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ABSTRACT
The Tapestry Project is a 30-month effort to plan, fund, design, construct, and
exhibit a work of collaborative public art in Weatherford, Oklahoma, a small rural
community in Western Oklahoma. Utilizing autoethnography and autobiography, I reexamine and reflect using the photos, video, and personal documentation journals, the
challenges, successes, and the lessons learned in The Tapestry Project as well as the
suitability of tapestry as a medium for communal public art efforts. The Tapestry Project
resulted from the efforts of series of collaborative volunteer groups: initial large group
that contributed to the inspiration for and design of the project; another large group that
provided material, logistical, administrative, and emotional support for the project; a yet
larger group that participated in the project as patrons and consumers of art; and a smaller
group that committed to a 11-month studio schedule that resulted in the production of 7
foot x 14 foot work of public fiber art entitled Sun on Earth. Sun on Earth is a work that
is of, by, and for the people of Weatherford, Oklahoma: a product of the collective vision
and the collective labor of non-professional volunteers. Though my study is particular to
Weatherford, Oklahoma, it posits guidance to arts administrators, artists, and community
members undertaking collaborative community art projects. The Tapestry Project models
how experience and strategies can raise interest in and awareness of public art.
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CHAPTER 1
INTRODUCTION

Democratic nations, amongst which all these things exist, will therefore cultivate
the arts which serve to render life easy, in preference to those whose object is to
adorn it. They will habitually prefer the useful to the beautiful, and they will
require that the beautiful should be useful.
Alexis de Tocqueville

Alexis de Tocqueville observed and learned about America with his traveler’s
eyes (De Tocqueville, 2006). He mentioned that many of the differences between the old
world and United States, including matters related to the arts and culture, had connections
to the democracy in this nation. I began learning about mid-America, more specifically
Western Oklahoma, when I relocated to Weatherford, Oklahoma to assume my new post
in 2005. Since then, I have been learning about rural communities in mid-America from
my perspectives as an artist, an art instructor, and a new resident in this country.
I grew up in Busan, Korea. I earned a B.F.A. in Fiber Arts, with an emphasis in
tapestry weaving, from Dong-A University. While in college, I traveled to Japan, Europe,
and Southeast Asia, where I had opportunities to learn different cultures and artistic
styles. I then moved to New York and completed an M.F.A. in Sculpture, with an
emphasis in soft sculpture/installation art, from State University of New York at New
Paltz. After a several years of part-time teaching in Busan and New York, I accepted a
full-time job at Southwestern Oklahoma State University (SWOSU), in Weatherford.
1
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When I started my first semester of teaching art at the regional university in
Weatherford, I experienced some skepticism and possibly even a sense of exclusion from
a small number of individuals on campus and in town. While some simply categorized
me as one who did not belong there, which was discouraging for a tenure-track junior
faculty member in a new town, some others welcomed me and shared with me their
resources and experiences in the arts. The Weatherford Arts Council has been supporting
my ideas and projects for community art since 2005. This entirely volunteer-based
organization has taught me about the rural community in America, volunteerism,
responsible citizenship, and collaboration – matters which I had not thought much about
before moving to mid-America.
Just as I was impressed by the existence of the local Weatherford Arts Council, I
was also surprised by the state-wide Oklahoma Arts Council (OAC) and its commitment
to the arts in the state of Oklahoma. I have learned about community arts programs,
funding, and the importance of arts advocacy from the OAC’s grant workshops and
leadership classes. Mid-America, more specifically Oklahoma, has been my teacher, my
colleague, and my supporter – as well as an inspiration for my community art projects. A
collaborative public art project, The Tapestry Project, has emerged from my experience
of living, working, and learning in the rural community of Western Oklahoma for past
several years.

Background Information
My attempts at serving communities in Western Oklahoma with art started in
2005 with the Visiting Artist Program, which I began at SWOSU after I perceived that
2
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my students were not getting enough exposure to art, to professional exhibitions, or to
professional artists. There were no art galleries or museums in town except the lobby of
the art building that was used as gallery space for art students. Naturally, the gallery in
the art building of a regional university – despite the unsecured space that allows for the
possibility of vandalism – becomes a very important art venue in the area. Many people
in the Western Oklahoma, including my students, cannot visit galleries and museums
regularly because of the cost and the distance to Oklahoma City and Tulsa. As a naïve
junior faculty member, I volunteered myself into the Visiting Artist Program to bring art
exhibitions and artists to town. Eventually, I did bring artists of diverse backgrounds
from out of state, including an artist with a fellowship from the New York Foundation for
the Arts. In 2007, after successfully completing a few visiting artist events, I received
some feedback from both students and members of the Western Oklahoma community to
the effect that they enjoyed the events and requested a hands-on workshop component in
the program. Until that point, the people of Weatherford and the surrounding area had
been passive parts of events, such as exhibitions and lectures. The people wanted to
become a more active part in art through hands-on art making.
I listened and responded to the people’s desire to make art; I offered continuing
education courses for community members. I did not, however, have a big response to the
basic drawing and Asian calligraphy courses that I offered. I wondered what caused this
situation. One common comment from campus staff members and some community
members was that they were not confident in their artistic skills, especially due to their
strong belief that drawing and painting must be realistic. I also attributed the problem to

3
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the fact that continuing education courses require fees and regular commitments of
certain days. As part of my attempt to draw people to art classes, I offered the Open Art
Program in 2008, beginning with the yearlong series of tapestry workshops, which
required a commitment of neither extensive time nor fees; these workshops required
merely that participants provide their own supplies. Since I noticed that some people
were uncomfortable with a college campus, I offered these tapestry workshops both oncampus and at the local public library, and I noticed that many people preferred the
tapestry workshop sessions in the public library setting.
After a few years of a self-assessment of the community art programs, I realized
the positive impact of the repeated tapestry workshops. I wanted to do a project that was
not a one-time event; I wanted to undertake a community art project with multiple
dimensions – one that offered art workshops, art exhibitions, gallery talks, the production
of printed matter describing the project, as well as arts administration opportunities for
my college students. So began The Tapestry Project. It was designed with these multiple
purposes in mind, but its primary purpose was always the production of a public art piece
that could travel to reach many people and advocate for the arts in the communities of
Western Oklahoma.
My desire to have an arts advocacy component in the project was based on my
experience of observing the general attitude toward the arts in the area. The arts are often
considered non-essential, and arts organizations are not supported by local governing
bodies in many rural communities. Most of these arts organizations are established and
supported by volunteers. Naturally, there are some successful events, but there is also a
troubling inconsistency in the direction of the organizations due to frequent changes in
4
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their organizational structures. I strongly believe that arts organizations in rural
communities need more local and state support.

Problem Statement
Mid-America has had wonderful traditions of “collaboration” in everyday lives of
people, such as quilting bees, barn raisings, and farmer’s co-ops, some of which feature
artistic components. In the book “The Quilters,” Allen and Cooper capture wonderful
aspects of community collaboration in Mid-America: how quilters teach each other by
making their quilts together, how they support people in needs with their art – quilts, and
how some people get through tough times planning their futures by working on their art
projects – quilts. These practices of rural communes show the idea that the community
members are in charge of their lives and cultures (Allen & Cooper, 1999).
As I was learning and working on community arts programs in Western
Oklahoma, I realized that people were generally passive in their arts learning and
appreciation. These days, it is often because a small number of administrators like myself
brought professional artists and their artworks into the towns with limited budgets and
sporadic schedules.
As a new resident/artist/arts administrator in Weatherford, I wanted to explore the
possibility of encouraging community members to play active parts in the arts in their
communities, adopting the collaborative tradition of rural communities of Mid-America. I
also wanted to explore the possibility of building interest and support for arts in my
community through a long-term project that involved collaboration between a
professional artist and community members.
5
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Literature Review
Public art is a multifaceted field that encompasses a wide variety of creative
expressions in the public realm, and it is an essential component of creating communities
(Becker, 2004). Some well-known public art pieces, such as the Eiffel Tower, the Statue
of Liberty, and the Vietnam Veterans Memorial, are appreciate by people and contribute
to the sense of identity and community in their host cities (Plumley, n.d.; Lopez, 2008).
These are examples of public art works that were done in conventional ways:
professional artists created the artworks, and those artworks were placed in public spaces
for public consumption. There are, however, also public art projects that rely upon the
community involvement in various stages of the creation process; this new approach in
public art-making challenges the traditional concept of public art (works created by artists
and merely displayed in public space), and this works to refine the meaning of public art
by including decisions made by diverse members of society: artists, civic administrators,
and general public (Becker, 2004).
Perhaps one of the best-known examples of the community involvement in the
construction of public art is the AIDS Memorial Quilt. Featuring over 70,000 individual
quilts, it has been displayed on the National Mall in Washington, DC and other venues
around the world (The AIDS Memorial Quilt, n.d.). A monumental folk art installation,
the quilt raises awareness of the AIDS epidemic, generates significant media attention,
and leverages increased support for research and education (Becker, 2004). This public
art designed for temporary installation is also one of the largest ongoing collaborative
community arts projects in the world, and it serves more than just one site with its beauty;

6
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the overwhelming response to the Quilt's inaugural display led to a four-month, 20-city,
national tour for the Quilt in the spring of 1988 with its messages of remembrance,
awareness and hope (The AIDS Memorial Quilt, n.d.). Unlike the traditional concept of
public art as works that remain in public space permanently, mostly outdoors, the Quilts
are archived in a secure place, and portions travel to various sites. This collaborative
work is still public art in the sense that it belongs to the people, but it is even more firmly
established as public art both in the sense that it is created by people – and in the sense
that it heals and brings people together by activating civic dialogue and providing a
vehicle for the community to express its identity through public art (Becker, 2004; The
AIDS Memorial Quilt, n.d.).
Another example of participatory and temporary public art is a recent project
called Rise of Freedom. According to Meriam Lobel, curator of the Tribute WTC Visitor
Center near Ground Zero in New York City, that there were very few New Yorkers who
wanted to come into a museum and tell the stories of their experiences on 9/11 (Foster,
2011). For this reason, the art project came to the streets of the New York City and gave
people a creative outlet; “Reflection Collection” stations were set up on the streets of
lower Manhattan, and more than 200 people shared their 9/11 experiences by putting
them down on paper (Foster, 2011). Those written reflections were collected and put
together as a work of temporary public art for the day and then moved to the Tribute
Center as a permanent collection (Foster, 2011). Because of the personal connection
developed by their contributions, some of those New Yorkers, their relatives, and their
friends may now come into the Tribute Center to face the wounds they had previously
hope to avoid.
7
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Public art is often defined as art that is placed in public space by arts and civic
organizations. There are artworks, however, that are done by the public using
collaborative methods, works that are not only displayed in public, but that also represent,
serve, and belong to the people. This type of public art can also express a deeper public
engagement in a work if the public actually contributes to the design and/or construction
process, the contributions that I consider most significant to public art. The concept of
“public” in public art was re-examined through many recent public art projects, including
The Tapestry Project.

Definitions of Terms
Tapestry Related Terms
Beaters

Beaters are tools used to pat down the woven weft; they also keep the warp
from showing through. Using beaters allows weavers to see the work that
they have finished and helps them to develop the design. For example, if a
weaver does not pat down the weft, the weight of the yarn will eventually
press down the weft previously woven in. This can be potentially disastrous
to the design of the tapestry, as it will eventually alter the shape. Thus, it is
best to continuously pat down the yarn throughout the weaving process.

Finger
Skein

Finger skeins are often called “butterfly skeins” or “butterflies” among the
weavers. In the weaving process for the tapestry, Sun on Earth, numerous
finger skeins were used. They are quite handy, as they allow for easy
passage between the warps during the weaving process because finger
skeins allow weavers to control the amounts of yarns in the skein and also
allow dispensing the amount necessary for making passage between the
warp strings.
8
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Hatching
Lines

In fine art and technical drawing, hatching lines are closely drawn
parallel lines are used to shade an area. In tapestry, yarns with various
colors are woven in parallel to each other to create patterns or
gradation of color/value.

Optical
Color
Mixing

Optical color mixing concerns the way that an individual’s eyes will see
small areas of color that mesh together at a distance seem to form a new
color; optical color mixing is achieved not by mixing colors on the palette
(or physically), but through knowledge of color theory, especially
knowledge of the ways that the eye perceives colors that abut or overlay
each other. Glazing is the most common optical mix technique used in
painting. On a tapestry, for example, when red yarns are placed next to blue
yarns, they form what the eye perceives to be purples.

Tapestry

A tapestry is a piece of thick textile fabric with designs formed by weaving
colored weft threads. Tapestries are often used as a wall hanging or
furniture covering. A unique feature of tapestry is that it mostly shows
wefts, while warps are hidden behind warps. These wefts that are facing the
viewers can create painterly effects in a tapestry.

Tapestry
Cartoon

A cartoon is a full-size drawing made by an artist as a preliminary design
for a painting or other work of art. The tapestry cartoon is placed in the back
of the warps as a reference for weaving the images as designed.

Tapestry
Loom

A loom is an apparatus for making fabric by weaving yarn or thread. The
basic purpose of a loom is to hold the warp threads under tension in order to
facilitate the interweaving of the weft. A tapestry requires a loom that is
bigger than the dimensions of the anticipated final tapestry. The public art
tapestry project was planned to be 7 ft in height and 14 ft in width, so it was
necessary that the loom be bigger than that. The loom was designed to be 9
ft x 16 ft.
9
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Warp

The warp is vertically tied string on a loom for weaving purposes. The warp
should be fastened with even tensions across the loom. 18-ply cotton string
was used to warp the loom for the project.

Weft

The weft threads are inserted horizontally across the warp on a loom; the
weft threads go under and over the warp threads. During the weaving
process, the warp threads are stretched from the top to bottom (or back to
the front) of the loom.

Administrative Terms
Arts
Learning in
Community

Arts learning in community involves community-based arts learning
programs, hands-on learning opportunities in the arts for all people,
from children, to senior citizens, to individuals with special needs.

Collaboration Collaboration is the action of working together with someone to achieve
a goal to produce or create something. This is more than the intersection
of common goals seen in co-operative ventures, but a deep, collective,
determination to reach a common objective by sharing knowledge,
learning, and building consensus.
Community
Art

Community art is art activity based in a community setting. This
"community-based art" can also be a way of creating art in which
professional artists collaborate with people who don't normally engage
actively in the arts. Works of this type can be in any art forms and is
characterized by interaction or dialogue among members of the
community.

Matching
Cash

Matching cash is a sum of money raised by grant applicants as one of
the requirements for grant (a sum of money given by an organization for
a particular purpose).
10
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Public

An adjective meaning of “public” means of, concerning, or affecting the
community or the people. As a noun, “public” refers the community or
the people as a whole.

Crafts

Crafts are works of art intended for practical use. Often, this utilitarian
art is contrasted with the “high art” tradition.

Fine Arts

Fine art is art made to be contemplated, such as painting, drawing, and
sculpture. A key distinction between folk and high art can concern the
status of the individual artist.

Public Art

Public art is works of art in any medium that has been planned and
executed with the specific intention of being sited or staged in the
physical public domain, usually outside and accessible to all. These
days, the term also implies the idea of site specificity, community
involvement and collaboration. This shows the definition of public art is
evolving as people apply their theories in public art-making process.

Professional Problem Outcome: The Tapestry Project
The Tapestry Project, an artwork made by the people of Western Oklahoma, is
one of my attempts to solve some of my problems as an art educator, an arts
administrator, and a community activator in Weatherford. The project originated from my
hope for more arts activities, more arts learning opportunities, and more support for the
arts in the communities of Western Oklahoma.
The Tapestry Project is a collaborative public art-making project created by a
team of community members in a rural community utilizing tapestry as artistic medium
under guidance of a professional artist (myself). The project was started in 2009 and
11
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successfully completed in 2011. The dimensions of the large tapestry are 7 feet in height
by 14 feet in width. The materials used to weave the tapestry were 18-ply cotton string
for warp and wool, silk, and cotton yarns for weft. The tapestry medium provides the
portability that allows the work of public art to travel to many communities.
Research Location
The research location of The Tapestry Project is Weatherford, Oklahoma, which
is about 70 miles west of Oklahoma City on Interstate 40. The population of the city is
approximately 10,000, and half of that number are students who are attending
Southwestern Oklahoma State University, which is the only university in about a 40
miles radius in any direction. The campus is an important part of local economy. There
are a local newspaper and a local radio station that deliver information about local events,
and the town is the home to the Stafford Science Museum, which proudly exhibits the life
and work of local astronaut Tom Stafford and his journeys into space. There are a few
community service organizations such as Rotary International, Kiwanis, and the
Weatherford Arts Council. There is no art gallery in town except small frame shop
claiming to be an art gallery and a private art studio. Southwestern Oklahoma State
University anticipates having exhibit space in its recently acquired Main Street facility.
Supporting Agencies and Individuals
The project was made possible by generous grants from the Oklahoma Arts
Council, the Weatherford Arts Council, Southwestern Oklahoma State University, the
Elizabeth Firestone Graham Foundation, and the City of Weatherford Hotel/Motel Tax
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Fund. These funding agencies provided the necessary support for different stages of The
Tapestry Project.
Room 415 of the Art Building at Southwestern Oklahoma State University was
used to house the large loom and the tapestry during the project. The design exhibition
and preliminary discussions for the project took place in the lobby (gallery) and computer
lab located on the first floor of SWOSU art building.
Researcher’s Roles in the Project
My roles in the project were many: project director, technical advisor, grant writer
and manager, workshop instructor, weaving session facilitator, and most importantly,
volunteer weaver. I functioned a professional artist in the project who was working
together with community members through the design and construction of the tapestry.
Tapestry Cartoon Design
The process of developing the tapestry design required many community
meetings and group discussions. The final tapestry design went through a multi-step
group revision process. Group sessions were used to gather the public’s opinions about
possible revision plans. Facebook was used as a forum for further review of the progress
between sessions and as a way to express opinions about the design process going on
between meetings.
After the final tapestry design was chosen, it was printed in sections, taped
together, and hung behind its loom. Normally, I would do a simple sketch of the cartoon
in large scale and reference the details to the smaller scale image, but due to the
participants’ apprehension about drawing and painting, we used a digital printing
13
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technique to print the cartoon in pieces, taped the pieces together into a single image, and
placed this image onto the back of the loom.
Tapestry Cartoon Exhibition
Before finalizing the design of the tapestry cartoon, there was an exhibition that
shared various design ideas for the tapestry with community members. A few possible
designs were printed, displayed, and voted on by the gallery visitors. The design that had
the most votes was printed in large format to provide a better sense of dimension to
viewers. This exhibition was displayed in the lobby of art building at Southwestern
Oklahoma State University. As a component of this exhibition, there were several blank
pages posted next to surveys where people could anonymously write their opinions about
tapestry cartoon design and also about the project. This exhibition was a summary of the
meetings regarding the tapestry design discussions in-person and through the Facebook.
Volunteers
Volunteer recruitment efforts included public announcements (press releases,
posters, and invitations), as well as the private invitations. The design and exhibition of
the tapestry cartoon entailed the work of more than 25 members of the community.
Eventually, through a smaller group of committed volunteers emerged, the collective that
would be most responsible for the actual construction of Sun on Earth.
A Group of Committed Volunteers – The Tapestry Group
Many hands have contributed to the construction of The Tapestry Project
throughout its development. There were, however, core weavers who were vital to the
project’s successful completion. Those weavers who saw the project through from
14
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beginning to end were Carol Goyer, Myra Jennings, Mary Segal, Cristina Stone, and E.K.
Jeong.
Carol Goyer and her husband have farmed for many years about 12 miles from
Weatherford, Oklahoma. She has always enjoyed art: she sews, makes quilts, likes to
draw, and paints with oils and acrylics. She came to know me when she learned about my
Asian calligraphy continuing education class through the Weatherford Daily News.
Sometime thereafter, I invited her to participate in a meeting about The Tapestry Project.
Myra Jennings is a citizen of the world. She was born in Mountain View,
Oklahoma, traveled and worked in Africa and Europe, and is a resident of Davis,
California. She is currently attending her ill mother in Oklahoma. She has no formal art
background, but her hobbies include knitting and quilt work. Her professional discipline
is infectious microbiology. Before working on The Tapestry Project, she took my tapestry
workshops at the Weatherford Public Library. Myra was also present from the initial
organizational meetings for The Tapestry Project.
Mary Segal is originally from Minnesota. Her art background before The Tapestry
Project consisted of taking art in her high school years and in some night classes at
Southwestern Oklahoma State University. She was recruited for The Tapestry Project
through Melaine Campbell, a local supporter of The Tapestry Project. She attended the
tapestry workshops in the local public library where she met Myra and me.
Cristina Stone is an international personality who was born, raised, and educated
in Italy. She came to the United States after she met her Oklahoma husband in Italy, and
she has lived in the U.S. for 26 years. She has always loved art, and when she was young,
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she liked to draw and paint. She has a degree in Elementary Education and was a teacher
in Italy. Knitting has been a hobby of hers since she was young. She became involved
with the project when she was invited by a friend to attend the initial tapestry meeting.
About 20 other participants wove small parts of the tapestry and/or shared their
ideas and support for the project. Some of them have visited the studio and inspired the
weavers, and some others have written about their experience of visiting the tapestry
weaving sessions.
Weaving Workshops
Tapestry workshops for the volunteers were conducted by me and, when I was out
of town, by some of the participants who attended my earlier workshop series. This
covered the basic tapestry weaving technique of connecting warps on the loom. The
workshop also included how to make finger skeins (“butterflies”), manageable amount
yearns for weavers to hold during the tapestry weaving. It also included techniques for
switching to new colors in weft. When the participants were getting used to the basic
techniques, I introduced the volunteers to the concepts of optical color mixing.
Tapestry Construction
The weaving of the large format tapestry started in July of 2009. The group
anticipated that it would take about a year to complete. At first they met once a week for
a few hours to weave. However, realizing that, they would need to work more if they
wanted to stick to the original timeline, they doubled their weaving time and started
working twice a week. On days that we were weaving, the public was welcome to stop by
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the tapestry room and see the progress; the weaving days also functioned as open studios,
and many people took advantage of this opportunity.
Large format tapestry is traditionally woven by a group of artisans, in a natural
teaching, learning, and mentoring environment. The weaving of Sun on Earth was done
in a group-work environment. People were sitting side by side and weaving different
areas of the emerging tapestry, and the portion that one person worked on often differed
from the portions of other workers. For this reason, I recommended that individual artists
move around to prevent having noticeable patterns created in the tapestry by the
idiosyncrasies of individual contributors.
Open Studios
Besides the regular open studio sessions at which many visitors saw the different
stages of the tapestry project, there were a few celebratory open studios. The group
arranged open studio days for local supporters, including members of the Weatherford
Art Council, to visit the studio and enjoy the tapestry. The group also arranged openstudio sessions for the community members who attended at the holiday arts events
(November 2009) in SWOSU art building. By the end of 2009, the group reached the
halfway point of the overall tapestry. On May 27th, 2010, the finished tapestry made its
debut to the public at a celebratory open-studio day. The group was thrilled to give the
public a behind-the-scenes view of the tapestry, which still hung on its loom, exposing
the many tapestry yarn tails that are left on the back of the tapestry.
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Theory and Method
This project will explore theoretical concerns such as the meaning and value of
“public art,” the potential of art as a means of healing, and the value of collaborative art
projects in building communities. It will also explore methodologies such as
collaboration, action research, autoethnography, and autobiography.
Theory
Public: The meaning of “public” in public art was re-examined through this
project. The word “public” can be used for space (e.g. a public park), people (e.g. public
opinion), or ownership (e.g. a public building). The concept of “public” in this
collaborative public art project does not necessarily follow the traditional concept of
public art, which often refers merely to artwork in public space, and implies the
possibility of artwork being paid for by public funds. The idea of “public” in The
Tapestry Project explores “the public” as people: a work of “public art” is an artwork that
is of, by, and for the people.
Therapeutic Effects of Art: Art brings people together from different
backgrounds. As the project progressed, the core members of the tapestry group became
my friends and colleagues in town. At that point, I also heard from other participants that
this art project was providing fulfillment for their artistic and cultural desires. The
therapeutic effects of art were not part of the initial research plan, but while I was guiding
the group through the process of creative activity, I noticed the participants’ conversation
topics included intensely personal matters and self-exploration, in a setting away from
their daily stresses and in the context of common project, which created some therapeutic
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effects for participants. The group, including myself, experienced informal group therapy
by listening and supporting each other’s explorations and issues. This unexpected benefit
showed the effects of art therapy, a general sense of relief and discovery of self in new
ways.
Community Building: By sharing art activities for an extended period, the artists
built a community of like-minded people who are bonded through sharing similar
interests. The core group of tapestry weavers is still working, at regular meetings,
working on their own tapestry pieces. In addition, a larger but less committed and bonded
community was created by the tapestry group, one that made art a little more central to
the lives of the individuals who form that community.
Method
Collaboration: In the arts, collaboration is a joint production by two or more
artists; it is a common mode of work among music, theatre, and performance artists, but it
has not been as popular in the world of modern visual art. Recently, there have been some
artist groups or art projects that have adopted collaborative methods.
Most parts of the tapestry project were done in collaboration between community
members and myself. Because we worked together as a group, there were many
discussions and revisions. The process of making the tapestry was likely much slower
than comparable work by a single professional tapestry artist or a professional weaver
working with assistants.
But the slower pace was more than compensated for by a variety of positive
outcomes. One of these positive outcomes was an enrichment of the artistic knowledge of
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all of the participants. While it might be predictable that the knowledge bases of novice
artists might be enhanced through cooperation with a professional, it is no less true that
my own knowledge base was enhanced through my work with the group. Each
participant added her own style to the collaboration. One participant refers herself as a
“book learner”: through the planning and construction process, she researched the subject
of tapestry in published texts and raised issues that initiated discussions, and this
enhanced the understanding of all the participants. Another participant preferred to learn
by doing; she made plenty of mistakes along the way, but she – along with her cohorts –
learned lessons, even from her mistakes. Yet another participant was motivated more by
passion than by reason, and her passion for her art proved invaluable in the many
frustrating moments over the two-year course of the project.
By gleaning the various gifts of the individual participants, the group achieved a
sort of synergy that is impossible in the work of a single artist or even in the work of a
group of assistants working under the authoritative guidance of a professional artist.
Action Research: The tapestry project allowed its research to be modified to
some degree based on input from the general public and the volunteer weavers; this has a
similarity to the “action research element” involving reflection, evaluation, and action
(Pine, 2009). In the collaborative art-making process, there was never an intention to
have volunteers as mere assistants who play minor parts in the Public Art-making
process; they were welcome to, and encouraged to, voice their ideas and those of the
people they are representing during the tapestry design process and the construction
process.
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Autoethnography: This project utilizes autoethnographic research methods,
which are different from the ethnographic methods I had originally envisioned when I
planned to describe the effects of The Tapestry Project. The change is due in part to the
participatory nature of the research and in part to the research design that allowed
variables in the procedure and details of the project to accommodate input from others.
As the project evolved, my research method has evolved with it. My autoethnographic
methods, relying heavily upon data from my own experience as one of the participants of
the project, become most appropriate. Another reason for making the decision to adopt
the autoethnographic method is that I realized that I needed to include my experience
from the years previous to the emergence of The Tapestry Project in order to completely
explain the overall background and genesis of the project. For these reasons, the method
of my research has been modified from ethnography to autoethnography.
Ellis points out that the autoethnographic writing process requires active
participation by many people, not just the author; she says that participants are
encouraged to engage in personal relationships with authors/researchers, to think of
themselves as co-researchers, to share authority, and to author their own lives in their
own voices (2004). My plan for sharing my writing with the tapestry group (the core
volunteer weavers) is suitable for this purpose.
Autobiography: “Autobiography” refers an account of a person's life written by
that person. Together with biography – researching and documenting the lives of others –
autobiography has increasingly been drawn upon as a resource and method for
investigating social life. Through The Tapestry Project, I learned about my surroundings,
21

