces entitled, �Reconciliation� and �Woman 
Found.�  She has a 3 piece series, and is very cautious 
about folks copying her idea (?). They are horizontal 
layers of monochromatic red(s) with different textures, 
and very tight. They conform to the bust-hips of a woman. 
She says that they represent [OC: I hate that word, 

but I can�t come up with anything else�sounds so 

trite with art) how she�s changed from her 20�s, to 

30�s, to 40�s. She talks about her mother was a 

Southern Belle, and I infer subscribed to certain ways 

of personal carriage.     

 
 
 
 
 
 
 
Per Narr ; 
AES 

OC Although I am slightly leery of this �woman changing� 
and �coming to grips with� type of femme art, I love her 
fiber choices and integration of textures. I am thrilled to 
have a different voice (from �Autumn Blend�) and excited 
to interview her. Her work, on a purely aesthetic level, is 
both well-made (craftsmanship) and lovely (primal 
visual). Ellen runs a group called �Dirty Dozen Quilters� 
out of Melbourne (1.5 hours South), which I already like 
the sound of because it reminds me of �Dirt Dozen Brass 
Band�, an old favorite jazz/funk band out of New Orleans. 
It sounds slightly rebellious�which with respect to fiber, 
is a good thing. I am surprised she drives all the way up 
here for Arts, Etc. but glad she does.  

 
 
 
 
 
 
 
 
 
 

 Then, transitions into Hillary Gross�interesting as 

she is YOUNG! She turns out to be one of the women / 

member�s daughter. She passes around her resume. I 

am not sure of her circumstances, but she mentions 

GEN** 
rarity 
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children [OC: I infer she�s a single mom, too], in the 

context of how difficult it is to create art amidst the 

context of motherhood. She shows off her paintings, 

which remind me of Charleston, SC (my childhood / 

adolescence) and the Battery�a certain camp 

aesthetic I don�t subscribe to.  

OC Later her mother introduces her to me, I assume 

because I am young comparatively and maybe because 

of her academic background. Also, she studied Studio 

at the Corcoran (very good). I intuitively feel like she�s 

perhaps going through a divorce (?). She seems unsure 

of her surroundings, New Smyrna Beach, in general. I 

infer her mother roped her into this �Arts, Etc.� 

meeting, almost as a way to ground her. I feel for her, 

and I am not sure why? Maybe because even teaching 

Art K12 and trying to manage a relationship, dogs, I 

find myself exhausted, and the creative impetus often 

quashed.  After speaking with her mother, I grab Ellen 

to ask her about meeting with her. We determine a 

date / time�Ellen is very self-deprecatory about her 

work, as if �why would I want to interview her?  [OC: 

Most folks are very self-deprecating�I find this 

�humbling� very endearing, and it seems to be hold 

true throughout fiber artist folks / field�not the 

arrogance of so-called �fine artists�].     

 

 

LUNCH Once again, potluck. I am a fan of potluck, but always a 
little scared of introducing myself and striking 
conversation as I am a newcomer, of about 4 months now. 
Still feel awkward, although that is ebbing. 

GE 

Afternoon Workshop this afternoon is a review of slides from 
Houston IQA. Only mself, Marie, and a few others stay 
for it. Lasts about 1.5 hours. 

 

 
Observer  
Comments 

Direct Observation / Meeting Field Experience Codes 

Where? / 
When 

Douglas Gallery on Saturday September 23, 2006. 
9:30am -1:30pm 

 

Environment Twenty two women in back room of the Douglas Art 
gallery. Though slightly cramped, the space is very 
functional for both meeting and creative space. The room 
is equipped with 5 long work tables, drying rack, endless 
art supplies (brushes, paints, etc.), cabinets, and sink. The 
side counter has coffee, tea, juice, and breakfast pastries, 
mixed amidst art supplies. As I come in, most of the 
women have already arrived. Today, I brought my laptop 
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(unsure if I officially assume role of recorder), a salad 
dish for the usual potluck lunch, and sewing supplies. 
Hence, I have to park my car illegally and cart in 
everything is 2 plus loads. Fortunately, Mary is inside and 
able to assist. In entering the classroom space, usually 

Suzanne, the president elect,  sits at the center on a 

bar stool, and her voice is heard over everyone�s, 

orchestrating and guiding the meeting. Not so today, 

she is not here, and Helen leads the discussion.  As I 
enter, a few women point me to a seat along the left 
counter. I remove my laptop, as inconspicuously as 
possible. However, fortunately, my new role / position as 
recording secretary legitimates the need for a laptop, and I 
think most assume I am taking notes for the meeting, 
rather than as a researcher / fieldworker. This helps ease 
the situation and makes me less obtrusive. 