Texas Tech University, EunKyung Jeong, August 2012

including the people of my community, and I learned about myself. The project is my
journey of finding and realizing myself as an artist, as an art educator, and as a citizen of
this world. For this reason, my own account of the effect of the project is essential, and
makes the autobiographic methods essential.

Limitations
A specific challenge of the study, as with many qualitative research projects, is
the fact that there is limited potential for generalizability and conclusiveness in the
research findings because of its site-specificity and the situational decision-making in the
project. The specific research site and the small number of long-term participants can also
limit the generalizability. Another limitation can come from my limited experience in
community arts; I have been working on community arts only since 2005, without much
specific training in the area. I have learned, on the job, about community arts and the
necessary arts administration skills. I am a full-time studio art instructor and a part-time
arts administrator. In addition, my personal bias can amount a limitation since I employ
autoethnographic and autobiographic research methods, which can impact the conceptual
framework and the design of the study (Marshall and Rossman, 2006). My personal bias
as the researcher includes my background in art, which entails more than 20 years of
training and practice, with some recognition from my peers in the field of art.
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Significance/Need
I believe that this study is important because of its setting: the project takes place
in a community in rural mid-America, one in which newcomers like myself often feel
excluded and in which values – including the perceived value of art itself – can be
resistant to change. I also believe that the study is important because of the collaboration
between community volunteers and a researcher (myself) who is a new to the community.
The significance of this study concerns the fact that the volunteers are engaged in
most parts of the art-making process, such as the design sessions, technical workshops,
tapestry weaving sessions, open-studio events, and the exhibition of the completed work.
Though the volunteers range from individuals who have essentially no experience in fine
arts or crafts to committed art hobbyists, all are similar in that there are no professional
artists among them and in that their sensibilities are, to varying degrees, the sensibilities
of the whole community that, in one sense, is producing the work. Another similarity
among the volunteers, one that makes a distinction between them and the community that
they represent, is that all responded to a call for participants first in the educational
workshops with which the project began and then in a project that required substantial
commitment of time and energy.
If an in-depth study of this project produces refinements that could make the
project replicable in comparable contexts, it could result in the enrichment of the lives of
ordinary people through the expressive and reflective experiences that a substantial art
project can offer, through the enhancement of self-esteem that any major accomplishment
can bring, and through a broadened understanding of what all artists – and all people –
can have in common.
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Utilization of a craft medium, tapestry, as public art is an important element in
this project. Along with other methods of weaving and quilting, tapestry is often
considered as a “craft” that carries a connotation of “lesser” art that is often considered to
be done at home by women and children, in comparison to the traditionally male media
that are considered to be “high art” (Jefferson, 2005).
The need for this study is that that it can be educational and motivational material
for others. I have learned about community art projects, including the successes and the
difficulties entailed in them, through stories by others who have been working in the
field. I would like to share the story of this collaborative public art making process with
purpose of inspiring and encouraging others to take on similar community art projects in
their communities. This study is not intended primarily to create any theory or step-bystep guidelines for community art projects because towns are different in their historic
backgrounds and current situations in arts. Some of the process and problem-solving
stories, however, can be transferable, and even some of the mistakes and failures in the
project can provides a lessons for others attempting comparable collaborative projects.
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CHAPTER 2
BACKGROUND/LITERATURE REVIEW
This chapter serves two purposes: it explores background information on the
research location – including its culture and its current situation in the arts – and it
surveys the literature related to the research topic. This chapter is necessary
because this professional problem dissertation deals with a professional problem
outcome (The Tapestry Project) in a specific geographical and cultural setting. In
order to explain the context of the professional problem and its outcome, it is
necessary to include my own experience and what I learned from it together with
the literature review for the dissertation topic.

Visual Arts Venues in Oklahoma
The research location is in Oklahoma, a largely rural state with a farming culture.
Farming has long been essential to the cultural and economic system in Oklahoma. Core
cultural values and attitudes of Oklahomans include hard work, personal and family selfreliance and self-sufficiency, friendliness, and local control of civic affairs. Although a
sense of community is valued, it exists most noticeably in times of crisis such as a fire or
flood, during which people give generously of themselves to help restore their affected
neighbors to independence (Stein, n.d.).
This rural state with a farming culture, Oklahoma, has impressive visual arts
scenes in its urban areas, mostly Oklahoma City and Tulsa. The Gilcrease Museum in
Tulsa has a comprehensive collection of the art of the American West, and it also has
major collections of historical documents and artifacts (Erwin, n.d.; Faragher, 1993;
Gilcrease Museum website, n.d.; Oklahoma Department of Commerce website, n.d.).
Also in Tulsa, the Philbrook Museum of Art continues to be a cultural institution that
houses, preserves, and displays works of art and literature, relics, and curios, including
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those representative of the Native North American people (Tisdale, 2001; Young, n.d.;
Ward, 2010; Wyckoff, 1996). Artistic venues in Oklahoma City include the Oklahoma
City Museum of Art, part of which is located in the business district of the capital city,
proudly showing its permanent collection of glass art by an American artist Dale Chihuly,
which can be seen from outside of the museum (Jackson, 2007). The Oklahoma City
Museum of Art offers film series and organizes exhibitions with specific themes such as
Americans in Paris (Art museum's summer film series spotlights Oklahoma, 2007;
McDonnell, 2007; Weinberg, 2003). The museum was housed at the Oklahoma State Fair
Park before moving to its current location in downtown Oklahoma City (McDonnell,
2007). Another site, the National Cowboy and Western Heritage Museum in Oklahoma
City, is a nationally recognized cultural institution devoted to preserving the heritage of
the American West (Haller, 2007; Hoerth, 2010; Weaver, n.d.). This museum tells an
important part of America’s story, the story of the West, featuring collections of classic
and contemporary Western fine art and pop culture as well as extensive collections of
firearms, Native American objects, and historical cowboy gear (Haller, 2007; Lewis,
2007; National Cowboy and Western Heritage Museum website, n.d.). The Fred Jones Jr.
Museum of Art at the University of Oklahoma in Norman proudly exhibits its collections
of American Art, European Art, Asian Art, Contemporary Art, and Photography, and it
offers educational programs for adults, children, families, students, and teachers (Fred
Jones Jr. Museum website, n.d.; Jackson, 2007).
Museums elsewhere in Oklahoma that feature Native art and cultural materials
include the Southern Plains Indian Museum, the Kiowa Tribal Museum, and the Museum
of the Great Plains. The Museum of the Great Plains is located in Lawton, Oklahoma.
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The Kiowa Tribal Museum is located in the Kiowa Tribal Office Complex on Highway 9
in Carnegie, Oklahoma. The Southern Plains Indian Museum in Anadarko is
administered by the Indian Arts and Crafts Board of the U.S. Department of the Interior
(Nahwooksy, 2000).
In addition to these impressive year-round artistic venues, there are several
seasonal events that enrich the cultural lives of Oklahomans. The Red Earth Festival in
Oklahoma City has grown to be one of the largest and most respected visual and
performing arts events in the country promoting, preserving, and promulgating the
traditions of American Indian history and culture (Annual Red Earth Festival celebrates
Native American art, dance, 2010; Bates, n.d.). The Festival of the Arts, an Oklahoma
City tradition, annually hosts approximately 750,000 visitors, serving its mission to
provide education in and access to the arts – including paintings, sculpture, and pottery –
in a fun setting (Allen, 2011; Oklahoma Department of Commerce website, n.d.;
Erickson, 2001). This annual downtown event presents a wonderful opportunity for local
caterers and restaurateurs to market and grow their businesses (Erickson, 2001).
The August 2001 issue of Art in America listed twenty-four galleries & museums
in Oklahoma. The October 2010 issue of The Craft Report listed about fifty galleries in
Oklahoma. It seems the number of art venues in Oklahoma is growing. Among these
galleries and museums, most located in greater Oklahoma City (including Norman) and
in Tulsa, there is an area near downtown Oklahoma City that is saturated with galleries.
This area is called Paseo Arts District near downtown Oklahoma City. The area
resembles a small Spanish village with its many colorful stucco buildings (Jackson,
2007). Paseo came alive as an artistic hub in the 1960s and now features 17 art galleries
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that display the works of over 60 artists (Jackson, 2007). As a state with one of the largest
Native American populations, Oklahoma has galleries that exclusively represent Native
American Artists. Tribes 131 Gallery is one of the galleries that has continued for more
than 20 years in Norman (Chief, 2011 b). Besides the galleries with Native American
artwork year-round, there are event-type art markets in various towns in Oklahoma. For
example, the Cherokee Art Market in Catoosa (an eastern suburb of Tulsa in the
Cherokee Nation) celebrated its fifth successful year in October 2010 with members of
47 federally recognized tribes participating (Meyer, 2010).
Other art-related programs in Oklahoma include the Art in Public Places program
in Edmond and the Oklahoma Summer Arts Institute at Quartz Mountain in Lone Wolf.
The Art in Public Places program focuses on moving from preservation to installation,
and the program is now in its tenth year. The program proudly claims that it has provided
citizens of Edmond with over 100 sculptures (Jackson, 2007). According to an article by
Mary Y. Frates and Stanley S. Madeja in Art Education, “Quartz Mountain/Oklahoma
Summer Arts Institute,” the institute began in response to requests from a group of
parents who approached the state arts council in 1976 with the idea of a summer arts
camp (1982). This Summer Arts Institute celebrated its 30 years of creativity in 2007
(Rogers, 2007). This two-week residential academy remains popular and in great
demand. For example, 270 students were chosen for the program from more than 1,400
applicants in 2010 (Gleason, 2010).
Frates and Madeja (1982) explain the process of forming the Oklahoma Summer
Arts Institute: First, the council formed a committee of educators and artists selected to
develop curriculum, to determine student selection criteria, and to select instructors;
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second, the council established private, non-profit organization status for the institute
with a state-wide board of directors; third, seed money, $5,000, was provided as a grant
from the Oklahoma Arts Council, and the institute sought further funding from private
donors to meet the $35,000 budget needed to launch a pilot program. The first Institute, a
weekend experiment in June 1977 at a church compound in northeastern Oklahoma, was
so successful that the program was expanded the following year to two weeks at Quartz
Mountain State Park (Frates & Madeja, 1982).

Sponsors of the Arts in Oklahoma
Oklahoma Arts Council
Behind these wonderful arts organizations and their events, there is an
organization that supports them: The Oklahoma Arts Council (OAC). OAC has many
grant categories – Community Arts Grant, Local Government Challenge Grant, Arts
Learning in Communities Grant, Capitol Art Travel Subsidies, Performing Arts Corps
Grants, Small Grant Support for Schools, and Arts in Education Grants – that provides
both support for annual support to local arts organizations and one-time special events
(OAC website, n.d.). OAC offers grant workshops in different cities in Oklahoma to
educate arts administrators and organizations about their grants and their application
processes as well as to answer specific concerns about grants and related projects.
The OAC offices are in the State Capitol building, which also houses a collection
of artwork in forms of paintings, murals, sculptures, architecture, plaques, and stained
glass works. While OAC manages the Capitol Art Collection and State Art Collection, it
also curates exhibitions in four gallery spaces in the building: East Gallery, North
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Gallery, the Governor’s Gallery, and the Betty Price Gallery. These permanent
collections, along with featured exhibitions in the State Capitol building, encourage the
visual arts in Oklahoma (Jackson, 2007). Devon Jackson reports that November 17, 2007
was the opening of the new State Art Collection Gallery on the first floor of the State
Capitol building in Oklahoma City (2007). The collection consists of over 100 pieces
culled from a collection featuring more than 175 artists who were born in, who were
trained in, or who produced a significant portion of their work in Oklahoma (Jackson,
2007).
In addition to supporting the arts in the state, the Oklahoma Arts Council sponsors
Governor's Arts Awards every fall (Riggs, 2007). These awards honor individuals and
businesses that support the arts in the state. There are many categories for these honors:
Business in the Arts Award, Media in the Arts Award, The Arts in Education Award, and
The Community Service Award (Hoberock, 2011; Van Deventer, 2007; Watts Jr., 2011).
The awards help bring the importance of the arts to the attention of Oklahomans (Riggs,
2007).
OAC also advocates for the arts and advocates Oklahomans through its
Leadership Arts events and Annual Arts Conference (OAC website, n.d.; Watts, 2011).
The Leadership Arts program trains thirty participants each year to become leaders and
advocate for the arts in their communities. This yearlong leadership program has
workshop and lecture series in different cities in Oklahoma. The council also coordinates
the statewide conference to bring together the state’s arts and cultural industry
(Oklahoma Arts Conference, 2011). The conference offers sessions that deal with
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everything from community development of the arts and arts administration to skills that
working artists can use to help get their work before the public (Watts, 2011).
Allied Arts
Allied Arts is central Oklahoma's united arts fund. From 1971 until 2005, Allied
Arts raised critical operating funds to support 20 member agencies (Allied Arts marks
35th anniversary: 2006 campaign, 2005). Allied Arts supports twenty leading arts and
cultural agencies: Arts Council of Oklahoma City, Ballet Oklahoma, Canterbury Choral
Society, Lyric Theatre, Oklahoma City Museum of Art, Oklahoma City Philharmonic,
and Omniplex. Allied Arts also supports 13 smaller member agencies: Ambassadors'
Concert Choir, Carpenter Square Theatre, Cimarron Circuit Opera Company, City Arts
Center, Guy Fraser Harrison Academy, Individual Artists of Oklahoma, Inner City Dance
Institute, Mabee-Gerrer Museum of Art, OK City Chorus, Oklahoma Children's Theatre,
Oklahoma Shakespeare in the Park, Oklahoma Visual Arts Coalition, and Prairie Dance
Theatre (Allied Arts marks 35th anniversary: 2006 campaign, 2005).
Oklahoma Visual Arts Coalition
The Oklahoma Visual Arts Coalition (OVAC) was organized in 1988 (OVAC
website, n.d.). It is a non-profit organization that supports visual artists living and
working in Oklahoma. The coalition’s mission to support Oklahoma’s visual arts and
artists and the power of both to enrich communities (OVAC website, n.d.). OVAC
provides various opportunities for visual artists through workshops, fellowships, grants,
and exhibitions, including web gallery spaces that member artists can use to showcase
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their artworks (OVAC website, n.d.). OVAC also informs their members about other
opportunities for visual artists in the region and the nation through monthly emails.
Leslie Powell Foundation
The Leslie Powell Foundation is located in Lawton, Oklahoma. The foundation was
founded under a trust established in the last will and testament of Leslie Powell (Leslie
Powell Foundation website, n.d.). Powell was a painter and the only child of a local
pharmacist who was an original stockholder in the Security Bank and Trust (Leslie
Powell Foundation website, n.d.). The foundation provides grants to local arts
organizations. For example, the foundation provided grants to Oklahoma Arts Institute,
Lawton-Fort Sill Arts Council, KCCU (a local NPR-affiliated radio station), and the
Lawton Philharmonic Orchestra. The foundation also provides scholarships to local art
students. The foundation has a gallery space, the Leslie Powell Gallery, where it hosts
national biennial juried exhibitions as well as a regular lunch-bag lecture series. (Leslie
Powell Foundation website, n.d.).

Art Traditions in Oklahoma
Oklahoma has a rich artistic tradition among its Native American populations
(Oklahoma Department of Commerce website, n.d.; Paisano, n.d.; Swan, n.d.). Native
American artists work with wood, feathers, beads, paints, leather, horn, metal, cloth, and
numerous other natural and manufactured materials, and they employ diverse skills and
techniques to create multimedia works of incredible beauty. Distinct community and
family traditions are perpetuated through the nuances of decorative detail in their various
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interpretations. These are viewed as “living arts” because they are well integrated into the
social contexts in which they are created, consumed, and viewed (Swan, n.d.).
The Encyclopedia of Oklahoma History and Culture, produced by The Oklahoma
Historical Society, records that American Indian artists in Oklahoma continue to produce
a number of utilitarian objects of art that incorporate a range of materials and decorative
techniques such as basketry and pottery (Swan, n.d.). The tradition of blending
functionalism with aesthetic value has made baskets into highly collectable examples of
the “living arts.” In addition, constructing and decorating musical instruments continues
to be a major form of traditional art in the state, with a variety of drums, flutes, and rattles
produced for community consumption (Swan, n.d.).
Swan also states that perhaps no other area of the traditional Native American arts
is as widespread and diversified as the fabric arts: shirts, leggings, shawls, dresses, and
other items of apparel continue to show the unique styles and patterns of Oklahoma, and
finger weaving with yarn produces sashes, belts, garters, hair ties, and storage bags, items
that are no less artistic because of their practical functions (n.d.).
Alvin O. Turner mentions in his contribution to The Encyclopedia of Oklahoma
History and Culture that there are distinct quilt traditions among many different cultures
in Oklahoma that illustrate the state's diversity, as most of the state’s cultures have had
quilters within their communities (n.d.). Quilters include males, females, the elderly, the
young, American Indians, African Americans, and diverse ethnic and occupational
groups. Mennonite, Amish, and comparable communities maintain longstanding artistic
traditions as quilt makers (Turner, n.d.). Oklahomans have produced utilitarian quilts for
cold winter nights as well as fancy artwork quilts intended for display only. As with all
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art forms, quilt making has evolved through the ages. In Oklahoma, as in the nation, quilt
designs reveal diverse cultural, economic, social, and political concerns (Winchester,
n.d.). Out of necessity during the Great Depression of the 1930s, many Oklahomans
made simple quilts of flour and feed sacks. The quilter often used small pieces of fabric
adapted from worn-out clothing. Everything was used, nothing wasted. Thus, quilts of
this period visually reflect the economic conditions and values of the era. Traditionally,
the art of quilting was passed down from generation to generation. Until recent decades,
mothers were expected to teach their daughters the skills of handwork and sewing,
including quilting (Winchester, n.d.).
Two Oklahoma City newspapers, The Daily Oklahoman and The Oklahoma
Farmer-Stockman, began to publish patterns for quilts in the 1920s and 1930s, and
quilters throughout the Midwest, including Oklahoma, began to use standard, printed
patterns (Moore, 2000). But even with these standardized patterns, quilters include their
individual touches in their works. Sometimes without even recognizing it, they would
record bits and pieces of their daily personal lives, their hopes and dreams, among the
images in their stitches (Allen & Cooper, 1999). Quilts have been used to express
opinions, folklore, personal creativity, and aspects of life that were often recorded again
in the pages of the quilter's diary (Allen & Cooper, 1999; Winchester, n.d.).
Quilts also represent community values and commitments. Schools, churches, and
hospitals often have raffled them off to raise money for worthy causes (Creel, 2006). The
Mennonites and the Amish in Oklahoma have made highly prized quilts. Oklahomans
made celebratory quilts, protest quilts, support quilts, patriotic quilts, and remembrance
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quilts. Quilts were also made to record history on a personal or family level, or more
broadly, on a statewide or national level (Creel, 2006; Winchester, n.d.).
Since the 1960s, there has been a renewed look at quilting as an art form and at
quilts as textile art. From 1984 until 1988, the Oklahoma Quilt Heritage Project, under
the auspices of the Central Oklahoma Quilters Guild, Inc. and the Oklahoma State
Quilters Guild, Inc., surveyed and documented more than four thousand quilts that were
either made in or brought to Oklahoma before 1940. Oklahoma has a rich tradition
hidden within its quilts (Winchester, n.d.).
Just as quilting does, other forms of art in Oklahoma have close connections with
the everyday lives of the people who work with them; art traditions in Oklahoma are
carried on and appreciated by people through their daily lives as well as on special
occasions. People appreciate their traditional outfits as well as accessories such as
firearms, Native American objects, and historical cowboy gear, items that unfold the
story of the West. Also, handmade baskets and quilts are used with pride in many
households. The art of this region is rooted in family history and culture; many
households proudly display quilts and other artworks in their daily living spaces, works
created by their families and friends. These artworks evoke memories of their ancestors
as well as pass family histories, in the form of art, to the next generation. Perhaps, the
most significant art in Oklahoma is in the everyday lives of people; these works are not
placed on pedestals next to signs reminding viewers not to touch the artworks, to keep a
certain distance from them. The most prominent art in Oklahoma is undertaken by
humble artists who generally do not frame or polish their artworks; rather their art
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reflects, and in turn dictates in some ways, the everyday lives of the people who create it.
With some exceptions, Oklahoma art is true folk art.

Arts in the Weatherford and its Vicinity
Many community members in Western Oklahoma visit the Southwestern
Oklahoma State University (SWOSU) campus to enjoy and/or learn about the arts,
because the majority of the arts activities in the area have some connection to the
university; SWOSU is often the sponsor, or one of the sponsors, of local arts and cultural
events (Cornell prof to appear at “Westview,” 2007; Tai Chi classes offered, 2007;
Thomas, 2000; Visiting artist exhibition to begin, 2007). As a remotely located and statesponsored higher education institution, and lacking other local organizations with the
capacity to serve the artistic and cultural needs of Western Oklahoma, SWOSU is in a
position to provide educational opportunities as well as arts and cultural events to
improve quality of life of the people of the region.
My Experience with Local Attitudes toward Art in the Area
I received the bulk of my training in art at Dong-A University in Busan, Korea
and the State University of New York at New Paltz, institutions that both value artistic
expression as a universal human impulse and recognize standards of artistic quality that
transcend regional and national boundaries. When I first arrived in Weatherford, I noticed
a conflict between the artistic standards I had brought with me and the expectations of the
local residents. At first, I attributed this conflict to the local and regional culture of
Western Oklahoma: the popular perception of art in Western Oklahoma is strongly
affected by two impulses with which I was largely unfamiliar. The first of these is a
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conservative Protestant impulse, carried over from the European Reformation and
treasured by many Western Oklahomans. This impulse is “iconoclastic” in the sense that
it often inspires a degree of distrust in and discomfort with notion of displaying works of
art at all (Browne, 2001). The second of these local impulses is derived from the frontier
tradition, one that values “the functional” and “the practical” to a degree that makes some
people skeptical of “the merely ornamental.” In his seminal description of the effects of
the frontier on the Western American mind, historian Frederick Jackson Turner classified
the character of the Western American to include
…that coarseness and strength combined with acuteness and inquisitiveness; that
practical, inventive turn of mind, quick to find expedient; that masterful grasp of
material things, lacking in the artistic but powerful to effect great ends… (1920, p.
37)
With few exceptions, the people I have encountered in Weatherford meet Turner’s
description: they are not hostile to the arts, but their feelings are warmer toward artistic
projects that also meet practical needs. I received questions and comments from some of
my Oklahoma art students that were unlike any I had ever heard from art students in New
York or Korea. Some wondered why I would create artworks for which I did not have a
special purpose. Others wondered about the value of technical practice: once a particular
artistic process has been exercised, they wondered about the value of repeating it; such
repetition provides nothing new, yet it exhausts art materials. These students were very
practical. Repetition does not always provide the immediate result of improvement in
their artistic technique, so some resented even artistic practice.
There is no professional art gallery or art museum in Weatherford. The lobby area
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of the Art Building of Southwestern Oklahoma State University is used as exhibition
space that hosts student exhibitions and a small number of professional art exhibitions.
This lobby is an important art space for Weatherford and the surrounding area, and it is
among the most significant gallery space for many arts activities serving the communities
of Western Oklahoma. Despite its importance to the area, the lobby of the SWOSU Art
Building has never been converted into secure gallery space, which has contributed to a
variety of problems over the years.
I teach various studio art courses, including figure drawing and senior exhibit
courses, and I coordinate exhibitions for the lobby of the Art Building, the department’s
only gallery space. My experience with the local perception of art comes mostly from my
experience as a studio art instructor and as a gallery coordinator for the university. I have
learned from the experience of teaching figure drawing courses that there are some
students with conservative impulses with regard to art; several art students would not take
the figure drawing course because of the nudity of the models in the classroom, which
many of the students and/or their parents felt was unnecessary and immoral. When I
placed a job announcement for a modeling position for the drawing course, one of the
offices on campus called the Art Department and thanked us for the joke. It took some
time to explain that it was not a joke, that it was an actual job announcement. The art
department administrative assistant added that the instructor for the course was from New
York, which seemed to satisfy the questioner.
The response to a student exhibition in the fall of 2006 showed the same sort of
conservatism in the area. I had been out of town for a week during the semester, attending
the International Biennale in China, and a student’s senior exhibition – one of the
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requirements for the art degree – was scheduled during that week. When I came back,
there were questions from the several sources (including some members of the art
faculty) about the appropriateness of the exhibition because the student exhibition that
included a painting with a nude figure.
Another recent incident that originated from the area’s conservatism was a case of
vandalism in early 2010. As the gallery coordinator for the school, I had accepted a
touring exhibition called 24 Works on Paper for the lobby of the SWOSU Art Building.
This was a juried group exhibition that showed various artworks by different artists on a
variety of subject matters. One morning, as I entered the gallery space, I noticed that one
of the artworks was flipped so that it showed the back of the frame. I wondered what had
happened, but I corrected the frame and went to my class. That afternoon, I found the
same artwork with masking tape over the middle of the frame, on the glass. I simply
removed the tape, and there was no damage to the work. However, I was getting worried
about the strong possibility of works being permanently damaged. After this incident, I
paid special attention to the drawings, and I noticed that it was the same work being
altered repeatedly. Someone was unhappy or was trying to say something about the
drawing of a human figure. I assumed it was one of the immature students. I gave a
lecture to my students explaining gallery manners and respect for others’ artworks. Later,
I found out that it was an adjunct professor in the department who had been very unhappy
with the exhibition. He eventually told me that the artwork was inappropriate for the
public gallery space because his grandson might see it.
While I was dealing with the local conservatism in Weatherford, I also learned
that this same conservatism could create a resistance to change. I believe that such
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preservational inclinations can create valuable traditions, but they can also prevent people
from achieving personal and community improvement. One year, I was disappointed by
the quality of an annual traveling exhibition by a statewide art organization, one that had
been arranged long before I arrived. When I attempted to cancel future exhibitions from
this organization, I was faced with some resistance because of the long history of having
the same exhibition annually at SWOSU.
Through I was disappointed by some local insistence that this annual exhibition
continue merely because “it always has,” I was also heartened by some responses to the
same event. One local civic leader, not an academic, stated his opinion to me – in private,
and before I had said anything to him on the subject – that the quality of the works in the
exhibition was not suitable for the university. This gentleman, a former mayor of
Weatherford, encouraged me to consider reviewing individual works before approving
future exhibitions from the organization in question. Even though I agreed with the
criticism offered by this local civic leader, the comment was stunning in two ways: it
made me realize that at least some community voices were interested in improving the
quality of the art on display at the university, and it gave me hope that there might be
other such voices in the community, perhaps enough to support my efforts to improve
future exhibitions.
As I started my grant writing for the new Visiting Artist Program I had instituted
in late 2005, there were a few encouraging words from the community, but there were
also some stories about local experiences with the arts that worried me. One of the stories
was that there had once been some Greek-style statues placed on campus as outdoor
public art and that someone had vandalized the works because they were male nudes,
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without fig leaves. Eventually, the altered sculptures were removed, in part because the
vandalism attracted more attention to the missing parts of the nudes, more attention than
they had received when they had been anatomically correct. It was an interesting yet
surreal story to me then, especially since I was assigned to teach a Figure Drawing
course.
The documented version of this rumor is only slightly different from the
whispered version. Early in the twentieth century, there had been some Greek statues
ordered for art rooms at the college, then known as Southwestern Normal School, and
they were never put to use for art lessons:
A very unfortunate incident occurred in April, 1910, an incident which may have
hastened the end of President Sharp's tenure of office. The Board of Regents
purchased statues of Apollo, the Discus Thrower, and Hercules for the Art
Department of Southwestern. When President Sharp unpacked them he was
greatly shocked to find they possessed their sex organs instead of fig leaves as
was sometimes the case with the statuary. Reacting quickly, he took a hammer
and chisel and removed the offending parts of the statues (Fiegel, 1968, p. 55).
Initially, I was surprised by these various forms of local conservatism and other
unusual perspectives toward the arts in the area. I even had a moment of discouragement;
it was challenging to be an art instructor, a gallery coordinator, and a community art
program director in the area with a culture with which I was so unfamiliar.
Art Hobbyists in the Area
I began learning about the talents of local art hobbyists through the exhibition
receptions and continuing education workshops I offered at the local public library. I also
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learned of the existence of these talents when I visited individual’s homes; I saw quilts,
crochets, and other traditional art items. Some artworks were created by the people I had
met, members of current generation, and other works had been created by their forebears,
passed down through their families. Some young people still learn these traditional art
techniques from their family members, from their schoolteachers, or by teaching
themselves. When I coordinated a juried art exhibition at the Art Walk 2010 for the
Weatherford Arts Council, I was surprised by the numerous entries by local artists I had
never known. Their entries of quality artworks gave me another opportunity to learn
about local talents.
There are also groups of local people who get together to further pursue arts
activities. One is the weekly sewing class offered at the Pioneer Center, which is a local
non-residential senior citizens’ center, where a group of women created a quilt that they
then showed proudly in the local newspaper (May, 2012). Another group is more serious,
as its name of indicates: Fiber Fanatics of Oklahoma. I met with this group recently. They
are local hobbyists who are from different towns of Western Oklahoma and who work
with diverse fiber materials and techniques to express their creativity (Fiber Fanatics of
Oklahoma website, n.d.).
When I attended their September 2011 meeting in Weatherford, I was amazed by
the quality of artworks at their show-and-tell session, which is a regular routine for their
meetings. The members bought works that utilized techniques such as felt-making,
knitting, crocheting, yarn-spinning, and weaving in elegant forms of wearable art – hats,
sweaters, socks, and scarves. I had not been very eager to attend the meeting when my
friend invited me because I assumed that their work would be amateurish, but soon after
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the meeting began, I was embarrassed by my ignorant assumptions about the group and
their art. In addition, the level of enthusiasm of these artists was comparable to any
professional artists’ passion for their arts. The members of the Fiber Fanatics of
Oklahoma discussed the possibility of learning new techniques by teaching each other or
by attending workshops. They were sharing their goals of producing artworks with
certain techniques for specific occasions and purposes, all while working regular jobs
and/or keeping homes. Their commitment and support for each other are admirable. They
are true artists who make and enjoy art as an important part of their everyday lives.
Theatre Productions in the Area
SWOSU’s Theatre Department provides arts experience for the community, and
there is also a community theatre in Clinton, a town 15 miles west of Weatherford. It is
called the Southwest Playhouse Fine Arts Center (SWPH), and it was begun in 1965. It is
located in a former livestock arena constructed by the Works Progress Administration in
1941 (SWPH website, n.d.). In 1976, the facility was adapted for theatrical use through
donations and grants from the Oklahoma Arts Council, the City of Clinton, local area
businesses, and private citizens. The same spirit of giving prevails today and allows the
SWPH to provide affordable artistic enrichment in Western Oklahoma (SWPH website,
n.d.). The examples of one production at each venue demonstrates what each theatre
offers to the region as well as the challenges that each faces.
SWPH actors, directors, crew members, and board members are drawn from
numerous communities in the region. The following is from the list of actor biographies
that was inserted to the program of the play Oliver! at SWPH in February 2012; it shows
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the group dynamics, including friends and family from Western Oklahoma, of the people
who are involved in the various aspects of community theatre.
Ali Belcher (Matilda Meriweather – Milkmaid): I am 16, from Arapaho, and
attend Clinton high school. My parents are Pam and Steve Belcher. This is my
first musical at SWPH and…
Stephen Belcher (Dr. Grimwig & bar patron): I live south of Clinton and since
1973, worked for the Clinton Daily News as news editor and reviewer of SWPH
productions… I am particularly excited to be appearing onstage with my
daughter.
Truett Guthrie (Fagin): From Hobart and owns Boothe Drug Store. Since 1977,
I’ve been in 42 area productions on stage, orchestra, or in directing. Oliver is my
5th musical at SWPH…
Ingrid Simmons (Charlotte Sowerberry & musical director & clarinet): I just
finished my bachelor’s degree in music education at SWOSU...
Marilyn Simmons (Rose Seller Lady): This is my second role at SWPH... My
husband, Ray and I and my daughter Ingrid live in Weatherford…
Ray Simmons (Workhouse guard, Knife Grinder, Bow Street Runner): … Our
daughter, Ingrid, has parts in this play, too. This has been a fun group of people to
work with…
(Insert from the program of Oliver! - February 18, 2012)
SWPH relies for its survival on the popularity of its offerings with local
audiences, so its productions generally appeal to the most conservative audiences
(Jennings, 2009). SWOSU’s Theatre Department, on the other hand, is more academic.
Some of the works it has produced over the years have inspired local debates on the arts.
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Details of some productions have produced controversies that might be considered silly
in some other communities.
The production of a play entitled Slaughter City on the SWOSU campus in 2004
caused a local disturbance because of a character’s brief nudity on stage. Ann Marcy, the
city editor for the Weatherford Daily News, reported on November 24, 2004 about the
mixed responses to Slaughter City. Marcy discussed the mix of praise and condemnation
for the play. The praise included positive reviews from the judges of the theatre festival
held on campus and nomination of the work for a spot in a regional festival (Marcy,
2004). The condemnation concerned some people’s vigorous objection to the partial
nudity in the play and other elements of the story line (Goldmann, 2004; Marcy, 2004).
Carla Goldmann of Weatherford wrote to the editor of the Weatherford Daily News and
expressed shock about the partial nudity and threat to family values of small western
Oklahoma town (2004):
… She falls in love with a worker and exposes her breasts to prove she is not a
man. After exposing her breasts to the female worker, the two kiss! Are you and
the citizens of Weatherford aware of this? If so, why aren’t we in an uproar? …
There are Weatherford ordinances against indecency and nudity in any public
space in Weatherford. SWOSU is in the city limits so this play was not only
unacceptable in family values but also illegal. I, for one, want to stand for my
Lord and His scriptural values…. (Goldmann, 2004, p. 2B)
The debate over this controversy lasted more than several weeks: some were in
support of the production, some in condemnation, and others in a state of confusion.
Before this controversy died down, numerous letters to the editor by various individuals
were printed in the Weatherford Daily News (Marcy, 2004; Chasten, 2004; Maness,
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2004; Goldmann, 2004; Prichard, 2004).
… My point is to remind people that God doesn’t care about context or
accessibility or the sake of art. He takes sin very seriously. He sent His only Son
as a sacrifice to that we can be saved from sin and yet, we are still trying to justify
sin (Manney, 2004, p. 2).
Although I am not an attorney, from what I read about ordinances such as
Weatherford’s, our city code may be unconstitutionally broad in that it does not
define what constitutes nudity, it does not specify exclusions… I sincerely hope
that the leaders of Weatherford and SWOSU will not succumb to pressure from
individuals who wish to suppress the verbal and visual expression of ideas
different from their own or that they may find objectionable (Maness, 2004, p. 2).
… How would SWOSU’s alumni feel about the lowering of standards? Some, I’m
sure would be disappointed. Are there other productions in the works guaranteed
to test community standards further? … There are some boundaries, even in the
21st century (Riffe, 2004, p. 2B).
… While I know I won’t change any opinions in Weatherford, I would like Steve
Strickler and the SWOSU Drama Department to be proud of themselves for
having the courage to bring such a poignant and daring topic to Western
Oklahoma. Perhaps one day our community will be more concerned about the
deeper issues presented… (Prichard, 2004, p. 2)
Some community members still seem to remember the intensity of this particular
situation, including the threats of legal action against the artists and the director for
simply practicing their arts as well as reminders of the beliefs of local religious majority.
Some people who condemned the play in the local newspaper, including Carla Goldmann
and Rick Riffe, who had not seen the play (Marcy, 2004; Kezer, 2004).
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When Slaughter City was produced, there were repeated public warnings that the
play contained material and situations that could be considered inappropriate by some,
and the warnings were posted both in advertisements and at the doors leading into the
theatre (Marcy, 2004). Director Steve Strickler said that that most audience members
were a lot more accepting when they saw the controversial portion of the play in context
(Marcy, 2004).
Audiences are cautioned of its graphic nature. To convey the stark subject, factory
life, Wallace has written a somewhat graphic script. Strickler warns that there are
many things in the script that people will find offensive. “People should be
warned so that they can choose whether or not they want to be exposed to that,”
Strickler said (Play to kick off Theatre Festival, 2004, p. 5).
In the midst of this controversy, the SWOSU Faculty Senate discussed this issue
as well. The senate meeting minutes for that semester show the seriousness of the
complaints against the theatrical production as well as support from the SWOSU faculty.
The minutes for the December 3, 2004 meeting show the discussion of this issue and that
body’s support for the faculty members involved as well as the cast and crew of the
production of Slaughter City:
…, the Faculty Senate reaffirms its support of the exercise of academic freedom
and free artistic expression on the Southwestern campus, and rejects any
suggestion that this production is illegal or immortal. (SWOSU FS Motion 2004 12 - 05)
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Music in the Area
The annual SWOSU Jazz Festival has been presented in Weatherford for more
than 40 years, sponsored by the Department of Music with a grant from the Oklahoma
Arts Council as well as generous private sponsors (Jazz Fest on tap, 2009; Stripling to be
featured at SWOSU jazz fest, 2010). This jazz festival invites professional jazz musicians
to conduct master’s classes for SWOSU music students, and it features concerts for
community members, concerts that blend the talents of professional musicians with those
of SWOSU music students (Activities in 30th jazz festival start Thursday, 2000; Twentytwo high school and junior bands to perform at SWOSU Jazz fest, 2010). The jazz
festival, along with a few other local musical events, has sparse attendance considering
its reasonable admission fee, its convenient location, the high quality of the programs,
and the reputations of the musicians.
Weatherford is also home of some community bands and ensembles, as well as
high school and junior high bands in the area (SWOSU to host high school and junior
high jazz band competition, 2011). The Community String Quintet performs on campus
and at the community events. Music is more commonly practiced and appreciated
through local churches as well as service club such as Rotary International. For example,
weekly Rotary meetings begin with singing songs, often led by the local representative to
the State House of Representatives and accompanied by a local preacher. Live music can
also be noticed at the community theatre, Southwest Playhouse; there are usually two to
several musicians, depending on the play, in the corner of the room playing live music for
the audiences. Many of the musicians who contribute to these events have been attendees
of summer music camps that are offered annually by the SWOSU music department.
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Community Arts in the Weatherford and its Vicinity
The Weatherford Arts Council (WAC)
The WAC is an entirely volunteer-based organization that serves Western
Oklahoma, especially Weatherford, without committed local governmental support. I
learned about this wonderful arts organization in town in the earliest stages of my service
in Western Oklahoma because one of my university colleagues recommended it to me as
a possible funding source during a discussion of my idea for a Visiting Artists Program
for SWOSU students and community members. Otherwise, I can imagine that it might
have been several semesters before I would have gotten to know the organization; I had
not seen an office, phone number, or website established for the WAC. The organization
established a website only in 2011. The officers of WAC have used their home or office
phone numbers and their personal email addresses for WAC contact. Naturally, the
contact information for the group changes regularly as volunteers take turns serving terms
as officers, with terms ranging from a few months to a few years. The WAC’s programs
vary year to year due to factors such as planning and funding, which, in many
comparable communities, require paid staff who can work on programs consistently
through the year. Despite the disadvantage of being an organization without steady
funding or staff, the WAC has been serving the Western Oklahoma community with its
programs for 20 years (WAC website, n.d.). WAC’s annual Summer Arts Academy for
children has continued for two decades without interruption, with financial support from
the Oklahoma Arts Council and numerous volunteer hours provided by WAC members
as well as other community members.
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Except for events related to SWOSU, community-based arts activities in the area
have been led mostly by the Weatherford Arts Council. These activities have included the
Summer Arts Academy, Jazz with Pizzazz dinners, and Holiday Arts Events, all recurring
annual events, as well as a variety of programs offered more sporadically, often inspired
by the visions of the arts council members (WAC website, n.d.). The Summer Arts
Academy offers various arts classes in different categories such as visual arts, music,
theatre, dance, and creative writing for children. The courses vary each year, and the
instructors range from amateur hobbyists to well-known artists. The instructors’
honorariums are close to minimum wage, but many are involved in the academy in the
spirit of supporting local arts and arts education for children. Jazz with Pizzazz was
started to support the SWOSU Jazz Festival. The Jazz with Pizzazz dinner is scheduled
immediately before the largest event of the Jazz Festival, and the WAC sells the dinner
tickets together with the concert tickets (Harding, 2011;Verser, 2012, p. 3A).
Another annual event sponsored by the WAC is the Holiday Arts Event, which
celebrates the holiday season with various forms of art created by SWOSU art students
and community members, who are invited to exhibit their artworks. Some of the artworks
exhibited are for sale; some others are displayed in order to show the artists’ talents to
their family and friends. Poets are selected to read their creations. The Community String
Quintet also shares its music (SWOSU and Weatherford Arts Council Plan Holiday Gift
for Area Residents, 2011).
The WAC also makes contributions to the events such as SWOSU Visiting Artist
Program, the Art Walk, and the Westview Writers’ Festival (SWOSU OSP Annual Report
FY08, n.d.). The WAC takes part in these events, sometimes with matching cash
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contributions and, at other times, with members’ volunteer hours and their food donations
for receptions. WAC demonstrates an impressive level of commitment to the arts, all
from a small group of the people in the area committed to keep the arts alive in their
community.
The Weatherford Arts Council also collaborates with SWOSU Student Art Club, a
students’ art organization. The art club members often volunteer to assist with the art
council’s events. SWOSU Student Art Club also offers independent programs such as
holding card-making and pumpkin-painting events (Free Painting Pumpkins Workshop
Planned Saturday, 2010).
The Visiting Artists Program
When I arrived in town, I initiated some community art programs sponsored by
the Oklahoma Arts Council, the Weatherford Arts Council, and Southwestern Oklahoma
State University. These programs included the Visiting Artists Program and the Open Art
Program. The Visiting Artist Program was my first response to the absence of
professional art venues in Western Oklahoma communities. This program was planned
and initiated in the fall of 2006. Since then, the program has offered 12 exhibitions, 11
gallery talks, and 8 workshops (Adults, children benefit from the visiting artist program,
2007; Visiting artist exhibition to begin, 2007). I function as Program Director, doing
various duties such as writing and managing grants, coordinating exhibitions and
workshops, and producing and mailing posters and invitations. The Open Art Program
was started in 2007 with an emphasis on hands-on arts learning in the community. The
program offered a yearlong tapestry workshop that is free to community members at
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various sites in Weatherford and Elk City, Oklahoma (Learn the Art of Tapestry, 2007).
This series of tapestry workshops confirmed my suspicion that there was both latent
interest in the arts and latent artistic talent in Western Oklahoma.
This community art program was sponsored by separate grants for each program
each year, grants that covered only the cost of the programs. The hours for personnel
were not compensated. This type of community art program in rural communities is often
inconsistent because of the individuals who start the programs do not get enough support,
financially or physically (Holm, 1995). On some other occasions, enthusiastic individuals
can leave the town, often without succession plans about who would take over the details
of the programs. Sometimes, this is because it is not easy to find a person who shares the
same passion. At other times, it is because there is neither a budget nor a steady funding
source, not to mention that there is no compensation for the person running the program.
When a passionate founder retires or leaves town, often impressive levels type of
enthusiasm for community arts programs can disappear quickly (Holm, 1995).