 
 
 
 
 
 
 
 
 
 
 

 Helen asking about old business. The question arose as to 
who was being nominated for positions. Helen asked if 
anyone had received an email from Suzanne, president. 
No one had. Apparently Suzanne sent Mary an email 

resigning from her presidency. Helen pointed out that 

she should have first contacted the nominating 

committee. Also the possibility arose as having two 

presidents�co-presidents, as so many of these women 

travel. Conversation arose as to whether there was 

anyone who wanted to partner with anyone. Helen 

asked for Karen to do it. She felt like she was too new. 

Then another member asked if she could nominate 

someone who was not president. Karen acquiesced, as 

Mary will still be vice-president, and is a strong source 

for support.  

 
 
 
 
 
SD; GH ; 
GE 

OC I am totally stunned by Suzanne�s resignation, particularly 
after interviewing her a few weeks ago. She was beyond 
�into the group��she felt like Arts, Etc. was her support / 
nurture group as a budding artist. Was it the long drive 
from Merritt Island? Did she feel like the group, in reality, 
wasn�t helpful enough in getting her work marketed? Or 
did �life circumstances� get in the way? 

 
 
 
 
 
 
 

 Helen then brought up that she had old books on quilting 
that were for sale at 50% off. Then show and tell began. 
Susan (??), who is about to disembark on a 9-month 
sailing trip. Beautiful purple jacket. She has difficulty 
with the underarm portion. Marlene (from Tampa Bay 
Surface Design) visiting us, mentioned that kimono(s) 
actually have the underarms cut out to allow for washing 
dishes.  

Per Narr-
OC: 
*Snowbirds*
 
 
SKI 
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OC Marlene seems to really be enjoying the group. Oddly 
enough, I had initially chosen Tampa Bay Surface Design 
Guild to be the focus of this study. Moreover, it was 
really Marlene that endeared me into the group; however, 
once board dynamics changed, and new �leaders� were 
elected, I felt that the group really went downhill. 
Suddenly, bi-laws were enacted prohibiting younger 
members from attending some of the group�s activities. 
Additionally, they even mentioned the younger student 
(Christopher, age 14) by name. I felt that their decision 
was not only wrong (younger generations should be 
included, undisputedly so�how else will the field 
survive?), moreover, their way of handling it was rude 
and unfriendly. Marlene concurred with this assessment�
yet, by my estimations, she is too kind to object.  

SCI 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 Hannah then got up and announced that she does not wear 
any underwear. Started re-telling a story about her skirt 
flying up, unbeknownst to her, on a hill, in front of a 
family. She is new to sewing, but actually sewed 
everything she had on.  

SCI*humor* 

OC Honestly, this is becoming one of the best meetings I have 
ever attended. Whatever is in the air, all pretenses and 
formalities have been shed, and all the women, not just 
me, seem to be really enjoying themselves and relaxing. 

SCI 

 Next woman, used her daughters beads. She created a 
�Spanish� style, red & black skirt; the three layers are 
divided by black lace. She crinkled the skirt by rubber 
banding it, applying spray starch, and then tumbling it in 
the dryer. Then, Marlene Glickman, from TBSD, got up. 
She talked about the guild and how she was president and 
newsletter editor. She talked about surface design and 
fiber art. They grew from a group of 12 women, to a 70 
group member, for the last 10 years. She brought some of 
her hand-dyed silk scarves. She uses Thai silks, buys the 
silks �already done� / ready to dye.  Sister company is 
Exotic Silks, she�d be able to do group orders and order 
wholesale. She talked about her techniques. She uses a 
dye called Color Hue and they instantly set on linen, silk, 
rayon, and wool. It is permanent instantly, except for on 
cotton and polyester. You can dye some natural beads 
with it. It makes dyeing in a workshop very simple, fast, 
and easy. 

SKI & SCI 
 
 
 
SKI & SCI 
 
 
 
SKII 
 
 
SKII 

OC Members keep �crouching up� to me, trying not to disturb 
show and tell presenters, and telling me that as the 
recording secretary, I don�t have to type down every 
comment, technique, etc.  I am typing furiously. I tell 
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them that these notes will also be for my fieldwork, and 
they seem to understand that, and �crouch� back to their 
seats.  

 Phyllis Swan gets up. She made a jacket with a 
sweatshirt�to use it as a base. She used fabrics cut on the 
bias to use as a trim and braid it. Outdoor motif. Betty 
Jean got up and showed her pocket book that she made. 
Beautiful appliquéd and dyed fringe.  Karen (new 
president!) got up and showed a khaki jacket that was a 
beautiful crisscross, made partly out of upholstery fabric. 
She used part of a Diane Erickson pattern. Then 
underneath she made a turquoise shirt with quilted upper 
pieces. Then she showed a Valentine�s Day collar, 
beaded, etc. worn over a black velvet shirt. Ella took 
pictured with her digital (OC: funny to see Ella so post-
modern and techno-ish).  

SKI-II 
 
 
 
 
SKI-II 

OC I think there is a lot of these women what would be easily 
overlooked or under-estimated. Most strike me as pretty 
well-traveled, worldly, and self assured. Beneath their 
broomstick skirts, are some pretty wild, semi-risque, 50-
ish women.  I don�t think this has really come out in the 
group until now. It�s odd that it happens on a day when 
Suzanne is not here, as Suzanne is by far, the youngest, 
and I would think, based solely on age, the most liberal.  

SKI 
 
 
 
 
 
GE 

 Sharon Wolfe from NSB got up and spoke. She showed a 
beautiful appliquéd jacket with Japanese motif fabric 
sewed in. She also wore an orange-yellow shirt�very 
crisp�her own design from the fabric she painted in the 
workshop. Next, Joann from Ponce Inlet. Then, Joann 
Jensen got up with a dye discharge scarf that she made me 
get up and model. Beautiful purple bluish colors.  

 
 
SKI 

OC During all of this, I am so heatedly writing that I don�t 
hear her ask me to get up and model it. I was sitting right 
beside her, but trying my best to huddle and be 
inconspicuous. I can feel my cheeks redden, as I already 
feel sort of separate and distinct as the youngest 
newcomer. Moreover, she refers to me as the �skinny 
one�, which I know she intends as flattery, but I am 
embarrassed nonetheless. I model scarf�which feels like 
butter and has these mottled colors of purple and faded 
indigo. After I return the scarf, I hover over my writing 
and feel my posture curl inward into a ball.     

 
E/E 
 
 
 
 
 
 
 
 
 

 Judy Gilmore got up and showed her shoes that she�d 
painted- wonderful black pumps. She felt guilty for not 
having anything ready. Then she also showed handmade 
pins, �Wild Child Art.� She titled her pieces, �Miss Kitty 

SCI 
 
SKI ; AES 
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Goes Out� and �Bad Hair Day.�   
 This group seems to be an air of art that is carefree, 

nonsensical. Often, the art pieces are light-hearted, like 
Jette�s quilt with a martini glass with a submerged fly, or 
Mary�s quilt spoofing Florida tourists, with Hawaiian 
shirts, pale legs, black socks, and sandals.  

AES 

 Then Laurie Spear got up, has been a member for a year, 
but is hard to get over to these meetings. She showed a 
series of dichroic glass pieces from necklaces to pins. 
Helen Howells mentions that she teaches wire wrapping 
with jewelry. 

SKI 

 Woman (apparently a visitor according to Helen) stood up 
and showed her Shaman necklaces. She explains that you 
can incorporate all sorts of objects into it. Looks very 
West African�reminds me of the trading beads my 
mother used to bring back from Kenya. She has special 
charms incorporated. �I know where just about everything 
came from.� Judy asked why it was called a shaman 
necklace. Judy says a shaman necklace really sort of a 
personal thing�she has friends, trips, and experiences 
added on to the necklace. Process of strips of fabric, 
twisted round and round [OC: Reminds me of fuzzy fiber 
dread-locks. I love the concept of interweaving personal, 
more intimate objects, embedding them in the art�
example: surface design / art quilts with hidden or netted 
pockets and objects]. Roundels and seed pearls hold it 
together with a few black wires. Upholstery, pre-made 
cord is underneath. 

SKI 
 
 
 
 
 
 
SKI 
 
 
 
 
 
 
SKI-II 

OC I haven�t seen this much of diversity of media in quite 
some time. Again, I think that is really the allure of guilds 
like this�so accepting of pluralistic approaches to fiber.  

 
 
 

 Regina Dunn from Deland, makes art quilts. Pat Miles 
stood up, visitor, I actually know her she is a fellow art 
teacher. Rug hooked pocket books�but just beautiful and 
abstract. Helen made the joke, �Well we�ve got another 
Happy Hooker here.� Laughter.  