Local Culture and Art
The arts are often considered to be non-essential in rural communities; there is
often no steady funding or human resources for arts from the local governing bodies.
However, people in many rural communities have been creating, supporting, and
appreciating art, as well as organizing arts events in their area. Since different areas have
different cultures, each with a unique geographic, financial, and demographic context,
rural communities have ways of dealing with the arts that are different than those of their
metropolitan counterparts. For example, professional arts events are not readily available
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in rural communities. Sometimes, it is because the lack of necessary facilities. At other
times, it is because lack of funding and/or geographical distance from other arts venues,
which can force artists to pay high costs in order to travel to the rural communities as
well as invest more travel time for their events. Since the city of Weatherford does not
have enough resources to provide arts experiences for all, it is important to plan every
event wisely, conscious of the needs for events that connect with people as well the
events that celebrate a standard of quality that might transcend local preferences. These
events must also include arts education and arts advocacy elements for the longevity of
arts programs in the area. Because exposure to the arts can be challenging in rural
communities with difficult geographic and economic realities, public art projects
(artwork in public space) can be valuable art experiences in rural areas because public art
offers people opportunities to enjoy art repeatedly, at their convenience, and at no
expense. Even though there are a few examples of public art in Weatherford, many of
them are not completely successful at connecting with the public of the area.
Art in Public Space in the Area
The history of public art in Weatherford includes more than just embarrassing
tales of bowdlerized Greek-style statues on the SWOSU campus. One example is a mural
on Franklin Street, on the wall behind the Blair Log Cabin, an historic structure that itself
may be a work of public art. When I asked locals about the mural, some referred to it as a
work created by some out-of-town guy in a short time. The mural was painted by Bob
Palmer and his students from University of Central Oklahoma during a two-day visit to
Weatherford in 2007 (Mural at the Blair Log Cabin, n.d.). According to the Western
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Plains Weatherford Genealogical Society and Western Oklahoma Historical Center, the
mural depicts the land around the cabin in the early 1890's, when the Blair family
homesteaded on the land west of Weatherford (n.d.). It is the most prominent work of
public art in town, but it was not created by a local artist.

Figure 2.1. Mural at the Blair Log Cabin, Weatherford, OK.
Another artwork in public space is in the Weatherford Post Office, a Works
Progress Administration (WPA) sponsored oil painting on canvas called "Terminus of the
Railroad, 1898-1901" (1939) by Oscar E. Berninghaus (New Deal/WPA Art in
Oklahoma, n.d.). This piece is inside the post office and placed high on the wall, near the
ceiling. While this is a notable work of public art, and while it depicts a historic local
scene, its origin as a WPA project means that its inspiration came from Washington D.C.
rather than from Weatherford.
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Figure 2.2. WPA project, Terminus of the Railroad, 1898-1901 (1939) by Oscar E.
Berninghaus.

Figure 2.3. Kent Lamar, The Last Chapter, the Weatherford Public Library.
Another notable piece of public art appears the front of the Weatherford Public
Library. The Last Chapter is a metal sculpture of a woman and a child. What is most
remarkable about this work in the mystery that surrounds it in the minds of most
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townspeople: no one on the library staff or at the chamber of commerce knows the details
regarding how the work ended up in front of the library. My research about basic
information concerning the sculpture determined that it was created by an artist from
Chickasha, Oklahoma, Kent Lamar, an alumnus of and now a professor at the University
of Sciences and Arts of Oklahoma (University of Arts and Sciences of Oklahoma
website, n.d.). The job was commissioned to the artist by the Weatherford Public Library.
The library commissioned one figure at a time because it could not raise enough funding
for the two-figure sculpture. This work followed the traditional way of making public
art; there was no public involvement in the process of design, construction, or placement
of the sculpture on the site, with the possible exception of public fund raising.
Southwestern Oklahoma State University has a couple of outdoor sculptures on
campus. One is in front of the Art Building. According to the plaque on the base that
holds the sculpture, the work is Since Creation, created by artist Gary Hickerson in 2001.
Many sponsors were listed, including the Kirkpatrick Family Fund, the SWOSU
Foundation, the SWOSU Student Art Association, Ed Berrong Sr., Joe Anna Hibler,
Michael Cobb, John Donley, Bertha Mary Klassen, Dyann Koch, Maryjo Meachan,
Bancfirst, Kelley’s Jewelers Inc., and the Weatherford High School Art Club. When I
asked several people on campus, the most in-depth information I heard was that it was
created by one of the school’s former art instructors. This piece is in many ways typical
of traditional public art: occupying public space, benefitting the general public to an
extent, but not a production of public effort or public will.
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Figure 2.4. Since Creation by artist Gary Hickerson in 2001.
There is a recent addition to the outdoor sculpture on campus, a statue of the
SWOSU mascot, a bulldog. A local hobbyist and adjunct professor of art, Frank Moran,
created the bulldog sculpture. This person was contracted for the work by the SWOSU
Foundation with a donation from a SWOSU graduate (SWOSU has New Bulldog
Sculpture, 2010). There was no campus-wide discussion of the design, the material, or
the selection of the artist. The sculpture simply showed up one day and was placed on
campus.
There was recently a local controversy in Weatherford that shows the area’s
perceptions about art/public art, the controversy surrounding a YMCA mural entitled
Pangaea. This work was designed and completed in 2009 by art students of SWOSU at
the request of the local YMCA. The location of the mural was a second floor walkway
inside the YMCA building in Weatherford. It is on a wall that is 11 feet high by 55 feet
wide, on the east side of the walkway. Students under my guidance did the design in
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class. The piece’s theme, as requested by the director the YMCA, was the YMCA itself.
The design contains people enjoying various sports, and its focal point is the theoretical
super-continent called Pangaea, with each piece of Pangaea – each of the world’s
developing continents – marked with the YMCA logo (Y). This design symbolizes the
importance of the YMCA in the world and how its services tie the world together as once
we were together in common landmass before. Continental drift separated the world’s dry
land into the seven continents that exist today. Pangaea has important symbolic value
concerning the common experience of all of the world’s people, but part of its symbolic
value has the potential to offend some locals: Africa, not Weatherford, is the center of the
theoretical super-continent, and its existence depends upon the world being millions of
years old, which contradicts the cosmologies of some biblical literalists.

Figure 2.5. YMCA Mural Pangaea in progress (September 2009).
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The on-site painting process for Pangaea lasted for about 10 weeks during the fall
semester of 2009. The class and I received numerous compliments for the quality of the
work and service to the community from the members of the community who walked and
exercised in the building as well as the director and staff members of the YMCA. Some
walked by and watched us painting from time to time.

Figure 2.6. Altered YMCA Mural Pangaea in 2011.
Some time after the mural was completed, I received a phone call in my office
from the YMCA director. He told me that there was a concern from “a few people” that
the mural represents a political statement of support for the current president, Barack
Obama. When I asked how – what part of the mural says anything about politics – the
director restated what was said to him: Africa is in the center of the united world in the
image, with the U.S.A. in the corner, in smaller scale, which represents the
marginalization of America. According to the complaint, since the current president is
from Africa, the mural shows the support for the current president. When I offered to
come and meet with the people and explain the meaning of the Pangaea, I was
discouraged, and no meeting was arranged. Eventually, I talked with some people who
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are on the board of the YMCA, and I found out that it was only one person who had made
a complaint about the mural.
In the fall of 2011, one student who had helped to paint the YMCA mural came
into my office asking if I knew or approved of the alteration of Pangaea. When I visited
the YMCA, I could not believe my eyes. The center of the mural was painted over with
the background color. The figures enjoying sports were still there, but Pangaea was gone.
The centerpiece of the mural was erased – despite the overall approval of the work by
YMCA patrons and staff members – because of one powerful person’s disapproval. This
alteration was never discussed with me. My students and I were never given a chance to
explain the idea behind the design. I found out in January 2012 that the mural had been
completely painted over with white, as if the mural had never existed on the wall. Again,
I was not involved with the discussion or decision to eliminate the mural, and I was not
informed after the decision was made.

Public Art
At this point, I would like to discuss public art, including what many people
understand to be the definition of the term as well as newer approaches to public art, its
formats and its methods, matters continue to develop the meaning of public art today.
What is Public Art?
“When we make art in the studio we assert our humanity. When we make art in
public, we assert our existence as social beings.”
Mike Alewitz
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This dissertation studies the possibility of collaborative public art making in rural
communities in Mid-America, and it depends upon a perhaps unique definition of “public
art” as well as an unusual method of public art production, one that is an adaptation to the
local situation and culture. The definition of Public Art varies slightly from source to
source, but most of these definitions have a few elements in common. Public art is
commonly defined by many arts and civic organizations as artworks in public spaces,
often outdoors (Goldstein, 2005; Lacy, 1995). The College Art Association specifies that
public art is necessarily made by professional artists (1987). A program presented by the
Public Broadcasting Service, ART21, defines the public art as works of art that are
designed specifically for, or placed in, areas physically accessible to the general public
(PBS website, n.d.). The definition by the Planning Portal of the UK government
mentions permanent or temporary physical works of art visible to the general public,
whether part of a building or free-standing (Planning Portal of the UK website, n.d.) The
Newport News Public Art Foundation in Virginia describes public art as any work of art
or design that is created by an artist specifically to be sited in a public place (Newport
News Public Art Foundation website, n.d.). Seattle’s Office of Arts & Cultural Affairs
specifies that public art are works of visual art designed and created by artists for general
public at a specific site (Seattle Office of Arts & Cultural Affairs website, n.d.). These are
many working and general definitions of public art offered by active civic and arts
organizations, many of which include the public (people) in the passive role of consumers
of professionally created art.
In its broadest terms, public art – art in public space – provides benefits to
communities. National Endowment for the Arts chairman Rocco Landesman says that the
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arts contribute to livability, nurture creativity and innovation, create identity, and drive
local economies (NEA, 2010). Public art is not an exception to this claim, and it has the
potential to provide more benefits to communities because of its nature of reaching out to
people, of becoming parts of their lives, because it is in communal spaces that are often
used for non-artistic purposes. Public art is an essential component of building
communities (Becker, 2004). Becker also explains that public art is a multifaceted field
that encompasses a wide variety of creative expressions in the public realm (2004).
Even with the many benefits that public art provides to communities, creating and
displaying public art is not always as beneficial to communities as it might be, because
people often feel excluded from the decision-making process. When people feel that their
space is taken from them, when people feel that their hard-earned money is being
misused, or when people are not provided with the opportunities to learn about public
artworks and/or the artists who make them, they can feel unhappy about the artistic
product. This lack of public involvement, for many reasons, can create some
controversies in public art. The distance between a work of art and its audience can create
problems, both smaller-scale dissatisfaction related the alteration to the artworks such as
the mural Pangaea in Weatherford, Oklahoma and better-known cases of controversy in
public art such as Tilted Arc by Richard Serra in New York City and Danzas Indigenas
(Indigenous Dancers) by Judy Baca in Baldwin Park, California. Some of these
controversies create support for the arts from portions of the public, but some others end
with the dismantling of the artwork; Tilted Arc was removed from its site in 1989 because
of the negative public response to it (Senie, 1989).
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Some of these disagreements can be caused by the possibility of different
interpretations of the meaning of the term “Public Art,” especially by problems in the
planning and construction processes related to the interpretation of the term. Erika Doss
says that public art causes controversies simply because it is public and it is art (2006).
Public art is indeed complicated; it often deals with complex issues in various
communities, issues related to changing demographics; the controversies can also involve
changing people’s aesthetic preferences. In addition to serving communities, public art
also serves public art itself: each new piece contributes to the always evolving
approaches to public art and to the decisions made by diverse members of society –
artists, civic administrators, and the general public (Becker, 2004). Naturally, as an entity
that affects the everyday lives of people, public art can cause controversies. Despite of all
these disagreements, ruckuses, and controversies, there are undeniable benefits to having
public art in any community. My experience with art in Weatherford, as well as the
better-known controversies I discuss here, lead back to the basic question: “What is
public art?” As Miwon Kwon (2002) discusses in her book, One Place After Another, the
meaning of the word “public” in public art continues to be open to debate, and the
definition of “Public Art” evolves as people apply their theories in public art practice.
It is more than just possible that the three public-art controversies I cite above
would have been defused – in whole or in part – if the eventual consumers and critics of
the works had been given the option of taking part in the design, the planning, and
perhaps even the actual construction of the works. Individuals with legitimate complaints
about a design could share them perhaps changing for the better the collective vision.
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Even the mere opportunity to take part in these processes would weaken the arguments
the eventual critics might make against works, even if those critics were to decline the
opportunity to take part. Meanwhile, the consensus of the members of the public who do
decide to take part would provide a sort of an answer to a critic, even a powerful critic
like the solitary voice responsible for the dismantling of Pangaea.
Collaboration in Art/Public Art
Some recent approaches to public art apply theories and evolving definitions to
the practice of public art. Some of these new approaches include public art projects that
utilize public collaboration between professional and non-professional artists in the artmaking process.
The practice of collaboration is as old as human history. We see collaboration in
many areas in our daily lives, because many tasks are too challenging for one individual.
In other instances, a task that could be undertaken by individuals becomes collaborative
simply because it is more enjoyable to work with others. For example, domestic chores
such as washing and folding of large sheets are often done by more than two hands, in
collaboration among friends and family members. Likewise, weavers traditionally work
together, as many individuals as the width of the project allows. Collaboration can take
place out of necessity and/or in spirit of sharing the benefits of work as a community. In
many rural communities, houses are built this way and barns are raised this way. Farmers
often help each other in their work because it is not easy to do certain jobs alone; some
works needs to be done in a limited time, and groups can be more efficient than
individuals at meeting deadlines.
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While the idea and practice of collaboration are necessary for the creative process
in music and theatre, it seems less common in the visual arts. However, quilters’ bees and
weavers’ guilds have traditionally fostered collaborative artistic practice. Perhaps the
best-known example of the collaboration in public art is the AIDS Memorial Quilt.
Featuring over 70,000 individual quilts (some created by individuals artists, others
perhaps themselves creation of collaborations), it has been displayed on the National
Mall in Washington, DC and at other venues around the world (The AIDS Memorial
Quilt, n.d.). A monumental folk art installation, the quilt raised awareness of the AIDS
epidemic, generated significant media attention, and leveraged increased support for
research and education (Becker, 2004). This public art project, designed for temporary
installation, is also one of the largest ongoing collaborative community arts projects in
the world, and it serves more than just one site with its beauty; the overwhelming
response to the quilt's inaugural display led to a four-month, 20-city, national tour for the
quilt in the spring of 1988, with its messages of remembrance, awareness, and hope (The
AIDS Memorial Quilt, n.d.). Unlike the traditional concept of public art as works that
remain in a single public space permanently, mostly outdoors, the quilt is archived in a
secure place, and portions of it travel to various sites. This collaborative work is still
public art in the sense that it belongs to the people, but it is even more firmly established
as public art both in the sense that it is created by the public and in the sense that it brings
together and heals people by activating civic dialogue and providing a vehicle for the
community to express its identity through public art (Becker, 2004; The AIDS Memorial
Quilt, n.d.).
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The AIDS Memorial Quilt is an example of a work of public art that is inspired by
a sense of community and that results in a strengthening of that sense of community. In
this case, the community is based on a common interest among the artists that is not
related to geography. Instead, the work grew out of a common need to draw public
attention to the AIDS crisis. In doing so, it united people, most of whom had never even
met, into a community of interest that is as real as any community based on shared living
space. The developing quilt solidified the solidarity of its new community to the point at
which the quilt grew into more than just a beautiful object; it become a symbol of
common concern.
As another example of collaboration in participatory and temporary public art,
there is a recent project, Rise of Freedom. According to Meriam Lobel, curator of the
Tribute WTC Visitor Center near Ground Zero in New York City, there were very few
New Yorkers who wanted to come into a museum and tell the stories of their experiences
on 9/11 (Foster, 2011). For this reason, the art project came to the streets of the New
York City and gave people a creative outlet; “Reflection Collection” stations were set up
on the streets of lower Manhattan, and more than 200 people shared their 9/11
experiences by putting them down on paper (Foster, 2011). Those written reflections
were collected and put together as a work of temporary public art for the day and then
moved to the Tribute Center as a permanent collection (Foster, 2011). Because of the
personal connection developed by their contributions, some of those New Yorkers, their
relatives, and their friends may now come into the Tribute Center to face the wounds they
wanted to avoid considering before their participation in the project. This temporary
public art may even heal people to some degree.
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Judy Chicago (2011) is familiar with this method of collaboration, this communal
art making approach, through her own works such as Dinner Party and Birth Project.
Chicago mentioned at a 2011 lecture at Cal State Long Beach that a genius alone in a
studio is a myth and that collaboration is not an uncommon practice in the visual arts.
Chicago specifies a few artists, such as Jeff Koons, Henri Matisse, and Henry Moore, as
examples of collaboration in visual arts practice in the sense that these famous artists had
other individuals, or a production team, undertake different portions or stages of their
artworks (2011). The collaborators may not have received public recognition in these
cases, but the scales and/or artistic techniques of the completed artworks often show the
benefits of collaboration in the art-making process (Art21, 2010). For example, Matisse
had an assistant for his projects, Paper Cuts Outs (Gouaches Découpés), among the most
admired and influential works of his entire career (Paper Cuts Outs, n.d.). Matisse had his
assistant brush gouaches onto sheets of white paper, and he often (spontaneously) cut out
elements once the colored papers were dried and placed them into compositions (Paper
Cuts Outs, n.d.). For this stage of his life, he needed assistance with the execution of his
artwork due to the scale of the series of the work as well as his weakening health (Adams,
1997; Paper Cuts Outs, n.d.).
The notion of artistic collaboration and the rural communities in mid-America,
towns comparable as the one studied in this dissertation, have a close relationship; the
traditions of collaboration in the everyday lives of people – such as quilting bees, barn
raisings, and farmer’s co-ops – often feature artistic components. In the book The
Quilters, Norma Bradley Allen and Patricia Cooper capture wonderful aspects of
community collaboration in Mid-America: how quilters teach each other by making their
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quilts together, how they support people in need with their quilts, and how some people
get through tough times by planning their futures by working on their quilts (1999).
Collaborations can produce benefits such as enhanced enjoyment of company. For
example, quilters often work on a project in groups not because they are incapable of
doing the work by themselves; they enjoy visiting with each other (Allen & Cooper,
1999). As Allen and Cooper also describe in The Quilters, when individual quilters have
intense interests in particular quilts in progress, and when it is their turn to host the
gathering, they often bring out some other projects to work on while hosting the group,
because they value the time for visiting each other in the collaborative creative
environment. This shows that group collaboration among quilters is often about more
than just getting help in completing the projects.
Tapestry as a Public Art Medium
We cannot have murals painted onto the walls of our apartments. However, this
woolen mural, which is the tapestry, we may take off the wall, roll up, take under
the arm at will and hang up somewhere else, so I call my tapestries nomadic
murals.
Le Corbusier
Tapestry as public art medium is not a well-known concept to many because
public art is often defined as artwork that is permanently placed in public spaces by arts
or civic organizations. Some organizations even assume that the public space must
necessarily be outdoor communal space, so public art must be durable enough to survive
the elements of the outdoors. The newspaper article below about a public art program in
Oklahoma shows this common understanding of public art being outdoor sculpture:
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Moving from preservation to installation, the Art in Public Places program in
Edmond, OK, is now in its fifth year, having provided its citizens with over 100
sculptures (Jackson, 2007)
It is indeed unusual to imagine tapestry as a public art medium when public art is
assumed strictly an outdoor phenomenon. However, public art is a multifaceted field that
encompasses a wide variety of creative expressions in the public realm (Becker, 2004). In
her article, “A Study on a Modern Textile Art in Public Art,” Kwang-Ae Jang discusses
many examples of public art made with fiber arts materials and techniques as well as
their impacts in modern living environments (2008). Jang shows examples of public art
by fiber artists such as Sheila Hicks, Gerhardt Knodel, and Su-Chul Park, artists who
successfully created impressive works of public art utilizing different styles and method
of fiber art (2008). Jang presents the example of a stage curtain that Su-Chul Park created
utilizing large-format tapestry techniques for Busan Cultural Center in Busan, Korea, and
she further expresses her positive evaluation of the prospect of more city cultural centers
in Korea having stage curtains made in large-scale tapestry format, with designs that
represent the characteristics of their cities (2008).
One of the leading artists who created many stage curtains in Korea, along with
Park, is world-renowned tapestry artist Ja-hong Ku. Dr. Ku shared his experience of
utilizing large-format tapestries as public art during his stay in Weatherford in 2008 as a
visiting artist. During his lecture at SWOSU, he shared details of his public art experience
as a tapestry artist. The dimensions of his public art tapestries range from 12 feet by 30
feet to 36 feet by 96 feet, stage curtains for indoor public spaces such as performing arts
centers.
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In his earlier years of creating stage curtains utilizing tapestry formats, in the mid1990s, Ku was commissioned to create the stage curtain for the Ku-Mi City Cultural
Center. He incorporated the iconic mountain of the city as well as his signature brush
strokes of various colors in the design. The dimensions of the stage curtain, Blessing of
Kum-O Mountain, were 36 feet by 69 feet. For the commissioning of this fully
functioning stage curtain, this work of indoor public art, there was a public call for
proposals. Various artists proposed their designs and media for the site, the city cultural
center, and eventually the competitors were narrowed down to a few finalists who made
their public presentations. Ku explained that it was not easy for him to convince the
committee his idea of large-format tapestry as public art because of the common
understanding of public art being sculpture (J. Ku, public lecture, 2008).