 
 
 
 
SCI 
**Humor 

OC I am flabbergasted by Helen�s bawdy sense of humor�
shows a very different side of her. I find this side very 
endearing. 

GE ; SCI 

 Janet Bernhart got up and showed her felted bags. She is 
teaching a felting class in October! Beaded handles. She 
instructed us to bring a knitted tube�circular needle. Can 
also get an old wool sweater, wash it and shrink it, then 
dye. Judy got up and talked about needle felting and 
roving. She went to a �dump� and used a wool jacket with 

SKI 
 
 
 
GE ; SKI 



 

 

 

316 
  

a pocket, cut it out, and already lined as jacket was lined. 
She made a cell phone carrier. Helen said, �What goes 
around comes around. Felting has been around for years 
and years. 

 Janet got up and showed pocket book, combination 
beaded pocket book, quilted, tasseled�heavily 
embellished. Bright pink, purple colors.  
 
Mary pointed out that woman, Marianne, was skipped, 
came from Orlando. She showed off a placemat purse and 
a funky scarf, but started as 2 tubes from Threads 
Magazine.  She also had a necklace, discussion arose as to 
where she got her beads from.  
 
Mary McBride got up, said she was inadequate compared 
to everyone. Everyone is so modest. She showed a mylar 
ballon, she made during hurricane. She showed off 2 
small purses she made during hurricane season. 
 
Helen Howells got up and introduced herself. She has 
been working a lot on jewelry. Beautiful silver 

necklace�but no soldering involved. Next month, she 

is teaching a �secrets of the hydrolic press� workshop.  

Talked about how you used a textured process, used 

old lawn furniture�imprinting texture onto silver. 

Then she takes silver, and has a shape cut out. Helen 

dissects process and technique. Used some type of 

kitchen tool to cut the metal. Uses fine silver�has 

.99% silver. No tarnishing because no copper content. 

She is not selling this necklace, she is using it for 

exhibition purposes. Her class will use rolling mill and 

drilling press. She is also co-teaching a PMC class 

(precious metal clay)�and women coming to class to 
teach hollow beads.  The woman who is co-teaching is 
moving out to Albuquerque, so now is the time to take 
from her. The Helen showed a SKI & SCI piece of 
clothing. Beautiful blue coat, called �the sun, the sky, and 
the sea.� She had it in a show, and said, �looked a lot 
better than a lot of things they said.�  She said she didn�t 

win an award because the �quilt police� said her 

stitches weren�t uniform in size. Everyone started 

hissing, boo-ing, and laughing. Helen told one of the 

judges that they were too ingrained in tradition, and 

they totally missed the point of her piece. �And I took 

my jacket and left!!.�  So Helen�. She airbrushed the 
fabric with Creatix paint.  

 
 
 
GE; SKI 
 
 
 
 
 
 
 
 
 
GE; SKI 
 
 
 
 
SKII 
 
 
 
 
 
 
SKII 
 
 
 
 
 
 
 
 
C/A ; SCI 
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Ella asked if she could redeem herself. Helen asked if she 
would model��Do you have the bra�� �No, I didn�t like 
the wording on it.�  �Ahh, the story deepens.� Ella says 
she is doing a collage for her son who works at NASA. 
Her son asks her, �Ma, why are you getting another 
sewing machine.� She is sewing a collage for her son, and 
his wife says she won�t hang it on her wall. Comment 
from audience member that that is mean.  
 
Mary makes an announcement about Bo Wilde, who is 
having a painted furniture class on October 7th�during a 
gallery walk�wine and cheese and beer �and everything 
flowing.� From 4-7 at Harris House, and 4-8 downtown. 
Nancy is teaching a thread painting class-- $30 in 
Deltona. If interested in taking class, Mary will coordinate 
enrollment.      
 
Coming back to our business at hand with the nominating 
committee. Suzanne sent an email saying with much 
regret, she is stepping down from the president. Odd�
very short. Co-presidency with Andrey and Karen.  Helen 
asked if any more nominations, Helen repetitively said 
�closed�, as no responses.  Andres said �I move to cast 
and anonymous ballot�, and Pat Miles seconded it. You 
all are dually elected. Applause. You take office at the 
October meeting. We have done our show and tell. Then I 
guess we�re ready to do lunch.   
 

 
 
SCI 
**humor 
 
 
 
 
 
 
 
SKI-II 
 
 
 
 
 
 
 
 
SD; GE ; 
GH 

 

Observer 

Comments 

Direct Observations Codes 

Where? 
/When 

October 29, 2006 at Arts on Douglas. 9:25am.   