Figure 2.7. Ja-Hong Ku, Stage Curtain, Blessing of Kum-O Mountain (1995 - 1996).
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Figure 2.8. Ja-Hong Ku, Stage Curtain, Blessing of Kum-O Mountain in Use (1995 1996).
Tapestry is indeed an uncommon form of public art, but it is in many ways the
ideal form of public art when a tapestry project incorporates collaborative art-making
methods with the involvement of community members in many stages of the project. This
is more than just the intersection of common goals seen in some other cooperative
ventures; it is a deep, collective determination to reach a common objective by sharing
knowledge, learning, and building consensus. Despite Judy Chicago’s findings regarding
Koons, Matisse, Moore, and others, many people believe that collaboration is rare in the
visual arts. Even if it is an exception to the general rule concerning the solitary visual
artist in a closed space, though, collaboration in the visual arts nevertheless has a rich
history that includes weaving guilds, artists’ co-ops, and other examples.
Tapestry on a larger scale traditionally has been created by collaborative groups
(Hickman, 2003; Standen, 1985). This traditional weaving practice in the studio has also
been a teaching and learning opportunity. Tapestry is an ancient style of textile art, and
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examples of it can be found all over the world (Campbell, 1995; Moonan, 2001; Roehrig,
1995). Large tapestries were used both as pieces of art and for utilitarian purposes such as
keeping the wind out of buildings prior to the creation of modern windows (Moonan,
2001). Tapestries were produced and hung in castles and churches (Campbell, 1995).
Tapestries were also draped on the walls of castles for insulation during winter, providing
functional utility as well as decorative display. In churches, tapestries could be displayed
on holidays and other special occasions. The success of decorative tapestry can be
partially explained by its portability; people can roll up and transport tapestries from one
residence to another (Standen, 1985).
Tapestry as a Collaborative Public Art Medium
Theatre scholar Lynne Conner (2008) notes that prior to the twentieth century,
audience participation was fundamental to the definition of art. Audiences were not
always quiet; they often socialized, enjoyed meals, emoted, and chatted throughout
performances and exhibitions (Conner, 2008). Jennifer Mikulay (2007) also discusses
collaboration in art in her dissertation, The Public’s Art: Participatory Gestures and
Contemporary Practice, a work that studies strategies for mobilizing public support and
enthusiasm, including the tactic that Mikulay calls “doing something together.” Mikulay
(2007) says that the public is not a group of fuzzily defined passive subjects: the public is
active, creative, and dynamic, and Mikulay mentions some approaches for mobilizing the
public. One of these approaches (localization) emphasizes story, site, community, space,
and place, and Mikulay also says that localization’s primary method is collaboration,
doing something together (2007).
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There are a few examples of public art that utilize the public’s involvement
(collaboration) in the construction of tapestries in the art-making process. Larry Knowles,
who makes tapestries and practices law in Madison, Wisconsin, shared his experience of
visiting the Shipley Art Gallery in England (where a community weaving project was
undertaken) in his article, “British Tapestry Project Builds Community Spirit,” in the
March/April 1993 issue of Fiberarts. Knowles wrote about a concept of community
tapestry that based on the democratic premise that nearly anyone could weave: In public
space, the Shipley community tapestry project set up a loom measuring 8 feet high by 12
feet wide, put a design near by, and people were invited all who passed by to sit down
and weave a little (1993). Alison Wood, a Gateshead artist, designed and supervised the
tapestry weaving, said that the project had over 1,200 participants, but no more than 10%
of these people had prior weaving experience (Knowles, 1993).
Another artist who has been working on projects similar to the one above is a
Canadian artist, Thoma Ewen, who has years of experience in community tapestry
projects. Ewen visited Weatherford as a visiting artist in February 2012, and she shared
details about her community tapestry projects. During her lecture about community
projects, Ewen explained that the history of her involvement in community tapestry
projects goes back to 1990s, when an arts administrator invited Ewen to design tapestry
cartoons as well as supervise the weaving process during the project, Two Rivers (Ewen,
2009b). Christine Tremblay, the executive director of Arts Ottawa East Community Arts
Council who worked together with Ewen on the pilot project, felt very strongly about the
need for the project to go where the people are, which she decided was a shopping mall
(Ewen, 2009b). Ewen also explained during her lecture that the looms were placed in the
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shopping mall and at a local school, and she had help from volunteers who would
solicited participants for her to teach and guide through the weaving process. The initial
idea of having community members’ hands-on involvement in a public art tapestry art
came from an arts administrator, but since then, Ewen has adopted a similar approach in
her public art and other community art projects.
Among Ewen’s other community tapestry projects, there is The Invocation of
Peace, a community tapestry project organized by the Petawawa and Deep River
Weavers Guild, funded by the Ontario Arts Council (Ewen, 2005). The tapestry is
designed and directed by Thoma Ewen, and over 500 community members of all ages
have participated in the weaving of this project in three locations: the Pembrooke Mall,
General Panet High School in Petawawa, and the Petawawa Public Library (Ewen, 2003;
Ewen, 2005).
Thoma Ewen has also shared her community tapestry experience in France.
During her June 2008 solo exhibition in at the Bibliotheque de Lyon, she had the
opportunity to try out her new concept for a community arts project called The Vision
Weave Project (Ewen, 2009). The community participants wrote onto pieces of ribbon
messages expressing their visions for the future, for the Earth, and for life on the planet,
and then wove the ribbons into the tapestry (Ewen, 2009). During Ewen’s lecture in
Weatherford, she explained that she had a tapestry loom in the corner of the gallery space
in Bibliotheque de Lyon, where she was having the solo exhibition, and she taught
visitors how to weave on the loom. She has done many more community tapestry projects
utilizing the concept of The Vision Weave Project: Vision for the Earth project at the
Canadian Museum of Civilization in Quebec (2007), City of Ottawa Vision Weave
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project for the Albion-Heatherington Centre (2010), Vision Circle project at the Ayer's
Cliff Elementary School in Quebec (2010), Vision Circle Project at the Onslow
Elementary School in Quebec (2010), and Vision Weave project at General Vanier
Elementary School in Montreal (2011) (The Vision Weave Project, n.d.).
Another example of Ewen’s involvement in public art/community art utilizing
collaborative methods in the tapestry format is The Big Weave in United Kingdom, which
was intended to teach basic weaving techniques and provide the opportunity for all to
contribute to a large collaborative project (Wood, 2010). This pilot project, The Big
Weave, started as a three-week summer art project in 2009 (Ewen, 2009; Wood, 2010). It
was a coming-together artists and the community to create a public art project, and gave
adults and children the opportunity to learn new skills and to participate in the creation of
a unique community artwork (The Big Weave website, n.d.). The Big Weave artists,
Caroline Marriott and Diane Wood, were experienced and recognized for their
contributions to community arts projects (Ewen, 2009). The Big Weave and the Maiden
Erlegh Commmunity Arts School in Reading, UK invited Thoma Ewen to guide the
community tapestry project in the UK for three weeks in July 2009 (Ewen, 2009; The Big
Weave website, n.d.). Though it began as a single project, The Big Weave continues to
create tapestries with community members, and the completed tapestries are traveling to
various communities for exhibition purposes (The Big Weave website, n.d.).
Besides the community tapestry projects above, there is evidence of earlier
community tapestry weavings in the world. Helga Berry, a tapestry weaver living in
Anchorage, Alaska, reports about the “2,000 Bobbins” exhibit: a display of community
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tapestry weavings from small groups based in schools, hospitals, or communities in rural
areas during the International Tapestry Symposium at Melbourne, Australia (1988).
My Motivation for The Tapestry Project
I organize public art projects, utilizing collaborative art-making methods, in part
to participate in the on-going debate about the meaning of “public” in the phrase “public
art.” In addition, I recommend projects and methods that I believe to be suitable for
public art projects in rural America based on my experience in and growing knowledge of
the area. Approaching The Tapestry Project as public art comes from my idea that public
art is not just artwork that is in accessible public space, but artwork that has a close
involvement with the people, the members of communities. As I was learning about and
working on community arts programs in Western Oklahoma, I realized that people were
generally passive in their arts learning and appreciation. This is true in large part because
a small number of administrators like myself tend to bring professional artists and their
artworks into towns, removing consumers of art, the public, from the most important
decision-making processes. As a new resident/artist/arts administrator in Weatherford, I
wished to explore the possibility of having community members play active parts in the
arts in their communities, adopting the collaborative tradition of rural communities of
Mid-America. I also wished to explore the possibility of building interest and support for
the arts in my community through a long-term project that involves collaboration, as
existed in The Big Weave, between a professional artist and community members.
As I was reviewing the literature regarding collaborative public art, I was
interested to note the phenomenon that public art tapestry projects are showing up in
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different parts of the world, by different artists with different backgrounds in
collaboration with different sorts of public collectives. The common element in these
collaborative tapestry projects is that they are motivated by individuals who wish to work
with collaborative methods with the goal of community involvement. Many of these
artists did not know about one another’s existence. The artists from The Big Weave
shared their surprise when they found out there was an artist who has already done what
they planned to do (Wood, 2010). Like the organizers of The Big Weave, I initiated a
community tapestry project with the motivation of having community involvement in
most of the process of the project without knowledge similar projects by others in the
world. It is interesting to discover some of similar public art tapestry projects done
before, some with remarkable similarities to the one I had envisioned.
My inspiration for the project came from my arts administration experience as
well as my background in fiber arts. Because of a years-old self-assessment of the
community art programs such as The Visiting Artists Program and The Open Art
Program I initiated and managed, I realized the positive impacts that repeated tapestry
workshops have had in Western Oklahoma. In response to public feedback on these
earlier projects, I wished to undertake a project that was not a one-time event; I wished to
undertake a community art project with multiple dimensions, one that offered various
elements such as presentation/exhibitions, public education, archiving, as well arts
advocacy elements. The Tapestry Project was designed with these multiple purposes in
mind, but its primary purpose was always the production of a public art piece that could
travel, could reach many people in the area, but could also involve my art students in the
most of the essential processes with the hope of cultivating future citizen-artists who
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would consider, continue, and support community art and public art in their communities.
This collaborative public art-making project, The Tapestry Project, will be introduced in
the Chapter 3.
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CHAPTER 3
THE TAPESTRY PROJECT

This is the history of The Tapestry Project, a community art project in a small
town, Weatherford, OK. It is a story about members of a Western Oklahoma community,
including myself, creating public art in the tapestry format utilizing collaborative artmaking methods. This public art tapestry project is one of my attempts to solve some of
the problems I experienced in my new town as an art educator, an arts administrator, and
a community volunteer. The project originated from my hope to encourage more arts
activities, more arts learning opportunities, and more support for the arts of all types in
the communities of Western Oklahoma. More specifically, though, I hoped to support art
projects that were examples of my idea of true public art, people’s art.
Throughout this dissertation, especially in chapters 3 and 4, I will use many firstperson pronouns in the text because the professional problem emerged from my firsthand experiences in the arts in the research location, Weatherford. Some readers may
have different perspectives on the topics and related background information I provide
here based on my own observations. While I do respect alternative perspectives, I would
like to mention that I do not have an intention to make a definitive statement about
Western Oklahoma or the people who live there. I simply wish to share both my
observations of the local communities and the ideas and processes that led to a
meaningful community project, The Tapestry Project, using collaborative art-making
methods.
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Initial Plan
The inspiration for a collaborative public art-making project came to me at about
the end of 2007. I was still relatively new in town, but I had experienced some aspects of
the community as an arts educator, artist, and arts administrator. It was halfway through
my second year as the administrator of the Visiting Artist Program, one of my earlier
attempts to provide more arts activities for the community. I was still learning about my
new town, but I had more interactions with gallery visitors, students, and community
leaders by 2007. I also had more training from statewide workshops and conferences
related to the community arts and arts advocacy. I spent most of 2008 planning the
project, conscious of the need to include components such as arts education, art
appreciation, and arts advocacy that would suitable for the rural communities of Western
Oklahoma.
As a new member of the Western Oklahoma community, I quickly learned that
arts activities are limited in the area, due in part to a lack of dedicated resources for the
arts from local and state government sources. In addition, though, I noted the lack of
support for the arts from community members. I realized the necessity to educate my new
community on the importance of the arts. My plan for The Tapestry Project was based
largely on these observations and the lessons that they taught me. The project was
intended to serve multiple purposes: creating public art, raising local interest in art,
offering opportunities for hands-on arts learning to local people, and simply engendering
local discussions on the arts. Since there was such limited funding available for the arts, I
did not want to continue short-term, one-time events such as costly traveling exhibitions
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that can be inconsistent and often fail to reach many members of the community. I
wanted The Tapestry Project to involve many community volunteers in order to generate
positive and lasting impacts for the arts in the communities of Western Oklahoma.
My initial plan included a rough idea of the participants, artistic techniques and
materials, an estimated scale range of the project, and the potential purposes of the
completed project. For the participants, I envisioned the participation of numerous
Western Oklahoma people of all ages and with different backgrounds, including K-12
students and senior citizens. I dreamed that community members would stop by to take
part as well as just to watch the progress of the project on a regular basis.
For the artistic techniques, my main consideration was finding uncomplicated and
easy techniques and materials that can be approached by community members with
different levels of experience in art, including the people with little or no training in art. I
reviewed the possibility of utilizing simple mosaic, collage, or tapestry techniques for the
group project. I examined other aspects of each of works produced with these artistic
techniques, including their versatility and transportability. The scale of the project was
also a factor in finding a suitable artistic medium and technique for this collaborative artmaking project. It was important that the chosen artistic medium and technique should
accommodate many participants who I hoped would wish to make their contributions to
the project.
The process of art making was also an important part of my vision for the project.
I planned for the project in progress to be the creative experience for the active
participants in the art-making process and to be an educational and cultural experience
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for other community members. I also hoped that the completed project would be
artistically pleasing, so it would inspire other community members to participate in
further arts events and arts-learning opportunities. In a long term, I hoped that this project
would be an inspiration for more support for the arts in Western Oklahoma communities.
When I was thinking of these details and imagining the potential success of a project that
implements collaborative art-making method in public art, I was only a couple of years
into my arts administration experience.

Why Tapestry?
Tapestry is a powerful medium and it is a contemporary metaphor for life,
collaboration, and for interconnection. It can tell the personal stories of its makers
and the larger stories of community, history and cultures.
Thoma Ewen (2009, p. 17)
Tapestry as public art can be an unusual concept to many people when they are
familiar with the idea of public art as artwork, mostly sculpture pieces in stone or bronze,
that are placed outdoor public spaces. Based on this understanding, I anticipated that
some might wonder how tapestry would serve as public art, especially when tapestry
utilizes material that may not be appropriate for long-term outdoor display. Tapestry as
public art may be not as common as other forms of public art that can better endure the
outdoor weather, but there are some examples in public buildings. (See Chapter 2.)
However, my decision to choose tapestry as a public art medium was not simply
based on the concept of an indoor public art piece. My focus was reaching many
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members of the community with art through their direct or indirect involvement; I
planned public art made by people and that is for people, and I hoped eventually that the
work would be the art of the people. I chose the tapestry weaving as a suitable artistic
medium and technique for this collaborative art-making project involving community
members because of its most appealing qualities: familiarity, economy, versatility, and
portability.
Familiarity
Over and under, under and over ... from left to right... from right to left ... the flow
of weave ... The basic weaving technique is virtually the same everywhere, in all
cultures on our planet. It is universal – a common thread that connects all cultures
and all humans.
Thoma Ewen (2005, p 13)
Tapestry, a simple fiber-art technique, and people’s familiarity with its materials
through everyday life, were important points of consideration selecting a medium for the
group project involving community members. Whether people these days weave or not,
they are familiar with the fiber medium through their everyday lives, through watching
family members’ hobby activities such as crocheting, knitting, and quilting. This
familiarity with the fiber medium makes it easier for people to consider learning and
participating in the community art project, in comparison to other art media like painting
and drawing, because these formats are understood by many community members as
“high art” that carries the intimidating requirement that the finished product look
realistic.
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Economy
The economy of a potential medium involves the economies of both budget and
space. The characteristics of being easy on the budget and suitable for even very limited
space are beneficial to community art projects, especially projects with limited resources.
Tapestry does not require specially equipped studio space. Tapestry requires relatively
modest space considering the dimensions of the outcome; it takes a corner of a room for a
common vertical loom that is slightly bigger than the anticipated dimensions of the
tapestry, and some extra space to step back to review the tapestry progress is desirable.
Making tapestry does not require many fancy tools that can be costly to buy or
rent; tapestry tools and materials are simple and low in cost. The most important tapestry
tools are beaters (tools used to pat down the woven weft), bobbins (tools to hold lengths
of yarn), and looms. However, these can be substituted with forks, finger skeins, and used
picture frames. Tapestry looms can be built in desirable sizes with local lumberyard
materials as well.
Versatility
Tapestry offers versatility in material, dimension, and working schedule, which
are crucial elements in a group work. Some other visual arts techniques and materials
would not allow people to work when they are free to work because of the characteristics
of the materials or techniques that require time-sensitive handling. For example, acrylic
paint can harden quickly, oil paint can prolong the process of painting because of the
longer drying time, cement sculpture can limit people’s working time because the curing
process will start after certain hours of mixing, and the ceramic medium can require
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people to be present regularly to keep it moist in order to prevent drying before the
completion of the work. However, tapestry allows for flexible working schedules, and it
is also ideal for a long-term project because its techniques and materials are not timesensitive for handling. One can start weaving, leave the materials and weaving as they are
for a while without much of maintenance, and come back work where it was left from the
last time without interruption. Tapestry techniques are also more forgiving than many
other media because weavers can make decisions whether or not to keep a portion after it
is woven; there is the option of undoing a portion of the project, before moving onto
further weaving, without damaging the material or overall design.
The versatility of tapestry also extends to the artistic merit of the medium. As a
form of textile art woven on a vertical loom, tapestry is weft-faced weaving, in which all
the warp threads are hidden in the completed work, unlike cloth weaving that shows both
the warp and the weft threads. This tapestry weaving can be functional in such forms as
bags, curtains, and wall decorations. Tapestry also can convey both abstract and realistic
images. The painterly design of tapestry can be accomplished by utilizing optical color
mixing in wefts, which can open up the option of having smooth gradations and more
realistic colors in the design. This greater versatility of possible outcomes is also positive
when a project is collaborative, i.e., needs to accommodate various opinions and wishes
in the design.
Portability
The portability of finished works is another reason for choosing tapestry as the
medium for the project. A tapestry can easily be rolled and taken to different spaces. This
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portability of tapestry was an important element in the collaborative public art-making
project because the research location is a rural community in Western Oklahoma, where
towns are located far from each other. The tapestry, and possibly some of the artists, can
visit people instead waiting for people to come to the work. This way a tapestry need not
be a work on certain site; it could be a work that belongs to many people – a work of
public art.

Methods
For Dissertation Writing
This dissertation is written utilizing autoethnographic and autobiographic research
methods. These research methods emerged as the research design began to shape up.
When I was contemplating this community art project for my dissertation, I considered
ethnography. However, my focus shifted to autoethnography near the beginning of the
project when I realized that I was observing myself, among the other participants, as the
project gained momentum. At that point, I learned that I was a researcher as well as a
participant in the project. I was observing and studying myself in the context of other
participants: who I was, what I was doing, how I was working, where I was in my life,
what type of artist I was, etc. I reviewed my past, my present and some of my future
plans many times during the course of project.
Together with autoethnography, the autobiographical method is used to explain
the project as well as the overall background information and genesis of the project, how
it emerged. The project is my journey of finding and realizing myself as an artist, as an
art educator, and as a citizen of this world. For this reason, my own account of the effects
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of the project is essential, which makes the autobiographic methods essential. This
dissertation includes my journey as artist, an art educator, a community art administrator,
and it also recounts my fuller acceptance into my new community.
Data Gathering
The data collection for the autoethnography, the research method that relies upon
data from my own experience during this research project (The Tapestry Project), was
done with various documentation methods, such as videotaping, photographing, keeping
research journals, and conducting interviews and surveys with the participants’ consent.
For the autoethnographic and autobiographic research methods, I was the main source of
data. I wrote my impressions of the meetings in a journal format, and these notes to
myself helped me to keep reliable records. The note below, which I emailed to myself, is
from January 5, 2010 meeting:
January 5th, 2010 (Tuesday) 2 - 6 pm

•

It was the first day back to the regular meeting this semester.

•

There was discussion about the meeting time past two weeks. Initially, I
was assigned to teach a class from 1-3:50 pm on Tuesdays and Thursdays
this semester. I did not think that it would be a problem with my lack of
understanding of homemakers’ lives. My ignorant assumption was that
their schedules are flexible with more free time. Maybe that is what our
society projects and I was comfortable to think similarly. However, I
quickly realized that it was not easy to find other time for meetings. They
have schedules that are as full as anyone with fulltime job. They have
obligations to children’s education, other lessons/activities, meals, health,
house chores, grocery shopping, and this project.
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•

Then, I also realized that they are not committed to this project because
they have a plenty of free time. They have committed to this project because
they value the learning, group dynamics, and volunteering for the community.

•

I explained the situation to the art department (1-4-2010) and got the
permission to trade a class with another instructor. It also taught me a lesson
that a project requires cooperation and understanding of many parties.

•

Around 5 pm, the curator of Route 66 museum (Cindy) visited the studio
for the possible consideration of tapestry exhibition in the museum. We have
received the positive response and commitment of the supporting letter for the
grant application to the Oklahoma Arts Council.

•

My assessment at this point is very positive outcome through this project.
1. Public art progress is on time and quality is impressive. Based on the
progress, I am confident to expect the tapestry to be done by the end of
May 2010.
2. Arts Advocacy effect is more than I anticipated. The group is bringing
their family members and friends to the project. I see some are visiting
back to check the progress. Carol who is familiar with the City of Clinton
arranged the Route 66 Museum visit. When I discussed the needs of
exhibition sites, she immediately volunteered to contact them. She had
acquaintance with the director already.
3. Further art activities are planned and discussed. The group is
discussing continue this group dynamics through regular meeting and
group activities, more tapestry and possible outreach activity through art
education/workshops.
4. Unexpected outcomes are friendships among members and myself.
Group invited each other for holiday dinners. That resulted the possibility
of knowing personal lives… It is difficulty to express the needs of help
without complete trust. The friendship building through the project was
very helpful for this situation. Also, the group reached out expressed their
support before the member asked for help.
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Because of the various aspects of the project, I rely on various methods in data
gathering. My notes show my observation of weaving sessions, my discussions with
volunteers, and my assessment of the project progress. I also have the photo records and
the video records containing visual and audio aspects of the project. This long-term
project has hundreds of videotapes and thousands of photos to document its progress.
These different methods of documentation complement each other in capturing the
activities throughout duration of the research.
Email correspondences with others also became part of my research journal that
documents specific events and topic discussions. Much of the biographical information
that provides background information on my experience and community art activities is
also documented in the form of grant proposals, personal notes, event budgets, artists’
contracts, news articles, press releases, as well as photos. Some of these are only in my
record, but many others are available among the public records of the funding agencies,
newspaper archives, and the university website. Figure 3.1 is about the open studio
information on the university website. The following public announcement on the
university website shows the specific information of the event and date it was posted. It is
still available on the website.
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Figure 3.1. Press Release about Open Studio on January 28, 2010 on SWOSU Web.
Methods for The Tapestry Project
The Tapestry Project made its progress utilizing the action research method, and it
was altered to a degree based on input from the general public and the volunteer weavers,
illustrating the standard three-step progression of action research: reflection, evaluation,
and action (Pine, 2009). During the project, though, I was only vaguely aware of the
formal concept of action research, so the emergence of this methodology was perhaps a
natural outgrowth of the communal nature of the project. The concerns raised during the
discussions were often simple, and small changes of course were made immediately upon
agreement by the participants. At other times, proposed changes required time and
thought between the meetings and workshops in order to produce the most effective
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solutions without compromising the overall project. Again, the collective was practicing
something very similar to action research. I believe that the practice of taking some time
to review and contemplate improvements between sessions with participants was the
most important element for me, as an inexperienced director, which allowed me to
manage my first attempt at a work on a relatively large scale that also depends on so
many other individuals.

Researcher’s Roles in the Project
I played many roles in the collaborative public art-making, The Tapestry Project,
including the roles of project director, technical and artistic advisor, grant writer and
manager, workshop instructor, and weaving session facilitator. As the project progressed,
I also functioned as one of the weavers in the project together with members of the
community.
As the project director, I planned the overall project, including facilities, funding,
tapestry training workshops, and regular meetings to create the tapestry, as well as the
traveling exhibition for the completed product and the educational materials that
accompanied the exhibition/presentation. It was a big project considering what my
responsibilities were, but the potential merit of the project and the positive group
dynamics of the participants inspired me to continue this long-term project.
As the technical and artistic advisor, I functioned as the guide for the volunteers
as they discussed the project, and I advised them on the feasibility of certain tapestry
techniques and artistic decisions such as color value in the design and material.
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As the grant writer and manager, I wrote and managed multiple grants for various
parts of the project. The project was based on community members and their
contributions, but this project also dealt with state regulations, because a state university
functioned as an umbrella agency to receive the grants. Writing grants took some effort,
and the expenditure of the funding also required some structured paperwork such as
purchase orders requiring many people’s approval. I performed most of these
administrative tasks.
As the workshop instructor, I organized tapestry workshops at various stages of
the planning and construction processes for volunteers and visitors. There were more
workshops at the beginning of the project, including sessions devoted to volunteer
recruitment and tapestry cartoon design. I began with basic weaving workshops for
people who had no experience, and I held intermediate weaving techniques for people
who had attended my previous workshops at the local public library. The workshops
involved hands-on learning of weaving techniques as well as reviews of weaving samples
and discussions of how those can be adapted for the community tapestry project.
As an extension of my function as the tapestry instructor, I also functioned as the
facilitator during meetings and weaving sessions. I provided suggestions and answers to
some questions, and I also controlled some disagreements among participants over how
to handle issues regarding the tapestry, such as adding or removing finger skeins and the
translation of color blending from the tapestry cartoon to the actual weaving.
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The Progress of The Tapestry Project
Introduction of the Project
At the beginning of 2009, I announced the project with help from the public
relations office of Southwestern Oklahoma State University. The press release below
printed on February 3, 2009 in Chickasha News shows my original idea.
Residents asked to share photos for art project » Chickashanews.com

1/26/12 3:56 PM

Chickashanews.com
February 3, 2009

Residents asked to share photos for art project
Southwestern Oklahoma State University Art Assistant Professor E.K. Jeong is asking western Oklahoma
residents to share photos and ideas for a public art project that is taking place on the Weatherford campus.
The project—a large format tapestry representing western Oklahoma communities—will have a design theme of
“Beauty and Pride of Western Oklahoma.”
Jeong said the design will be used for the creation of the tapestry that will travel to various public places in
western Oklahoma. Jeong is also recruiting volunteers for a focus group, which is for citizens who would like to
have input in the design process as well as be involved in the tapestry making process. She welcomes citizens
from various backgrounds.
Photo and idea submissions will be taken until the first focus group meeting on March 10 at 6 p.m. in the
SWOSU Art Building lobby. Later meeting times and dates will be announced after the first meeting, and those
times and locations can be flexible to accommodate area residents.
In May, the design drafts will be exhibited and a public forum will be held.
The project is made possible by the generous support from the Elizabeth Firestone-Graham Foundation. If local
groups, businesses or individuals would like to make contributions or to be part of the focus group, contact
Jeong at (580) 774-3035 or ek.jeong@swosu.edu.