Environment 
 
(Pre-
Meeting set-
up) 
 
 
 
 
 
 
 

I was about the 5th person inside. Women were setting up their 
dishes, and one was talking about her wearable art challenge. 
Another was showing Sharon Wolfe her needlepoint (some sort 
of green tree) and asking for insight. The women in front of me 
were talking about trips taken to Carmel and Georgia O�Keefe, 
then Philadelphia. The woman in the broomstick skirt (Barbara 
Homes) is showing off more pocket books she�s made. Mary 
comes in, and someone say her hair looks so cute.  
 
Sharon comes up and gives me a 3-ring binder full of formal 
meeting minutes. This is a huge help to me so I can remain 
consistent with the format. I tell her I worry I  

GE 
 
 
 
SCI 
 
 
 
 
GH 
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9:45am 

 
Mary announces that there�s a box of scarps and yarn from 
Joan Williams. Sharon jumps up first and then other women 
follow. I want to go up, but now about 6 women are hovering. 
�Who�s food is this?� What is it? Chips and dips and stuff and 
water, Okay, it�s somebody�s. Apparently Joan just sold her 
house and I guess is trying to clean out scraps, etc.  

OC I am starting to worry as I don�t see Jo Ann Jensen, who I am 
supposed to be interviewing this afternoon.  

 

   
 Betty is our membership coordinator and treasurer. �Ok ladies, 

haear we go.� I need a gavel. Some of the �Do we have any 

visitors. I am Karen, the Desperation President. And you 
are Nancy, and I am Peggy. I am Phyllis Swain, I am  a quilter 
and I live here in new Smyrna. I am Beth Breeze, and I am a 
quilter, and the Hog Organization for Bike Riders. She wears a 
Harley shirt. Unclear, as Betty Jean introduces herself as 
treasurer. Introductions continue and women talk about their 
medium.  

SCI; 
COMM; 
GE 

   
 Any additions or corrections to minutes. No. Next month is silk 

screening. Helen says that this is the meeting where planning 
should be done. �There are some observations that I have 

made as presidents. Really one of my frustrations as 

presidents is that we have meetings about meeting. What I 

suggest is that there needs to be a meeting among board 

members or committee. We were losing a lot of time in 

dealing with art, critiques, and demo�s. And it�s really 

tough, as  president, I would try to facilitate to keep things 

going. These are just kind of growing pains that we�re 

going to have to go through. So consider that. Think about 
that.  

 
 
 
 
GE ; SD

   
 Where is JoAnn?? I am stressing out.   
   
 Helen said that we did decide last year that within the year, we 

would have 4 critiques / year. Helen says that it throws monkey 
wrenches into things when we don�t adhere to a strict shedule. 
The reason we don�t have a budget is because we don�t have 
any expenses, aside from a few teachers and occasional 
shipping. The board needs to sit down and decide how much 

a year they want to put out for shipping and outside 

teachers. Do we need the people who sign up for the class to 

pay what about supplies, do you want to pay for mileage for 

the teachers. Now the ones that we don�t have to worry about 
are the ones Mary has scheduled with ACA.   
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 Mara said shouldn�t this be in the minutes from the past year? 

Sharon said that I now have a formal notebook with all the 
minutes.  

 

   
OC I am start to feel the stressor of being secretary.  
   
 Karen says how about someone who is willing to teach 

something, and they tell Mary and Mara. Then Karen asks if 
anyone has an upcoming challenge idea. A newcomer says she 
belongs to another group that is much less formal, no minutes, 
etc. We challenge each other I think it�s more about sharing 
and being excited about how someone in the group will take 
something and incorporate. �I get really excited when I see 
what other people do.�  Take 1 unique item (example: a widget 
like fabric shard, wood, metal, etc.) and create something. 
Keep in mind the bigger you get. Helen suggests we do 
something to do with water. So, debate ensues on size�it 
max�s out at 3x3.  

 

    
OC  I leave to use the restroom and see Gallery Director, Megan. I 

tell her the gallery looks gorgeous, she says there�s a 3 month 
change-out. She tells me about Anna  Tomczak�s upcoming 
gallery talk and show. I love her work�she uses a giant 
Polaroid camera and does some sort of transfer. 