Figure 3.2. Chickasha News Article about the Tapestry Project.
I was asking for reference images that could be used or modified for the tapestry
cartoon design. I anticipated that numerous images would come in by email or in person.
Though the number that I received fell short of my anticipation, I did receive several
entries along with some public encouragement and requests for further information.
93

http://chickashanews.com/features/x1837485865/Residents-asked-to-share-photos-for-art-project/print

Page 1 of 1

Texas Tech University, EunKyung Jeong, August 2012

Volunteer Recruitment
Most volunteer recruitment occurred from late January through September of
2009. The recruitment efforts started with the announcement of the project. It included
press releases, posters, and public invitations, as well as some private invitations. These
messages went out to many communities including the some near Weatherford and others
that are hours away. I also announced the information through the monthly meetings of
the Weatherford Arts Council, as well through Facebook contacts.
When the initial public response fell short of my expectation, I began to have
doubts about the effectiveness of public announcements as a volunteer recruitment tool,
and I started talking to strangers in the supermarket, the post office, banks, coffee shops,
and restaurants. I also introduced the project to the campus community by talking to the
people in the business office, the registrar’s office, and human resources. During this
period, my decisions about dining out were dictated less by moods or culinary desires on
a given day than by my need to distribute recruiting brochures in different restaurants
located in different towns. This was not my usual behavior, but I felt that there were not
yet enough volunteers. I also emailed some community members who were at the
tapestry weaving workshops previous year. The following is the email to Myra Jennings
from me in March 2009 as my effort of direct invitation.
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EunKyung Jeong <eunkyungjeong@gmail.com>

Tapestry Public Art
1 message
Jeong, EK <ek.jeong@swosu.edu>

Tue, Mar 3, 2009 at 11:36 AM

Dear Myra,
It was wonderful to have you in the tapestry class last year.
This time, we are working on a public art-large format tapestry.
http://www.swosu.edu/news/releases/2009/2009-01-30a.asp
I would like to invite you to join us.
I can use your intelligence and enthusiasm.
Thank you very much.
Sincerely,
E.K. Jeong
Assistant Professor
Art Department
Southwestern Oklahoma State University
100 Campus Drive
Weatherford, OK 73096
office: 580-774-3035
cell: 580-302-3668

Figure 3.3. Email Invitation to Myra Jennings.

https://mail.google.com/mail/?ui=2&ik=e222debcdb&view=pt&q=tapestry&qs=true&search=query&th=11fcd6885659335e
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Figure 3.4. Volunteers weaving tapestry at Art Walk 2009 (September 26, 2009).
The volunteer recruitment effort continued even after the project had moved to the
stage of tapestry construction. During the Weatherford Art Walk in the fall of 2009, some
of the volunteer weavers who had already undergone some tapestry training attended the
event, staffing a demonstration booth near the information desk of the Weatherford Arts
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Council, offering a weaving demonstration, and showing a short film outlining plans for
The Tapestry Project.
The tapestry weaving began after the tapestry loom had design and warps tied, the
recruitment effort slowed down. Eventually, through a smaller group of committed
volunteers emerged, the collective that would be most responsible for the actual
construction of The Tapestry Project.
Tapestry Cartoon Design
The process of designing the tapestry cartoon took many meetings and group
discussions over a period of six months. The in-person design sessions featured the active
input of more than 35 members of the Western Oklahoma community, but all of those 35
people were never together in the same room. As few as six members and as many as 20
took part in individual meetings, and the moods and dynamics of the meetings changed,
depending on the individuals who were present. For example, one individual attended
two consecutive face-to-face meetings, first a fairly large meeting (about 15 people) and
then a small one (about six). At the first of these meetings, the overall opinion of the
group included a desire to include realistic figures of humans or animals, which the group
thought would be the best depiction of Western Oklahoma. At this larger meeting, the
individuals agreed with the majority of the people present. At another meeting, less than a
week later, a contrary opinion arose: that the inclusion of identifiable figures would
distract the overall image of Oklahoma. At this meeting, the individual who had endorsed
the majority opinion at the previous meeting – that human or animal figures should be
included – endorsed the new idea, that figures were not essential to any depiction of
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Western Oklahoma, and it should focus mostly on a picture of the landscape. It was
interesting to attend the discussions about what people thought their own communities
should look like in tapestry format. Some expressed that they would be more comfortable
working on a project on which I had planned matters such as format, dimension,
materials, color, and design.
The transcript below is from a section of the video documentation of the March
10, 2009 meeting, which was at the beginning stage of the tapestry cartoon design
meetings:
A: So there is no preconceived idea whether we want to do a landscape or a
collage? So there is no preconceived idea of what to expect. You have to know
that first so you can know if you want it to be a 14 by 7 or a 7 by 7.
B: I think it should be something that will catch their attention and then as they
look at it they will discover more about it.
E: So should we discuss which kind of subject matter we would like to see in the
design? (People looking confused) Should I write it down?
C: So the subject matter or the general idea is Oklahoma?
E: Yes, Western Oklahoma.
C: Temporally, modern, through time, starting when?
E: That is something we need to discuss because I am more of a technical
assistant helping things along, I want you to be the artists making decisions. If
there is a part that you’re not sure is possible with that specific technique then I
can discuss it with you, but I would like you telling me what you want to do.
A: I hadn’t thought about it before now, it’s kinda hard to come up with
something.
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C: Maybe we should have another meeting and come back with our ideas.
B: You were supposed to be thinking about it (hahaha)
C: We could do a linear temporal from one starting time to one ending time. We
could also do it random, what are some important people and events or scenes or
places, and we could kinda mix them up. We could do it as a map, looking at the
geographic location and here’s something interesting about this location or that
location. There are a lot of different ways we could go about doing this. I think
we should do a format and once we have the format we can start filling it in.
B: And I just started thinking, what do you think about when you think of western
Oklahoma?
C: The only thing I could think of would be the windmills.
B: I think of wheat.
D: I think of the old barns.
B: Route 66.
C: Route 66.
M: Lots of sky.
B: Beautiful sky.
M: A lot of sky relative to the amount of land there is.
A: But at the same time the land is hearty. People are strong people are hearty
and they could do about anything, especially the ones who went through the dust
bowl.
C: The dust bowl would be nice.
A: People who are very strong and proud of their heritage.
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Through March and April of 2009, at several face-to-face and online meetings
like the one transcribed above, people shared their ideas and images of Western
Oklahoma, such as windmills, wheat fields, tornadoes, buffalos, and other natural
elements. The group eventually came to the consensus that they would like to work with
a broad and stark image of Western Oklahoma, not smaller details that were mentioned
earlier. They decided that the focus of the work should be the dramatic sky and wideopen land. People then looked for reference images; some brought their own photos and
others accessed unrestricted photos through the Internet. These images provided and
recommended by the community members were then put together as the initial designs
and shared with the community participants at the meetings and posted on Facebook for
other community members to have opportunities to share their opinions about the
project’s design. The following images show the various stages of the design.

Figure 3.5. First Draft of Initial Design for Tapestry Cartoon (March 2009).

99

Texas Tech University, EunKyung Jeong, August 2012

Since the design under discussion was for tapestry weaving, there were questions
and concerns about the feasibility of weaving this rather realistic image. I explained that
the design would be simplified when it is finalized. Some people made a better
connection between the tapestry technique and the design under discussion when I made
a comparison to pixilation in digital imagery; tapestry techniques often present pixilated
looks for curve lines. In order to communicate this idea, I provided the image below, a
simplified version of the image above using digital- imaging technology.

Figure 3.6. Simplified Initial Design for Tapestry Cartoon (March 2009).
When the image above was presented, people expressed that they were not
comfortable with the broad sections of orange and pink in the Sun. We went back to the
first draft and made some changes to the areas and redid the color separation for the
purposes of the cartoon.

100

Texas Tech University, EunKyung Jeong, August 2012

Figure 3.7. Revised Design for Tapestry Cartoon (March 2009).

Figure 3.8. Revised Design Simplified for Tapestry Cartoon (March 2009).
The design group was more comfortable with the revised design. The final design
went through a multi-step group revision processes. Facebook was used as a forum for
further review of the progress between sessions as a way to express opinions about the
design revision process going on between meetings. Facebook also provided an outlet for
community members who could not come to the meetings in person. The following are
some comments from the community members about the first draft of the tapestry
cartoon that were posted on the Facebook group page, “Public Art – Tapestry”:
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These discussions also produced concerns about the color of the field, the cloud
pattern in the sky, and the overall composition of the design. The following images were
attempts to accommodate some of these concerns from community members. These were
posted on the Facebook group page for people to review and discuss.

Figure 3.10. Tapestry Cartoon Design Variations before Finalization (2009).

Tapestry Cartoon Exhibition
The cartoon exhibition was basically a summary of the discussion meetings
regarding the tapestry cartoon design in person and through the Facebook. It ran from
May 1 to July 1, 2009 at SWOSU art gallery. The gallery is in the lobby area of the art
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building, an area open to general public from Monday through Friday, 9 am – 5 pm. The
exhibition consisted of visual images of the tapestry cartoon design in various stages as
well as tapestry samples and basic educational materials concerning tapestry techniques.
There was also a tapestry loom with tied warps for visitors to be able to see in person the
tapestry in progress. Community members were invited to try to weave in order to gain a
better sense of the artistic medium. In the picture below, one of the volunteers who
attended the tapestry workshops at the local public library is showing a new member how
to weave tapestry at the opening reception on Friday, May 1, 2009.

Figure 3.11. Tapestry Exhibition Opening (May 1, 2009).
There was also an informal gallery talk on Friday, May 1, 2009. The gallery talk
reviewed the overall process of the discussions and design revisions during the months of
March and April in order to help community members understand of progress The
Tapestry Project had made to that point. Another important part of this event was a pair
of tapestry workshops on Saturday, May 2 and Thursday, May 21.
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Though the more active members of community were necessarily more influential
than the less active members, this tapestry cartoon exhibition was intended to consider
the opinions of all of the participants, even those who could not attend the workshops or
meetings because of their busy schedules. I knew in advance that the two-month duration
of the tapestry cartoon exhibition was in ways excessive. Nevertheless in consultation
with design group, I allowed two months in order to accommodate even the most
demanding schedules of local people who might be interested in the project.
Many community members who attended design meetings helped me with the
event. They carried on discussions among themselves and with outsiders, they helped to
set up the event, and they brought food and drink to share with the visitors. And while I
had prepared to deliver the planned gallery talk essentially on my own, I was pleasantly
surprised when even the gallery talk became a more communal event among the visitors
and the design meeting participants.
The Project Participants
It is impossible to give a precise total number of people who participated in the
various stages of the grand 34-month tapestry project. It was my intention to keep precise
records of these numbers, but experience taught me an important lesson about the nature
of collaborative public art: I repeatedly approached participants to sign the log books at
planning design, open studios, exhibitions and other events, but many chose not to.
Including only those individuals who recorded their participation (on sign-up
sheets, through Facebook, through emails, or through telephone calls), approximately 300
people took some part. Though I am making a fairly wild guess, I estimate that about
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200 others took part as observers and casual commentators over the duration of the
project. These 500 or so participants include some individuals who made no suggestions
that ended up altering the project at all and who nevertheless consider themselves today
to be contributors to the final project. The numbers also include individuals who would
not consider themselves contributors at all yet who made positive contributions to the
project in the form of suggestions that the collective eventually adopted. One of the
examples of the latter is an individual whose signature clearly appears on a sign-up sheet
next to a request for more public sharing work-in-progress – a request that The Tapestry
Group decided to honor – but who later had no clear memory of making that suggestion.
Some people did not consider their ideas as contributions to the project because they only
counted hands-on weaving as real contributions to the project.
The number of participants rises above 500 when I consider the contributions of
people on campus who administratively supported my grant applications or helped with
the dispensing of the awarded funding. Though it may strain the limitations of the
definition of the word “participants,” the number of participants rises comfortably into
the thousands when it includes art consumers at public exhibitions, open studios, and
workshops. I believe they are valuable participants because their encouragement,
responses, or mere presence became fuel for the more directly involved volunteers.
Not all the 1000+ participants in the project can be called volunteers weavers
though. The smaller group, totaling about 35, were a very important part to this project.
They volunteered to learn and weave the tapestry; they brought food to receptions; they
helped me with exhibition set-ups; they discussed the details of the project with me; they
functioned as ambassadors of the project in communities; and they looked for exhibition
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opportunities for The Tapestry Project. Later, some of these volunteers altered the
tapestry traveling exhibitions together with me to make presentations about the project.
Many people were short-term volunteers. Many of these people participated in
portions of the project such as design meetings, weaving workshops, tapestry cartoon
exhibitions, open studio days, and/or celebratory the open studio events when the tapestry
was completed. They supported and enjoyed the progress and meeting with the volunteer
weavers. They were very happy when they were “allowed” to weave a bit on the
developing tapestry without the many weeks of formal training the several committed
volunteers went through. They were excited to hear the behind-the-scenes stories from
the core weavers (I call them “The Tapestry Group”) about the director (myself) getting
in trouble with the group because of her plan of using cheaper yarns due to budget
limitations. They also enjoyed the story about the day I fell from a chair while weaving to
receive the sympathy of other weavers of the group, but only after they expressed their
desire that I fall away from the loom rather than toward it. Some of these short-term
volunteers wrote stories about what they saw in the studio, stories that appeared in the
local newspaper as well as the university’s literary journal, Westview. Some brought
refreshments, some encouraged the group, and some simply enjoyed visiting. However,
some of these short-term volunteers could not stay with the project for entire duration of
the project because of other obligations. These short-term volunteers as well as other
community members made recommendations and otherwise inspired the educational
materials about the project, which included the detailed process as well as other
background information, to accompany the traveling exhibitions of the completed
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tapestry. These short-term volunteers helped to make the word “tapestry” a part of the
everyday vocabulary of the communities of western Oklahoma.
Weaving Workshops
Basic weaving training began before the cartoon design was completed. It took
place in a series of workshops between March and September of 2009, attended by 16
people, eight attending every session and eight more sporadically. The lessons began
with the basic structure of tapestry weaving; we made finger skeins (butterflies), we tied
warps to looms, and we did basic over-and-under weaving. We discussed the special
characteristics of tapestry weaving, which normally does not show the warp because
wefts cover them completely. The figure 3.12 shows the basic tapestry structure, but
eventually the warps will be completely covered, as shown in figure 3.13.

Figure 3.12. Basic Tapestry Structure.

Figure 3.13. Actual Weaving.

The next lessons were the techniques such as how to start and end finger skeins
for the purpose of switching color during weaving, how to make basic shapes with the
basic over-and-under weaving technique, and how to mix colors in order to produce
shades beyond those offered by store-bought yarns.
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Figure 3.14. Volunteer Learning Basic Tapestry Techniques (May, 2009).
At the end of May, I informed the volunteers – waning in number but waxing in
enthusiasm – that I needed to be out of town for five weeks in June for my annual
migration to Lubbock, TX to attend a summer course, and I told them that the tapestry
workshops would be continued when I returned that July. Myra Jennings, whose
enthusiasm led her to purchase books and other materials on the history and technique of
tapestry, offered to lead the workshops while I was out of town, and four other volunteers
seemed to prefer continuing their learning. I left the June 2009 meeting schedule up to the
volunteers, and I assigned my student research assistants to support their activities by
providing access to the facilities and materials. Though I did not know it at the time, this
was a crucial moment for The Tapestry Project: at this point, four of the weavers decided
to follow Myra’s leadership in my absence, and three of these four (along with Myra and
myself) would form the core group that would do the bulk of the work entailed in the
construction of the tapestry. Others would remain peripherally involved in the project, but
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there was now a clear distinction between the more and less committed members of the
community. The rationales varied among the weavers who chose not to attend the
sessions that Myra led: two assumed that they would resume work when I returned but
were then discouraged in July by how much the others had progressed without them;
another enthusiastic weaver had plans to travel in the late spring and never rejoined the
group. I sometimes wonder in retrospect if the core group would have been slightly larger
had I insisted that the project be suspended as I did my summer study. In the end, though,
any large communal art project is subject to the whims of fate, and this crucial moment in
late May and June of 2009 had a lot to do with the formation of the final working group.
The Tapestry Group
The core weavers who were vital to the project’s successful completion, who saw
it through from beginning to end, were Carol Goyer, Myra Jennings, Mary Segal, Cristina
Stone, and myself. I called this collective as The Tapestry Group.
Carol Goyer farms and keeps a home 12 miles outside of Weatherford. She came
to know me when she learned about my Asian calligraphy continuing education class
through the Weatherford Daily News. Sometime thereafter, I invited her to come to The
Tapestry Project meeting. She had never been a professional artist, but she has been a
committed hobbyist throughout her life in sewing, quilting, drawing, and painting with
oil and watercolor. As an academically trained artist and art educator, I assessed the
quality of Goyer’s artworks exceeded the amateur artist level.
Myra Jennings is a citizen of the world. She was born in Mountain View,
Oklahoma traveled and worked in Africa and Europe, and is a resident of Davis,
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California. She is currently attending to her ill mother in Oklahoma. She has no formal
art background, but her hobbies include knitting and quilt work. Her professional field
was infectious microbiology. Before working on The Tapestry Project, she took my
tapestry workshops at the Weatherford Public Library. Myra was also present from the
initial organizational meetings for The Tapestry Project. Myra Jennings grew up in
Western Oklahoma and pursued a career in infectious microbiology that included
extensive work in Gabon, Africa.
Mary Segal moved from Minnesota to Western Oklahoma, where she keeps a
home and a private animal farm west of Weatherford. Her training is in science, but she
has always been interested in art, though her experience had been limited to high school
courses and some night classes at Southwestern Oklahoma State University. She attended
the tapestry workshops in 2008 at the local public library where she learned basic tapestry
together with Myra. Mary also donates her time at a community farm to grow food to
support local youth groups.
Cristina Stone was born, raised, and educated in Italy, where she began a career as
an elementary school teacher. She came to the United States after she met her Oklahoma
husband in Italy. She has always loved art, and when she was young, she liked to draw
and paint. She has a degree in Elementary Education and was a teacher in Italy. Knitting
has been a hobby of hers since she was young. She became involved with the project
when she was invited by a mutual friend to attend the initial tapestry meeting. She keeps
a home in Thomas, OK, and raises three children. Though she has always loved to draw,
paint, and knit, she has never been a professional artist.
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The project would not have possible without these individuals who committed
more than two tears of their lives to the project. They have my great respect as
community members who go involved in making a difference in their own communities
through The Tapestry Project and also as my fellow tapestry artists. Currently, these four
individuals are still weaving and sharing their experiences of participating with others
through the tapestry traveling exhibitions. I am eternally grateful to these core members
who are my close friends now as well as to many other members of the community for
taking a chance with me and making this dream of a project come true.
When I came back from my study in Lubbock, the volunteers shared their
experiences of making small tapestry pieces in order to teach themselves the basic
weaving techniques that they had learned from books about weaving. They practiced
changing colors and making shapes in a tapestry by weaving study pieces. Because of
these volunteers’ efforts to master the basic tapestry techniques, we could move into the
intermediate level of weaving technique, such as the optical color mixing of yarns, when
I got back in town.
The following email shows the correspondence between Myra and I about one of
the June workshops that Myra had led when she took leadership of the project in my
absence.
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Gmail - Re: Workshop report

4/20/12 2:28 PM

EunKyung Jeong <eunkyungjeong@gmail.com>

Texas Tech University, EunKyung Jeong, August 2012
Re: Workshop report
1 message
EunKyung Jeong

Fri, Jun 12, 2009 at 8:13 PM

Dear Myra,
Thank you very much for letting me know.
You guys rock!
I am impressed by the commitment of the group members.
Can't wait to get back to the project.
Thanks again for your leadership.
I cannot imagine the project has moved this far without you.
E.K.
--- On Fri, 6/12/09, Myra Jennings <
From: Myra Jennings <
Subject: Workshop report
To: "EunKyung Jeong" <
Date: Friday, June 12, 2009, 7:58 PM

> wrote:
>
>

Carol, Cristina, Mary and I had a great workshop and Ryan and Melaine had everything prepared for us. We
reviewed tying the warps, calculated how many epi we needed for the fiber we would use and warped our
looms. Ryan made copies for us so everyone left with instructions for this project focused on learning basic
techniques. We each chose the colors we wanted to use so all our designs will be unique even though we
are using the same cartoon. We will each work in our own space and meet again next week on Thurs at 3:00
in the W'Ford public library to discuss our progress and problems. I am unable to meet on Friday next week
and all the others wanted to not wait for two weeks to meet again. I consider that a fantastic example of
committment. We are all four committed to perfecting the basic techniques of tapestry weaving so we can
work on the large piece with confidence that we can produce art worth viewing.
Carol brought cream puffs so we all had a delightfully sweet break. We had a lot of fun being together and I
think everyone enjoyed getting our looms and fibers ready for each of us to weave a project with a common
cartoon. We will work on weaving curved and straight shapes, hatching with several variations and a circle.
We will all use at least three colors and learn how to begin and end colors. We are jazzed!
I hope summer session is going well for you. We are having so much fun but will have so much more fun
when you are back to inspire, teach and assist us.
Best always,
Myra

Figure 3.15. Email Correspondence between Myra and I in June 2009.
https://mail.google.com/mail/?ui=2&ik=e222debcdb&view=pt&q=tapestry&qs=true&search=query&th=121d72d0d143681c

Tapestry Loom Construction

Page 1 of 1

The loom construction began in July 2009. I chose the common vertical tapestry
loom. It needed to be built on site both because a prefabricated loom would have cost
several thousand dollars and because, even if we could have afforded such a prefabricated
loom, it could not have fit through the studio door. The tapestry loom needed to be bigger
than the dimensions of the planned tapestry. The dimensions of the tapestry were to be 7
feet high and 14 feet wide, so the loom was designed to be 9 feet wide and 16 feet high,
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which was the maximum height that the studio could accommodate. The loom had to be
built in the studio because the doorway was smaller than the height of the loom when it
was assembled.
Among the many decisions we made concerning materials and procedures for
constructing the loom, two related decisions were of foremost importance. The first of
these concerned the quality of the lumber itself. Since the loom would not be the part of
the finished artwork, there was some temptation to choose inexpensive lightweight
lumber. Because of the planned duration of the project, I made the decision to invest in
high quality 4” x 6” pine for the loom. It was essential that the loom be able to hold the
cotton warp strings at essentially a constant tension for several months. While a single
cotton string would not challenge the integrity of even some flimsiest variety of lumber,
the 350 warp strings the tapestry required could challenge even the some more expensive
varieties. The second big decision regarding the loom concerned the joints that would be
used to hold the four sides together as a rectangle. For smaller lap looms, the most
common method is a simple butt joint held together by screws. Because, again, of the
tension that the loom would undergo and the planned duration of the project, I decided to
hold the sides of the loom together with the combination of half-lap joints and cross-lap
joints that provide sturdier structure (see Figure 3.16).
The floor loom with half lap joints and cross lap joints was made in July in
SWOSU’s art building over about two weeks. When it was completed, it was sanded to
prevent the rough edges of the loom from damaging the cotton string that would be tied
as warps.
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Figure 3.16. Cross Lap Joint of the Tapestry Loom.
Tapestry Cartoons on the Loom
In my own practice, I usually paint or draw tapestry cartoons. However, the
cartoon was done in digital print format for this project because some volunteers
expressed discomfort with the idea of drawing or painting. The final design was enlarged,
printed in sections, and taped together on a large paper backing. The edges of the cartoon
were reinforced with tape punctured with holes that would allow it to be tied to the loom,
behind the warps.