 

   
 Did anybody bring any wearable art that we didn�t see last 

time? Woman gets up and shows her sketches for a jacket.  
Discussion ensues about design, and Helen offers her insight 
and another class. DBCC trashes a Design I, and Trish 
Thompson will be teaching in this room. She does a project 
with her Mom every year when she finishes�converted a 
sweatshirt (see photo). She free-motioned her squares. She�s 
doing another with fairy-frosted fabric�question about what 
that fabric is like. Norma says there are lots of different ways 
you can do these sweatshirts�stencils, etc. Mary says we 
should do a sweatshirt challenge in January. November 9 is a 
felting workshop at the Harris house. She says you can skip the 
whole knitting process.  

 

   
OC  I stress out and go call Jo Ann outside, but get her answering 

machine. Upon walking inside, I ask / whisper to Suzanne if 
she�s she�s seen Jo Ann�she is actually inside Harris House, 
probably getting some of her work photographed.    

 

   
 Elizabeth showed her Joss paper- used in Buddhist GE; SCI 
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ceremonies�talked about gel adhesive she�s using and 
watering down Lumiere paints. Dong-A is in Orlando, on Mills 
and Colonial�east of I-4, has a huge variety of Joss paper. 
Another woman gets up and re-vamped it.  Jo Ann says, �It�s 
nothing compared to what these other women have been 
making. I wanted to make a Christmas quilt, but I didn�t want 
to be traditional about them. It was all fabric that I had in the 
stash, the only thing I did buy was the thread and the 
Swarovski crystals. Another woman stands up and shows her 
deviation on the Crazy-9 quilting pattern. It�s a huge hit with 
the women�they love the bright stuff. Are you going to teach 
a class on that? I could see it done with some Asian prints, too.  

 
SKII 
 
 
 
 
 
 
 
M&R 

   
OC I notice  Janet the felter working on something with a needle. 

Oddly, she is the only one working while listening. In the other 
guilds I have observed and participated in, women are always 
knitting, etc. while listening. I find myself being somewhat 
jealous. Moreover, it seems like all the women talk about 

brand names of materials (ex. Sulky thread) and 

techniques, yet, it never becomes tangible because we never 

do the hands-on part of the learning process.  

 
 
 
 
**SKII 

   
 She starts talking something about using a coloring book and 

there�s a huge uproar among the group. Helen says, that�s like 
scratching your nails on a chalk board. Karen says, �Do we 
have anymore show and tell.� Nancy (see photo) gets up and 
shows a Gicle reproduction. She showed the actual painting for 
$20,500. A woman asked what the owner thinks about her 
selling Gicle copies of this painting and she said yes, but not 
bigger than the actual piece. Gicle is expensive�like $200 for 
a 4�x4� piece and hard to store. She says she does better if she 
transfers onto canvas and embellishes it. Nancy showed at Arts 
on Douglas Gallery, Stetson Gallery, and Deland Museum. 
Question arises as to how she comes up with the names. She 
says her husband, like �Apple Park��part of her fruit and 
vegetable series. Her work is very comical. She uses the egg 
tempera technique, but with oil.  Mary says, �Beautiful work.� 
She puts a certificate of authenticity on the bag of each one. 
�Do you make your living?� I do now, I had taught for 30 
years. Now she teaches at Arrowmont.  

 

   
OC She has a really nice temperament.  Seems very laid-back and 

casual. I would kill to go to Arrowmont.  
 

   
11:25 We have an hour to lunch. Do you guys want to make 

nametags?  
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 I talked to Suzanne and caught up about her life, while tryimg 

to hot glue. Then JoAnn interview. 
 

   
 
Observer 

Comments 
Direct Observations Codes 

   
Where / When? January 27, 2007- starting at 9:30. I arrived at 9:15. 

Took photographs of set-up and environment. 
Talked with Marie about car accident.  

 

   
Environment Betty Jean has been out�hospitalized, but now 

okay.  
PN ; GE ; SCI 

   
 Wants to know if anyone knows how to make rag 

rugs? 
 

   
9:20am 
Pre-Meeting 
Conversations 

Member wants to know if anyone knows how to 
make rag rugs? But she doesn�t know how to 
crochet �everybody laughs. Discussion about 
Orlando Museum of Art and first Thursday of every 
month�food, entertainment, new exhibit. Gee�s 
Bend is now there. Helen mentions that at the 
Menello (folk museum�used to be??) is a Mary 
Cassatt show. Another member asks about Zora 
Neale Hurston exhibit in Eatonville.  
 
Sharon Wolfe says there�s a fiber and jewelry show, 
and Regina here has two pieces there. �What are the 
hours to Ormond?� (Ormond Beach Museum). This 
is Regina�s first professional exhibit experience�2 
art quilts. There are open Monday-Sat. 10-4pm 

SCI 
 
 
SKI 
 
SKI 
 
 
 
 
SKI 

   
9:55am More members straggle in- Jennifer and Ellen. 

everyone waiting for Marie. Ellen makes 
announcement that she brought her portfolio / 
resume / etc.  