Figure 3.17. Completed Tapestry Loom with the Cartoon.
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Tying Warps on the Loom
For a small-scale project, the warps (vertical strings on the loom) can be simply
wrapped around a lap loom, which means that there is a tie at the beginning and another
tie at the end of the continuous warp. Some lap looms come with small screw-nails
evenly spaced on the bottom and top of the frame. In cases of such small looms, weavers
can simply go up and down through the space between the nails and place the warps
easily. This continuous warping technique also requires minimal tying of knots. Also,
small-scale projects do not need heavy (thick) warps.
However, warps needed to be tied individually for our large-scale tapestry project.
Also, heavy 18-ply cotton string was used to warp the loom for the project. During the
weaving process, the warp threads were stretched from the top to bottom of the loom.
The project used two-per-inch gauge for warping the loom. There were about 340 warps
required. Adding some extra warps to guide the edges and hold the tapestry cartoon, the
total of warps on the loom became 350. Because of the scale, tension, and duration of the
planned tapestry-weaving, we tied each warp by hand once on the top of the loom and
one more time at the bottom. These 700 knots were tied in a week by the volunteers and
myself.
The core volunteers were trained with some basic warping techniques. Since warp
threads must be firm and evenly spaced on the loom, the top and bottom of the horizontal
beams of the loom were first marked at every inch. The volunteers also learned that the
tension of tied warps should be consistent throughout the loom. The volunteers and
myself worked together to complete the warping. They were trained and put to practice
immediately. Tying the bottom part of the warps is very important in order to control the
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tension, which needs to be tight enough to permit easy and straight weaving. It also needs
to be flexible enough to move the warps to create sheds (the temporary separation
between warps for weft passed through the space), by placing several warps through the
wefts at once.
Tapestry Weaving
Scores of other participants wove small parts of the tapestry and/or shared their
ideas and support for the project. Some others visited the studio, watched the weaving
process, and inspired the weavers, and some others wrote about their experiences of
visiting the tapestry weaving sessions.
When the actual weaving of the tapestry started, the project required a level of
commitment from volunteers that had not been essential its earlier stages. At this point,
while still receiving the input and support from other members of the Western Oklahoma
community, the collective that were responsible for weaving The Tapestry Project
gradually condensed into nine people: myself, the four core members, and two pairs of
people alternating in peripheral roles. The first of these pairs consisted of Nikki Janzen
and Marin Lopez, both SWOSU art students, who served as student assistants, Nikki in
the summer and fall of 2010, Martin in the winter of 2010 and spring of 2011. Though
both made contributions to the actual weaving, both were assigned other important
functions in the project, including constructing butterfly skeins of yarn, making audio and
video recordings of work sessions, and keeping the keys to the studio, providing access to
the other members of the collective when I was not available. The other alternating pair
were Melaine Campbell and Huamin Wang, each of whom was intensively involved with
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the group for a period (Melaine in the earliest stages, Huamin two different stages, one
near the middle and one near the end), each making a small contribution to the actual
weaving but a larger contribution to the collective identity of the group. (The roles of
Nikki, Martin, Melaine, and Huamin will be discussed in chapter four.) It became clear
in the spring of 2010, though, that the core of committed volunteers who would see the
project through from beginning to end were five: Carol Goyer, Myra Jennings, Mary
Segal, Cristina Stone, and myself. I began to call this new collective “The Tapestry
Group.”
The weaving of The Tapestry Project started in July of 2009. The Tapestry Group
anticipated that it would take about a year to complete. At first they met for a few hours
once a week to weave. However, realizing that, they would need to work more if they
wanted to meet the originally planned timeline, they decided to double their weaving
time, working twice a week. On days when we were weaving, the public was welcome to
stop by the tapestry room and see the progress; the weaving days also functioned as open
studios, and many people took advantage of this opportunity, including some who had
taken part in the cartoon design.
Large-format tapestry is traditionally woven by a group of artisans, in a natural
teaching, learning, and mentoring environment. The weaving of The Tapestry Project was
done in this group-work environment. People were sitting side by side and weaving
different areas of the emerging tapestry, and the portion that one person worked on often
developed with subtle differences from the portions other people worked on. For this
reason, I recommended that individual artists move around to prevent having noticeable
patterns created in the tapestry by the idiosyncrasies of individual contributors.
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The Weaving Process, Part One: August to December of 2009
For predictable reasons, the start of the weaving process went more slowly than
the finish. The group gradually accustomed itself to matters it would take for granted as
the process neared completion: tying warps, the disorientation involved in weaving from
the bottom to the top, switching colors by using different color-combination finger
skeins, and others. In addition, though, work was slowed at the start by some less
predictable matters: a group of people with different life experiences and different work
habits had to learn to co-exist in a work environment, to reach consensus regarding the
boundary between enjoyable social interaction and distraction. There were trying
moments early in the weaving process when distracted weavers made errors that required
painstaking repair.
Weaving began with the footer.
The first weaving that the group did on the large loom was not part of the nowfamiliar design at all; instead, it was a piece that would be essential to the entire tapestry,
a piece called the footer, a woven four-inch supporting liner along the bottom of the
work. The footer (together with the header, a comparable piece that would line the top of
the finished work) is woven with plain white cotton string, and it can seem unimportant
to the work during the construction process. When the finished product is cut from the
loom, though, the header and footer are important to the appearance, stability, and
durability of the tapestry. After a couple days of work, the footer was completed, and the
group began to weave the designed tapestry.
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Color mixing was a challenge.
During the pre-construction practice sessions, the volunteer weavers had had
hours of discussion and practice on the techniques of optical color mixing, and they felt
comfortable in theory with the idea of making color decisions “on the fly.” I had
anticipated problems with color mixing in the middle and late stages of the project—
when images of the sun, the sky, and earth began to come together—but I had assumed
that the earliest stages of the weaving, requiring only mixes of various shades of green
both would be simpler and would provide the weavers with the experience and
confidence necessary to face the later, greater challenges. Very early on, though, most of
the weavers confessed to misgivings about their color-mixing choices. In a few cases, I
could see that there indeed was a problem. In these cases, the weavers had to go back,
remove lengths of yarn, and re-weave with the correct colors. Another minor issue easily
resolved was accidentally putting the wrong color into a skein or having to add a color.
To remedy this problem, artists untied the skein and inserted the desired yarn and/or
removed the unwanted yarn. In the great majority of these cases, though, I recognized
that the color mixing was in fact very good and that the weavers would recognize it as
such once they had made sufficient progress to permit visualization.
We briefly suspended the weaving and devoted our work session to finding a
solution to this problem. I was at first disappointed by the consensus among the group
that I should blend the colors on my own, that the other members of the group should
simply weave. I nevertheless agreed to the change under the condition that they all
continue to practice optical color mixing with the aim of returning my temporary
responsibility to a communal responsibility very soon, and they all agreed to this
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condition.
At the next meeting, I presented my proposal for the green-gradation palette for
the lowest inches of the tapestry, and it was criticized. The weavers rejected my idea of
darkening the bottom layers of green with intermittent rows of brown yarn, and they
preferred the look of a healthy field of green wheat. I revised my palette based on the
group’s suggestions, the group approved of the revision, and the weaving resumed.

Figure 3.18. The approved color palette.
At the beginning stage of the weaving, weavers naturally made some mistakes,
which had to be unwoven and rewoven, but the mistakes became fewer and fewer with
time. I wanted to believe that this improvement was due to the factor that I had predicted:
that as the design rose a few inches above the footer, the perspective provided by the
lowest sections would guide the weavers’ later color-mixing decisions. Nevertheless, it
was just as important, I believe, that the group followed its moment of doubt with the
affirmation of the vision of the larger collective that had designed the cartoon.
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Weavers rotated.
The width of the tapestry is about 14 feet, sufficient space for the five people
working on the tapestry at the same time. Just as in any artistic medium, people often
develop their own weaving idiosyncrasies even if they learn from the same instructor;
some pull wefts a little bit tighter, some have different approaches to color and design
interpretations than others, not to mention slightly different speeds of weaving. For these
reasons, it was important for the members of the group to frequently change their
positions on the floor. This rotation reduces the chance of noticeable differences in the
weaving styles of the completed piece that might possibly distract viewers from the
intended effects of the work. An additional side benefit of this rotation was that it made
the finished product more a communal project than five notably different sections created
by five different artists. The group understood and agreed with both the practical and the
philosophical reasons for this rotation, and it became a regular part of the routine.
I was a member of The Tapestry Group.
In my initial planning for the project, I imagined myself spending the bulk of my
time doing many administrative duties as well as teaching tapestry weaving and guiding
the volunteers through the weaving process. Unexpectedly, I found myself with chances
to weave on the project from time to time. I could not sit down with the other weavers for
long periods because of the need to offer help to the volunteers and student assistants. I
usually dealt with 6 - 8 different individuals each weaving session, answering their
questions and carrying on discussions about tapestry-related issues. However, because of
the volunteers’ passionate and diligent learning and practice during the summer, they
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were doing fine in the basic weaving; they needed only occasional help, especially with
switching finger skeins and color gradation, even at the start of the actual weaving. When
we had completed 15-20% of the tapestry, the weavers were more comfortable, and I had
several moments when I could sit and weave small portions.
Weavers were multi-tasking.
Though we were always weaving, the nature of the work permitted the group to
“kibitz.” As we grew more and more comfortable with one another, we began to talk
about local issues, the news, politics (the group included some members who were
extremely conservative and others who were radical), and the personal and professional
crises taking place in each of our lives (such as the drama surrounding my servicelearning project, Pangaea, mentioned in the chapter 2). We discussed the senior art
students’ exhibitions, which were rotating in the art building lobby over the months. We
discussed class projects on display in the hallways. We discussed the daily price of wheat
as well as world culture and cuisine. These informal discussions informed me both about
the particular topics we discussed and about matters related about the project, matters
about which I had been curious when I’d first explored the possibility of a communal
public art project, matters such as the volunteers’ motivations for participating
(always artistic, but also social to different degrees), if tapestry were the right artistic
medium for this type of community art project (it was: such kibitzing could cause
problems with some other media), and if my approach of having the volunteers in art
projects would create more support for the arts (yes).
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Each of the weavers realized it at different times, but these talks while we were
weaving the tapestry were therapeutic. We were sharing stories of our life experiences
that are worthy of sharing and that needed sharing; some were stories of everyday
incidents, and some others concerned serious problems still to be resolved. In this
process, the weavers collectively supported each other, solved some little problems, but
most importantly, offered sympathy and support over the problems that could not be
solved so simply. It is very moving experience, but I made a decision not to include in
this dissertation the personal details that we shared.
“Let’s complete the half way curve by the Christmas.”
As the tapestry progressed, we moved from sitting on the floor to sitting on the
chairs of various heights. Eventually, we stood and wove on our feet, bending down less
and less as the image rose on the loom. When we reached approximately the 33% mark
of the tapestry in mid-November, the group set its goal of completing the area containing
the green field—just short of 50% of the whole work—by Christmas. They did complete
the half of the tapestry and made sure the curved line was smooth and well packed by the
end of 2009. In order to do so, the weavers increased the number of meetings from one
per week to two. Also, in addition the agreed-upon regular weaving session hours, some
stayed late and to weave more, and some came in early to review the progress in order to
ensure themselves that the project was on the right track before the whole group would
start weaving session for that day. Some days, participants joked about replacing their
family responsibilities with artistic responsibilities. The subjects of kibitzing sessions
evolved into quick recipes and even the most nutritional of fast food possibilities.
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Figure 3.19. Weavers Working on Near the Horizon.
The Weaving Process, Part Two: January to May of 2010
At this point, the group was comfortable with the general tapestry weaving
technique because they have been weaving for five months since their basic workshops.
They could change colors with comparative ease. For this second half of the weaving
process, there were more rapid color changes as well as the juggling of multiple finger
skeins that intimidated some visiting observers who had been the weavers’ peers just
months earlier. The group became accustomed to the smooth gradation in the lower half
of the tapestry, which needed only two or three finger skeins at a time.
More dramatic contrasts in color and value in comparison created new challenges
as the tapestry rose to the level of the horizon, where the different colors of the earth, the
sun, and the sky come together. Some of the weavers needed help constructing new
fingers skeins for this section. However, once people started weaving and seeing the
progress over a couple of inches of the new colors, they were more comfortable.
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Volunteers were not here to assist me.
Months earlier, I had received a question from a small number of volunteers
working on the lower portion of the tapestry: should they still be weaving, or do I want
them to do something else? When I did not understand the question at first, the volunteers
clarified it by expressing their assumption that their jobs were as mere assistants to me.
Some weavers still thought they were not yet “good enough” for the project, not for the
important portions; they supposed that they would do things like organizing yarn bins or
do some weaving but on a corner where there is not much of details. I remembered
answering the question and again explaining the idea that the volunteers were not there to
assist me or my project; the project itself is collaborative work, not “my” work, and I was
the one there to assist the volunteers in making the tapestry.
A related discussion came from a visitor to the studio in the fall of 2009, who
asked under whose name the tapestry would be exhibited when it is completed, if mine
was to be the only name listed as an artist since I was an artist and the other volunteers
were not. I answered that the project was a collaborative work and it is not easy to list
everyone, but the people who work regularly throughout the project would be listed as
artists. I noticed that my answer surprised the visitors and the weavers.
As we were moving into more complicated area of the design, into the upper half
of the tapestry, some were asking questions similar ones I had received many months
earlier: Should they continue weaving, or is there something they might do to refine the
simpler lower portion of the tapestry? They were wondering if they should make yarn
skeins for me or observe my work.
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I never intended to have the volunteers as mere assistants. We had student
assistants for the chores in the studio such as bowling yarns, making finger skeins, and
organizing yarn bins. Before each weaving session, the studio was prepared with the
necessary finger skeins with right color palette.

Figure 3.20. Prepared Finger Skeins for Weavers.
“We would not use acrylics yarns.”
I originally planned to use a combination of acrylic, wool blend with acrylic, and
cotton yarns for the project. I considered the choice of colors to be more important than
the materials of the yarns, and I also considered the limited budget. However, the
committed volunteers had discussions over the acrylic yarns they had used in weaving
workshops and asked me if they would be weaving the public art tapestry with the similar
yarns. When I answered that some colors can be of the acrylic yarns, they expressed their
desire to work exclusively with natural fibers such as wool, silk, and cotton. I realized
that that change would bring some budget difficulties, but I also respected their opinions
that if they were spending countless hours weaving the tapestry, they would like to create
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something they could be very proud of, high quality artwork made of high quality
materials. The following memo I sent to myself shows the discussion on this topic:
January 7, 2010 (Thursday) Tapestry Group Meeting 2 - 4 pm, ART 415
Myra Jennings, Mary Segal, Cristina Stone, Carol Goyer, Melaine Campbell, E.K.
Jeong, Nikki Janzen, D'Lese Travis
Second session of weaving Sun area
•

Carol called in the morning to inform me that her husband Gary’s cousin from
Frisco center in Clinton, OK may stop by today or next Tuesday. Again, local
volunteers can pull their connections. People are more comfortable to deal with
their acquaintance than outsider, such as myself.

•

It seemed that working with many colors simultaneously bothers some group
members. The tapestry technique seems simple at first, but it does have
mathematical structure required to weave. Since the tapestry structure has hidden
warps by covering the warps with wefts, it is important to cover even and odd
numbered warp with wefts taking regular turns of “over” and “under.” Otherwise,
it shows warp/s for the section where it failed to maintain regular turns.

•

When there is many color variations, weavers are required to work with many
colors (finger skeins) at once. It is not easy to maintain the regular over and under
structure. Especially, removing and adding color/s can easily destroy the regular
pattern (over and under). Juggling this colors and tapestry structure take many
years of training and practice. The group had expressed this difficulty while we
were working on the lower half of the tapestry, which has less colors and changes.

•

Yarns I have ordered are not here yet. We need particular colors that are required
for optical color mixing. It is important for smooth gradation. I have purchased
some acrylic yarns from local Wal-mart and mixed with the existing wool, silk,
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and cottons yarns. The group discussed again about the high quality they would
like to maintain and rejected the idea of mixing the acrylic yarns. The group has
high expectations and pride in their involvement in this project. They seemed to
be very attached to this project and group dynamics. It delays the process, but it
supervises the quality and democracy. I did hope for this enthusiasm, but I did not
know what and to expect. My project management style may contribute to this
open discussion that was started from early stage of this project. I plan to pay
more attention to this.

January 12, 2010 (Tuesday) 2 - 4 pm
Myra, Mary, Carol, Melaine (came late due to her work schedule), Cristina, E.K.,
Nikki, Martin, Kevin Collins
•

10 am – 2 pm: Continue from last night, I have worked on color mixing and
finger skein. I have finished on time for the group discussion and approval.

•

2 pm: People showed up and began making comments about the progress. They
seemed to be happy about to see the colors are made. Since it is not easy to tell by
the small portion of the woven area to see the colors, the group seems to be
having more discussions. It is good to see the group is comfortable expressing
their opinions.

•

Ahh~ I think I got the approval of the colors today.
Interesting thing happened. After all those concerns about how to weave the top
half section due to its complicated design/pattern, people slowly just started
weaving without major frustration. I can be because of my sample weaving, but it
was only 2 – 3 inches. The group seemed to be surprised as well. They have
woven some, stepped back, and exchange ideas and enjoy the process.

•

Maybe they begin to loose the fear of this new section. Maybe people begin to
feel comfortable with the problem solving process in art. It is also amazing to
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watch the power of support; buddies who have similar fear/hesitation can come
together and solve the problems. It may also be the more exposure to art since last
semester. They are comfortable walking into art building. Sometimes, I see them
stopping by to see artwork in the first floor gallery before and after the tapestry
sessions. They are waiting for Nikki’s (student assistant) senior exhibition.
•

Dr. Kevin Collins (WAC president-elect for 2010-2011) asked if I envision the
group this way. My answer was that I did not know what to expect. I had vague
plan, but also it was m first time directing project like this.
But, number of people who can work at once is same. Due to the limited space
that the tapestry provides, only up to 4-6 people can work at once.
The memo of Tuesday, January 12, 2010 shows the mood of the studio about the

weavers’ input to the project, including how I needed to figure out a way to come up with
quality material in precisely the needed colors for the images. About a week later, I got
their approval on the color palette and the yarns for the second half of the tapestry.
There were center ladies and edge ladies.
In mid-January of 2010, the upper portion of the tapestry had developed a
recognizable sun and sky; the sun was in the center of the composition, and the sky was
filled with dramatic clouds surrounding the sun. At this point, something interesting
happened among the group of committed volunteers: a couple of weavers wished to work
on the sun area, and others preferred to work mostly the sides, on the dark sky. At this
point, my standard advice, “please rotate,” was not working. Some weavers were not
getting enough chances to weave on the center area because of the other enthusiastic
volunteers who were fascinated with the colorful focal point of the design in the tapestry.
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At that time, we were weaving the upper area of the tapestry, and I was not sure if
the weavers were even aware of the situation. When some weavers mentioned shyly that
they might not be technically good enough to weave in the center area, I realized that the
comment implied that the left and right areas (the sky and clouds) were understood to be
easier to weave than the sun was. In my experience, it is common for people to assume
the area with less color change and simpler designs is easier to weave in comparison to an
area with more details. However, this is not necessarily true. In tapestry weaving, the
edges are often the most crucial elements to the overall structure and integrity of the
work.
Optical color mixing begins to make sense.
Interestingly, when we were about 70% finished with the tapestry, color blending
seemed to make much more sense to the volunteer weavers. In contrast to what I had
noticed in the lower portion of the piece—that relatively simple color blending was a big
challenge for them—the weavers began trying to make their own finger skeins with
necessary colors for their portions of the weaving. I had noticed before the phenomenon
that some of the weavers were puzzled by the rapid variation of colors in the design for
the sun and sky portions of the design. I made many finger skeins for the beginning of the
upper half of the weaving, but because of the rapid changes and subtle differences in the
interpretations of the colors between the weavers and myself, some worked on their own
color blending. Most of the time, they still asked for my endorsement of finger skeins
with their own color interpretations. It was also clear that they were gaining confidence in
their optical color mixing.
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We had a community member from far away.
Beginning in mid-winter of 2010, there was a semi-regular visitor from China,
Huamin Wang, who was an officer of the Department of Education in China. She had
briefly joined us about halfway through the first half of the weaving (green field), and she
came back for a longer visit when we were several weeks into the second half of the
weaving (sky). She took pictures and asked many questions of the weavers and myself,
seeking out ways to share our project with others when she returned to China. Huamin
was also eager to weave as much as possible, and while she made notable progress, her
work offered a minor distraction to the rest of the group, who kept an eye out to assure
themselves that the newcomer’s contributions were appropriate. Huamin Wang expanded
the group in another way: though the core members had lived in nearly all regions of the
United States, and while some had spent extended periods in Europe and Africa, the visits
of Huamin Wang made our communty project the effort of a more global community.
We finished the tapestry.
In the early spring of 2010, after Huamin had again returned home, it became
obvious that the end of the project was in sight, and the group met this reality with mixed
emotions. On the verge of a goal we had sought for two years, we also understood that a
very eventful period of our lives was coming to an end. Though I believe that no member
made the conscious decision to slow the work – I know that I didn’t – progress slowed
notably near the end. In addition to any separation anxiety that we may have experienced,
though, there were practical reasons for the slowdown. Whereas the earlier stages of the
weaving was done first sitting on the floor, then sitting in chairs, then standing on the
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floor, and then standing on chairs, the end of the project entailed standing on chairs and
reaching our hands high above our heads to weave the last rows of the project. This
uncomfortable position both brought fatigue and demanded frequent breaks, which –
along with the emotional effects of the “beginning of the end” – brought a notable
malaise to the work in mid-April of 2010.
The malaise was shattered, though, when Myra brought in the exciting news about
Fiberworks, a juried exhibition and competition in all fiber media to be held in July at the
IAO Gallery in Oklahoma City. Though some later confessed to misgivings about the
possibility of rejection, the group was unanimous in its decision to try to aim for
Fiberworks. Just as it had set Christmas as a deadline for weaving up to the horizon of the
earth the previous year, the group set May 15 as the deadline for finishing the project,
which would allow the group plenty of time to enter the work into the competition, a
process that entailed filling out forms, and sending in an application fee, and delivering
the completed tapestry.
Though the act of standing on chairs and reaching above their heads was no less
physically taxing for the group, the work was faster and more excited once the decision
was made to try to enter Fiberworks. It quickly became certain that the group would
achieve the goal of finishing by mid-May, which permitted it to schedule a celebratory
unveiling on campus for May 27.
The group had not thought much about a title for the work until it was presented
with the Fiberworks application form. Suddenly, the need for a title was pressing.
Members of the group suggested Sunrise, which revived an old debate regarding whether
the tapestry depicts a sunrise or a sunset. (Convincing arguments can be made for both,
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and individual factions within the group felt strongly about both; so both Sunrise and
Sunset were rejected.) Carol suggested a title specifying the site as Western Oklahoma,
and another old debate was revived: though Western Oklahoma was certainly the original
inspiration for the cartoon design, the sharp curve of the horizon in the work suggests a
landmass much larger than all of Oklahoma. So Carol withdrew her suggestion. Cristina
proposed Sun Melting into the Earth, and Myra, finding that title too “busy,” suggested
simplifying it to Sun on Earth. As it had so often before, the group reached consensus,
and the tapestry had a title.
The group easily met its self-imposed deadline of May 15, and except for some
minor details that would be completed after the celebratory unveiling (cutting the work
from its loom, adding a decorative backing, and attaching display hooks), The Tapestry
Project was finished.

Celebration of Tapestry Completion
Numerous weavers, visitors, and supporters
We finished the tapestry in May of 2010. Besides the regular open studio sessions
at which many visitors saw the different stages of the tapestry project, there were a few
open studios sessions that invited the Weatherford community, the SWOSU community,
and sponsors to celebrate the milestone. Numerous people visited the studio on Thursday,
May 27, 2010. Some of the guests were friends and families of the weavers. Some were
sponsors who supported the project but had not had the chance to see the work until its
completion. Many SWOSU administrative staffers were there to see the outcome of their
support for two years.
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The volunteers were very happy to give the public a behind-the-scenes view of
the tapestry, which still hung on its loom, exposing the many tapestry yarn tails that were
left on the back of the tapestry. Weavers were busy answering the questions from the
visitors. Most of all, the community members who had woven a few lines, or a few
dozen, were there looking for the spots they had contributed and sharing their
experiences. I witnessed pride in of all participants showing off their accomplishment on
that day. Some visitors took brief weaving lessons on a small practice loom.

Figure 3.21. Open Studio in May 2010.