 
 
SKII 

   
 9:55am meeting called to order by Andra. Last 

month, not enough money to do shipping. Concern 
about some members not receiving emails. Norma 
(recording secretary) not here today. 
 

GE ; GH 
 
 
 

 No new treasury reports though as no one has joined 
since December. 9:55am meeting called to order by 
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???. Last month, not enough money to do shipping. 
Discussion that e-mailing lists will be checked. 
February is a critique of water color challenge. 
March will be a �water challenge�, and it is not over 
36.�Judy Dahl and Judy Gilmore will do whole cloth 
painting. April, there will be a class on indigo 
dyeing- Linda O. needs to know ahead of time how 
many folks will be in attendance. Mara made bi-law 
change that if in-house teachers want to teach, $50 
supplies as teachers allowed. May will be a critique 
of anything created and a blind �UFO exchange.� In 
a black plastic bag, you bring in something you�ve 
created that �you�re stumped on�- numbers and 
anonymous. The afternoon in May will be a crayola 
play day. June, Linda [OC: different Linda] teaching 
work on Angelique and felting- with later month .  
July will be a critique, and afternoon Linda will 
embellish. August will be UFO results. August 
challenge will be a committee selection for new 
officers, then will be a picture exchange for someone 
else. Take a picture of someone else�s and then re-
create�it can be jewelry, can be sculpture, can be 
weaving, etc. Then amended and decided we would 
all work from one picture. Copyright issue broached 
by Ellen�other folks disagreed.  

SKII ; GE 
 
 
 
 
 
 
 
 
SKII ; GE 
 
 
 
 
SKII; GE 
 
 
 
 
 

OC Stressful�I am in the process of downloading 
Jennifer�s CD-ROM images, taking meeting minutes 
and taking field notes. I ask for clarification on 
above schedule of events and get told not to stress, 
that I will be emailed a more succinct schedule.  

 

 New Arts, Etc. passed around to see draft / 
revisions�this is just a draft. It is folded in 3�s with 
membership form attached. Looks good � images 
included. All art quilt images though�no 3-D. 
Common goals: education, evaluation, & exhibition.  

GE ; ECON 

 September�elect new officers and Barbara shows 
us how to create soft sculptures. October Mary 
McBride does reverse painting on glass-coated with 
gesso multiple times- can pull it off like thick plastic 
cloth. and November, picture exchange challenges 
due.  

SKII; GE 

 Critique about the brochure and subtle concern 

from Ellen that at images be strongest available 

(***) and that there�s mixed media. I suggested 

that they add a photo of ACA / Harris House to 

contextualize it for folks. Also, Marie suggested 

AES 
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that the brochure list prior shows and 

experiences.  

 Any other suggestions? Member brought up show at 
Mount Dora Center for the Arts�she is a member 
there. Asked if water color challenge would be 
sufficient. Member wants slide from everyone. [OC: 
She seems a little technologically out of it�talking 
about slides�I see Ellen getting frustrated about 
having JPEGS and CD compilation. Marie 
suggested a themed show, like the water show, as 
everyone is so varied in there style [OC: & ability�
good suggestion�what I brought up to Sabrina 
about with Martinis / Flamingos and abstract 
pieces�too schizophrenic- this much more unified]. 
Also, bring a  statement for water challenge.     

SKI 
 
 
 
 
 
 
 
AES ; ECON 
 
 
 

 Collective group statement will be issued for March 
show. Also, the water challenge will be a traveling 
show, so must be shippable. You do have the option 
to pay for your own shipping.  

ECON 

 Ellen asked who was taking JPEGs and doing 

edits [OC: obvious she is concerned]. Marie 

agrees to do it all. Discussion about juried shows 

here and at Harris House.  

ECON / 
MARKETING

 Sharon asked a question about copyright. �If I am 
flipping through a magazine and I see a picture, can 
I use any part of that design in my work.� Ellen 
gives answer about when gray area emerges. [OC: 
seem that this is a little OCD].   

SKI 
 
 
 

 Mary talking about SAQA and Quilting Arts and 

Surface Design. Marie�s March focus on fiber is a 

week out at ACA- May 13-19�instructors 

coming to play. All of studios are out there. 3-D 

folks, surface designers, and rug-hookers (dying 

wool right away). Sunday will be an �outside-in� 

where folks can come and see what they�re doing. 

Question about space. Limited to 40. Ellen asked 

if there were any evening lectures or events? 

Harry Messermith coming and doing a lecture on 

slide critique. Clay Henderson Tuesday 

morning�environmental lawyer and what we�re 

doing in Volusia Co. all wrong. Also a yoga lady 

coming and doing back exercises (Ren�s wife). 3 

of the quilters coming from Orlando doing a 

piece quilt project. They will be doing it again in 

September and next April. This is Marie�s 

brainchild. �It�s a retreat��    

SKII ; GE ; 
GH 
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 Anything else? Okay, �show and tell.� Also, 

announcement that Emily was accepted in the Quilt 
National. Ellen teaching new class on designing 
nature quilt. Hard to loosen up style she says. She 
showed her photo and her sketching��sketching is 
new for most of the quilters..� Funny argument 
about her calling cosmos daisies. She did a crepe 
myrtle and called it �maybe a maple.�. Then, 
showed reconstruction of sweatshirt�technical 
discussion on how Ellen got it fitted so well. ?? got 
up to help explain [photo]   

GE  
 
SKI-II 
 
 
SCI *humor 
 
 
SKII 
 
 

   
 
 
 
 
11:15am 

Linda got up talking about hole punching a felting. 
Needle felting and putting it in how to create new 
fabric. Also showed wearble-art jacket. Lining this 
beautiful purple and red fusion of silk. Two women 
in the back�one showing in Mt. Dora. Paints the 
fabrics with acrylics then Shiva paints. Background 
is felt. KONA true black quilting fabric�now can 
get at JoAnn�s. Use your 40% off coupon.   

SKII 
 
 
 
SKII 

   
 Next, Helen Howell. Says she hasn�t been here since 

October meeting. She waits for everyone to be 
quiet.[OC: Funny] Someone �shush�es everyone.� 
She talks about her UFO�s [see photo�s�applique�d 
shirts]. She says she has extra t-shirts.   

 
 
GE ; GH ; SD 

   
 Marie gets up and shows her Marlene Glickman�s 

class�little collages. [see photo]. Do one a day�
first exercise everyday�put one small fiber collage 
a day. All the same color theme. Marie suggests that 
members walk across street to Harris House and see 
work of Joann [see photo�s] 

SKI 
 
 
 

   
11:35am Members return for lunch. And it was so good, now 

this sounds awful, pasta and potatos in cabbage. And 
it was delicious. 

GE 

   
12:25 Lunch�I sit with Ellen and JoAnn�catch up 

especially on Joann�s recent work�she�s been 
really prolific. We talk about an artist she saw 
yesterday in Winter Park. She is headed to Brevard 
this upcoming Friday. Talked about her brother- 
Chem professor at CCU. Talked about South 
Carolina. Marie came up�says she put a CD by my 
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computer.  
 Helen asks if anybody interested in sweatshirts? No 

response.  12:35 women break apart and take out 
their machines, their remnants, and begin working  

GE 
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APPENDIX F 
 

Photographs 

 

 
 

Figure 3. Atlantic Center for the Arts: New Smyrna Beach, FL  
 

 
 
 

Figure 4. Atlantic Center for the Arts: Studio Space 
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Figure 5. Atlantic Center the Arts: Residence Halls 
 
 

 
 
 

Figure 6. Atlantic Center for the Arts: Inside Visitor Center 
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Figure 7. Atlantic Center for the Arts: Master Artists Program 
 
 

 
 

Figure 8. Atlantic Center for the Arts: Downtown New Smyrna Beach, Harris House  
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Figure 9. Interior of Harris House, Recent Fiber Artist Exhibit 
 

 
 

Figure 10. Harris House�s Carriage House Studio: Example of Adult Arts Workshop 
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Figure 11. Arts on Douglas: Example of Harris House Community Art Programs 
 

 
 

Figure 12. Arts on Douglas: Interior Space during Show Rotation 
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Figure 13. Field Experiences: ArtsEtc, Show & Tell 1 
 

 
 

Figure 14. Field Experiences: ArtsEtc, Show & Tell 2 
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Figure 15. ArtsEtc: Potluck Lunches 
 

 
 

Figure 16. ArtsEtc: Afternoon Workshops 1 
 



 

 

 

333 
  

 
 

Figure 17. ArtsEtc: Afternoon Workshops 2 
 

 
 

Figure 18. ArtsEtc: Guild Evolution 1 
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Figure 19. ArtsEtc: Guild Evolution 2 
 

 
 

Figure 20. Media Diversification 
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