Tapestry Traveling Exhibition/Presentation (Series 1)
Preparing the Tapestry for Transportation
After the celebratory open studio day, Sun on Earth was cut from the loom by
many volunteers who were honored to take turns with the shears. The tapestry was then
placed on a large table surface to have the finishing touches applied: tying the loose ends
of the wefts and warps, folding and stitching the footer and header to the back of the
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design, and attaching a liner to the back. The volunteers and I placed nine fabric hooks on
the back of the work for even distribution of the weight for during the exhibition. Then
Sun on Earth was ready for transportation its exhibition sites. Because of the scale of the
tapestry, we placed a big paper tube on one corner and rolled the tapestry into seven foot
long tube with a diameter of about two feet.
Exhibition Sites
The following traveling exhibitions have been arranged and completed. The first
exhibition site was the inspirational Fiberworks exhibition at the IAO Gallery in
Oklahoma City in July 2010. The tapestry was selected by the jurors to be included in the
exhibition. We have received many compliments from the gallery visitors as well from
fellow fiber artists with works in the exhibition.
The second exhibition was at the Route 66 Museum in Clinton, OK, which is a
city 15 miles west from Weatherford. Sun on Earth was exhibited for the most of August,
2010. The tapestry was displayed in the lobby of the museum where it would not cost
people anything to stop by and see the work. Numerous visitors saw the tapestry. We also
exhibited photos that showed the progress of the tapestry.
The third exhibition, in Weatherford, accompanied a presentation about the
project. It was during the Art Walk event at the Stafford Museum in September of 2010.
The tapestry was displayed on one side of the banquet room and slide images were
projected to the main wall as Dr. Kevin Collins read “Pairs of Hands,” a literary account
of the planning and construction of Sun on Earth. Many volunteer weavers attended and
saw their accomplishment enjoyed by several of the townsfolk who had played small
parts in creating the piece and several others to whom it was brand new.
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The fourth exhibition was at the gallery at Redlands Community College in El
Reno, OK, which is between Weatherford and Oklahoma City, from December of 2010
to January 2011. Sun on Earth was displayed in the center of the gallery, and the walls on
the sides had information about the construction of the work and some historical
background information on tapestry as a form. We also had a panel discussion near the
end of the exhibition for the weavers and myself to visit the gallery and share our
experiences.
For the fifth exhibition, we went back to Clinton and held extensive events: an
exhibition, workshops, panel discussions, and presentations. The exhibition format was
similar to the one at Redlands Community College. We had a room reserved for other
events. Guest speakers and myself made presentations. The weavers carried on
discussions with other community members about the project as well as about the
prospects for more arts events in local communities. The Frisco Conference Center
generously supported this event, Community Art Forum, in April of 2011.
The following exhibition was in Lubbock, TX. It was a part of ICIC Exhibition at
the Downtown Underground Gallery for the First Friday Art Trail in May 2011. Myra
and Cristina kindly brought the tapestry from Weatherford to Lubbock. Many
knowledgeable visitors asked about the optical color mixing of the tapestry weaving, and
the weavers responded with authority. While we were in Lubbock, we also accepted an
invitation from the Lubbock Fiber Guilds, a group that held its meetings at the National
Ranching Heritage Museum. Many fiber guild members expressed their appreciation of
the project and its outcome. The Tapestry Group made a presentation together.
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Supporting Agencies and Individuals
The project was made possible through funding from the Oklahoma Arts Council,
the Weatherford Arts Council, Southwestern Oklahoma State University, the Elizabeth
Firestone Graham Foundation, and the City of Weatherford Hotel/Motel Tax Fund. This
is the usual statement I place in press releases or other printed matter. These funding
agencies provided the necessary support for the different stages of The Tapestry Project.
Southwestern Oklahoma State University (SWOSU) and the Weatherford Arts Council
(WAC) functioned as umbrella agencies for the project to obtain funding from other
agencies. However, there are complicated details of other support worth mentioning
besides these simple credits to the listed funding agencies above.
The Tapestry Project is a relatively large-scale project. It took over two years
going through various stages such as design, tapestry workshop, loom building, warping,
tapestry cartoon construction, weaving, color-mixing workshop, and the traveling
exhibition. Funding to meet the costs involved in the various phases of the project came
from several sources including cash through grants and matching cash as well as in-kind
donations in the form of volunteer hours, facility use, and materials.
It is not easy to accurately calculate the costs of the project because they involved
in-kind donations and volunteer hours from individuals from various backgrounds. Also
the number ($10/hr) I assigned for each volunteer hour of the community members
cannot be understood as an actual value of their hours. However, for this project and at
this estimated cost, the numbers certainly do not represent the level of importance or
impact of the project. The hours and efforts of community volunteers are much more
valuable, as it is clear through the discussion of the details of the project. The numbers I
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place into the calculations for the community volunteers ($10/hr) as well as the numbers
for my in-kind hours doing administrative work and technical advising for the project
($50/hr, including fringe benefits) are only the numbers commonly used and accepted by
many agencies such as universities and funding agencies. They are also the recommended
or standard numbers in many grant proposals and reports for state agencies and private
foundations. Again, the hourly rate for involved individuals is used only to assist readers’
understanding of the overall costs and efforts of the project.
Cash Contributions
The project received grants and matching cash from various agencies for different
portions and stages of the project.
•

Oklahoma Arts Council (OAC) community arts grant

$ 2,233

•

Southwestern Oklahoma State University match for the OAC grant

$ 2,233

•

Weatherford Arts Council grant

$ 1,500

•

Elizabeth Firestone Graham Foundation grant

•

The City of Weatherford Hotel/Motel Tax Fund

$ 4,900

•

SWOSU College of Arts and Sciences Faculty Research grant

$ 2,700

$ 10,000

-------------------------------------------------------------------------------------------------Cash Total: $ 23,566
The grants listed above were researched and written by me. I hold a faculty
position at Southwestern Oklahoma State University and submitted some grants utilizing
the university as an umbrella agency for the project. However, the project and related
grant writing were not parts of my assigned workload. The hours dedicated to the project
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through the necessary administrative work (such as writing these grant proposals and
managing the awarded funding) as well as the work on final reports were my in-kind
donation for the project. These hours are calculated approximately in the following
section, In-Kind Donations.
In-kind Donations
“In-kind” means paid or given in goods, commodities, or services instead of
money (In-Kind, n.d.). In grant documents, the terms “in-kind” or “in-kind donation” are
used to recognize or to keep a record of non-monetary contributions: donations in formats
such as equipment, supplies, space, etc. The amount of in-kind in a budget, which can be
provided by the grantee to meet cost-sharing requirements, may be limited by the funding
source (In-Kind Contribution, n.d.).
There were various sources of in-kind contributions beyond the requirements for
the grants I applied for and received for the project. Also, the following estimation of inkind donations, including volunteer hours, is a minimum calculation based on the
documented records. The actual hours and efforts are much more than the numbers
shown because it is not easy to keep track of all the hours of discussion, phone calls,
emails, and scheduled meetings and workshops. It is also evident that there were hours
devoted by individuals working to learn and improve their weaving skills as well as
efforts to solve the problems presented by the project.
Each volunteer hour by a community member is calculated at $10 per hour. My
hours were calculated at $50 per hour including fringe benefits, which follows the
standard guidelines of Southwestern Oklahoma State University. I have used the standard
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reimbursement rate provided by the U.S. General Services Administration for core
weavers’ travel to and from the studio to weave the tapestry, which is $0.5 per mile. With
this background information in mind, the following is the in-kind support that the project
received:

•

Volunteer hours
Core weavers: 1400 hours @ $10/hour = $14,000
The Weatherford Arts Council officers: 30 hours @ $10 = $300
Other volunteers: 400 hours @ $10/hour = $4,000

•

Administrator hours
Project director hours: 400 hours @ $50/hour = $20,000
Grant writer and manager hours: 300 hours @ $50/hour = $15,000

•

Other contribution
Driving by core weavers: 19,600 miles @ $0.5/mile = $9,800
SWOSU’s waiver of 40% overhead: $13,733 @ 0.4 = $5,493
-------------------------------------------------------------------------------------------------In-Kind Total: $68,593

141

Texas Tech University, EunKyung Jeong, August 2012

CHAPTER 4
DISCUSSION/ANALYSIS

To be an artist and to direct a community tapestry project is like being intimately
involved with a river – a fast flowing river. It takes a lot of energy and gives a lot
of energy and it's always moving. It is a very profound experience ...
Thoma Ewen

In this chapter, I discuss and analyze the various aspects of The Tapestry Project,
concerning matters that would not be obvious to casual observer. I do make evaluative
comments on matters such as the volunteers, the funding, and some administrative
decisions. I seek to determine whether or not each worked for this particular community
art project or needs to be modified for possible future projects. Nevertheless, some of the
components of this project were neither clearly a success nor clearly a failure. I hope my
readers will review my discussion/analysis of the project and understand that the aspects
of the project that I evaluate positively may not necessarily work for other projects.
Readers should also understand that the elements I evaluate less positively may work
well in other projects. It is impossible to share a definitive formula that would work for
all community art projects, because many such projects come with unique settings, in
different towns, and with a different populations. By sharing the challenges, the success,
and the lessons I have discovered in my project, I hope to inspire many readers to
participate in, support, and lead community art projects. I am writing this chapter as
advice and inspiration to others as well as to myself with regard to future projects.
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Advance Planning
In spite of what may be the single most profound lesson that The Tapestry Project
taught me – that the best plans must be adjustable – I think it would be a mistake to
undertake a project of this scale without a very detailed plan. Even with a degree of
certainty that the plan will have to be adjusted, the nature of a long-term communal
project makes a guiding vision an essential defense against the confusion, fatigue, and
personal or artistic disagreements that occurred among The Tapestry Group and would
inevitably occur among any comparable group of passionate artists. While I am happy
overall with the degree to which The Tapestry Group was able to follow through on its
original vision for the work, there are some specific areas in which further planning was
clearly required. There are some questions that the group did not answer in advance,
though, and I would be sure to find a consensus on these questions as part of any future
communal project I undertake. The first of these important questions concerns who
“owns” the finished product.
A published catalog entitled Two Thousand Bobbins, a study of 22 community
tapestry projects in Australia from 1981 to 1988, includes a planning guide for communal
tapestry projects, and the guide recommends deciding where the completed tapestry
should be permanently exhibited, deciding which individuals or groups will take care of
the tapestry, and writing up agreements about these details with funding agencies and
other interested parties before beginning the project. This question became an important
one to Sun on Earth because the work does not have a permanent exhibition site or a
person designated as responsible for its maintenance. Fortunately, in the case of Sun on
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Earth, there is no one dominant agency or funding source that can claim the tapestry
because there is no agency that made a contribution that is notably more substantial than
the others in the project. Also, most of the awarded grants supported a small, short-term
portion of the project, such as an exhibition or a catalog. In fact, the sum of the
community members’ in-kind contributions count as the biggest single contribution to the
project, which also fits the original concept of the project: people’s art.
Some people assume that the tapestry belongs to the university because of my
affiliation with the university; some even assume that the university funded all or most of
the project. So far, no one is bluntly claiming the tapestry because of his or her
contributions, but my lack of forethought on this issue leaves the group vulnerable to
predations such as this. For future projects, I would certainly plan for a permanent
exhibition site for the work. My idea for addressing this issue on future projects is that
there should be a committee composed of funding agencies and individuals from the
collective tasked with making decisions concerning storing, maintaining, and showing the
work for many decades to come. The Tapestry Group is considering establishing a nonprofit organization that can represent their voices in this and other issues related to Sun
on Earth. Still, if a peripherally involved individual or agency were now to object to the
group’s retroactive decisions, I could not guarantee that the will of The Tapestry Group
would be respected.
In the case of a comparable future project, I believe that it would be wise to write
an agreement about where the completed work would be placed and who would be
responsible for conserving it. This agreement should express the will of the collective,
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but even this expression would be likely be imperfect: the community collective that
existed during the earliest planning stages was vastly different from the collective that
ended up doing the lion’s share of the work. Still, latecomers to future projects could
learn of the collective’s will for the disposition of the finished work, and they can then
raise any objections that they might have.
I was fortunate to have many people help me on different stages of the project.
Still, I see the necessity of having more than one arts administrator to work on multi-year
projects. The community tapestry projects studied in Two Thousand Bobbins had hosting
organizations as well as advisors and artists for each project. For future collaborative
tapestry projects, I would add supporting organizations and advisors besides the
administrators I mentioned earlier: a purchasing manager, grant writer, a writer of press
releases and related communications, a studio manager, a traveling exhibition
coordinator, and a recruitment coordinator. I believe that, with this change, the involved
people can focus more sharply on their specific portions of the larger project.
One more thought that stayed with me through the entire process of Sun on Earth
was the location of the studio, on the campus of an institution of higher learning. I
remember the tapestry workshops in 2008, with wonderful turnouts at the local public
library. I think this was partially because it was more a comfortable place for many
people. Many local people are comfortable in a university setting, but some others clearly
are not. There is no community arts center in town, but I see the necessity of finding a
way to go where the people are and where more people can be comfortable for future
projects.
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My plans for future community tapestry projects will be more extensive and
detailed than my plan for Sun on Earth; the plans will be more conscious of people,
budgets, spaces, exhibition sites, and the conservation of the completed tapestries, which
will reflect the experiences I gained from the journey of making Sun on Earth and related
research on similar projects around the world. I will make detailed plans in advance, but I
will make clear to my collaborators that even the most extensive plans are only
discussion points. The decisions will be made in a democratic and egalitarian system
among the collaborators and participants, including myself, along our collective journey
toward true public art, art that is of, for, and by the people.

For Future Projects
As I mentioned earlier, it is not easy to have clear rules for community art
projects, but the following is a simple reminder to myself that may also be helpful to
other arts administrators.
•

Do expect the project or process to be imperfect

•

Do collaborate (by letting people do their things, and by asking for help)

•

Do remain humble

•

Do research and plan thoroughly, but allow room for modification

•

Do consider in-person recruitment and direct invitation rather than relying only on
public announcements

•

Do recruit people from various areas (for writing press releases, for coordinating
events, for designing educational materials)
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•

Do consider creative approaches in securing funding

•

Do divide long-term projects into parts or stages

•

Do respect volunteers and their hours

•

Do provide reasons for volunteers’ to consider participation in the project

•

Do allow yourself to become friends with volunteers

•

Do show appreciation to others

•

Do consider that volunteers are ideal communicators with the project’s audiences

•

Do carry on open discussions and let people know of backgrounds and intentions

•

Do send out frequent press releases about the project and its progress often

•

Do look for (local) organizations for partnerships

•

Do write an agreements with funding agencies about the project and its
maintenance

•

Do remember that each project is unique

•

Do consider people’s familiarity in artistic mediums for community art projects

•

Do enjoy the process and have fun
All of these suggestions, perhaps the most important ones – humility, embracing

imperfection, recruiting volunteers, collaboration, and learning more about the
community – are discussed to various degrees in the following pages.

Humility
I have been learning and practicing art for about 30 years beyond my K-12
curriculum. I have been trained in various visual arts by different mentors with diverse
cultural backgrounds. I have been entering and winning art competitions, been accepted
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for juried exhibitions, been invited to hold solo shows, and been participating in
international biennales. I consider myself to be an establish artist. I started this project
thinking (not consciously) that I am an “art professional” guiding amateurs; I assumed
that I would play a more central role in the collaboration than I ended up playing. In fact,
I have been learning as much from the project as the other participants have learned. I
watched volunteers solving problems during the project using the wisdom from their life
experiences. I am the one who was guided by their kindness and patience. I realize that
some academic knowledge and experience in art can give an individual important
insights, but such insights do not always make a person better equipped for a project like
this than the insights of the others involved in the collaboration. I believe that one should
approach this type of collaborative project with humble attitude.

Embracing Imperfection
It has been a quite a journey working on The Tapestry Project. I got so much out
of a project that I thought I was undertaking as a service to others. I made a remark about
The Tapestry Project on a couple of occasions that it was successful partially because I
was an inexperienced director; I had an idea of the project with room for others’ input
rather than a detailed finalized plan to impose on my collaborators. The participants
worked together with me on decision making in a democratic way; it was collective effort
that made it a truly people-centered public art project. Because of my limited knowledge
in guiding collaborative public-art projects, I studied, I listened, and I reviewed the
progress of each stage carefully. At this point, I am happy to see the tapestry traveling to
many communities and possibly inspiring people to undertake similar projects in their
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towns. In the future, when I will be an experienced director, I am aware that I need to
repeatedly remind myself not to be overconfident about projects, to work to ensure that I
remain a useful member of a collaborative team, still humble and willing to listen to my
collaborators.
One day in Spring of 2011, long after the tapestry was completed and The
Tapestry Group felt comfortable as friends, I asked Cristina if my most obvious
imperfection, my struggles with communicating in English, made her wonder about her
decision to join the group. She answered to the contrary, noting that my own imperfection
made her slightly more comfortable with her own flaws – including her own grasp of
English – and more willing to be a part of the group of volunteer weavers. I would advise
people who hesitate to start or get involved in this type of project because of their
imperfections to reconsider, to embrace their own imperfections.

Reward
People should organize community art projects with collaborative art-making
methods if they feel passionate about a particular project. This type of project takes time
and commitment. I started the project that became Sun on Earth with passion, but I did
not know how much I would enjoy it. It has been wonderful experience, but it was also a
demanding project. In the midst of the project, during the many tapestry-weaving
sessions, I went through the faculty tenure-review process at my university. At the
beginning of March 2010, I received the letter from the university president saying that
he would present to the Board of Regents of the Regional University System of
Oklahoma a recommendation for approval for my tenure. I then received my final tenure
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notification in the middle of April 2010. Meanwhile, the tapestry project was moving
forward, and weaving portion was completed that May. We celebrated together with
numerous community members in the studio. Some colleagues asked why I was still
having the open studio even after my tenure notification, why I was even keeping the
regular weaving schedule twice a week. At that moment, I was just puzzled by the
questions, which got me thinking that some colleagues might assume that I was doing the
project only for tenure purposes or for the purpose of a few lines on the CV. It does not
make sense to start a project like this with only the ambition of getting tenured; there are
scholarly and service projects available that can provide lines on my CV at the expense of
much less commitment and effort.
Evaluating the project strictly in terms of the measurable “bottom line” – various
payoffs relative to commitments of time, effort, and money – I think that any accountant
would consider my project to be a net loss even if it made significant contributions to my
tenure. This type of community art project, like any other creative activity, provides
something more than what can be represented by monetary value or recognition. I would
recommend that people consider starting and working on this type of project only if the
activity is what they love to do and if they do not expect more in return other than sense
of accomplishment and joy that such a project can bring. My reward from the project was
being part of the community of like-minded people who were bonded through the sharing
of similar interests; I enjoyed weaving a portion of the tapestry together with other
volunteer weavers, I also enjoyed participating in the discussions related to it, and I
enjoyed the developing friendships that grew through the weekly meetings.
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Observing and Learning about the Community
I believe that people, especially artists and arts administrators who are involved in
community arts, should observe their surroundings, because there are many things we can
learn from our daily lives in our communities. People have been telling me that there are
no significant artistic activities going on in the rural community in which I live, Western
Oklahoma. I tended to agree with this claim before I looked around and put some effort
into learning about my surroundings. However, I discovered that there are numerous
artistic activities and support groups for the arts in Western Oklahoma; some are small in
scale, and some may not be immediately noticeable to someone who is new to the
community. Having been one myself not long ago, I understand that there are people in
the area who make quick judgments about local arts opportunities without taking the time
to gather accurate data.
The research location, Weatherford, Oklahoma, has unique characteristics as a
rural town. Southwestern Oklahoma State University brings people to Weatherford for
educational, artistic, and cultural opportunities because of its convenient location for the
people of Western Oklahoma communities. For many of these people, the drive to
Weatherford for cultural events is not an undue burden, whereas a drive to Oklahoma
City can be. When people are in town for events like these, they also have the opportunity
to dine and shop at local businesses. Many of the volunteer weavers in the project did
their grocery shopping, and other shopping, when they come in town for tapestry
weaving and other events such as open studio days. The existence of the university often
stimulates small businesses in town, businesses that boost the local tax base and provide
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necessary services to smaller rural communities nearby. I believe that community art
projects can have comparable effects on the community.
Before I had much understanding of my new town of Weatherford, I visited a
several reputable art galleries and art organizations in metropolitan areas (Oklahoma
City, Tulsa, and Norman), and I joined some art organizations in these towns soon after I
moved to Oklahoma. There were many individuals who welcomed and supported me, and
some were concerned about my “exile” to Weatherford. Some of these individuals
recommended that I relocate to their cities. The reason for this recommendation was their
understanding that there were no arts activities, and that there was no respect for the arts,
in Western Oklahoma. Later, when they learned that I was working, through the Visiting
Artists Program, to bring art exhibitions and art lectures series to Weatherford, they told
me that it would not be worth the trouble it takes to be a hero in that area because there
would be no recognition or support from the communities and the people I serve. It
sounded to me a rather definitive statement considering the fact that most of these people
did not have direct experience of life in Western Oklahoma, but I later learned that the
statement was motivated in part by a level of prejudice about rural communities.
A myth related to the statement above made by people in metropolitan areas is
that if one is to be a professional artist, he or she must leave the rural area and join the
arts communities in the big cities. I have heard similar statements from many people,
including many young adults such as my students and some art school graduates.
Likewise, many years ago, some people in New York State recommended that I should
not leave that state because that there are no highly regarded arts outside of New York.
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While I do recognize some advantages enjoyed by New York artists – particularly related
to funding sources and potential audiences – I also see the prejudice in some people’s
idea of the differences between “high art” and the styles and formats that can be seen as
“lesser art.” I myself came to town with a degree of such prejudice, it took me a while to
learn the local culture – what people do and think, how things work, and what people
value and enjoy. When I realized that the many talented people in Weatherford and its
surrounding communities are keeping craft traditions and developing art projects in the
communities of Western Oklahoma, I was embarrassed by my earlier prejudices. Many of
these people make practical items such as baskets and quilts for their households, and
they use the products of their labors for both functional and ornamental purposes. These
people enjoy the arts in their lives.
Many people, especially those who are not familiar with rural communities, also
share a slightly different prejudice; they assume that the most members of a rural
community have more leisurely lifestyles than those in metropolitan areas, so people in
small towns have plenty of time to do crafts and keep these traditions alive through the
generations. This is true to some degree; some local individuals maintain and develop
crafts traditions in their households and communities. I recently saw one young colleague
on campus quilting a blanket for her niece, carrying on an artistic crafts tradition. She
was cutting and putting fabric together using a pattern. When I asked if she had any
training in quilting, she said that it was in the family; her grandmother and her mother
quilted and made dresses, so now she quilts and sews because she grew up watching and
helping family members with their projects. I appreciated the nice handmade gift that this
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colleague was making for her newborn niece in this busy contemporary society that often
seems to devalue such traditions. On the other hand, many people are forgetting the
“unnecessary” handcrafts skills because we are surrounded by an abundance of readymade goods for our everyday lives, even many folks in remotely located rural America.
Learning about my new environment is a long process, still unfinished, and it led
me to begin attending local live theatre events. The experience made me think about
relationship between the arts and the communities apart from what I learned in
classrooms. As I was watching a production of Oliver! at the Southwest Playhouse
(SWPH) in Clinton, OK last winter, I realized the similarity between local community
theatre and The Tapestry Project. The director of the theatrical production came out just
before the performance and introduced the play, and she also pointed out that there were
several of her friends and members of her family the audience. I believe those people
were there to support her, and I believe that at least some of them would not be present
but for this kinship. To them, the play is more special because of their own family
connections to it. I also noticed some of my own acquaintances in the list of actors and
actresses. The simple idea that sharing artistic experience with family and friends can
build patronage in a community was a big lesson I learned through The Tapestry Project
as well as related arts-administration experience. Both with The Tapestry Group itself
and with its eventual patrons, artistic experience always tended to follows – to grow out
of – kinship experience. Now, my community is both my textbook and the research
location where I learn and practice.
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The Advantages of People’s Familiarity in the Community Art Medium
Tapestry as a public art medium is not a very well-known concept in traditional
public-art practice. The word “tapestry” evokes in some people a very arcane and
technical French artistic tradition. When people try to connect this foreign idea to a
“regular folk’s project,” with participation by numerous community members with little
or no training in weaving, it may seem silly at first. However, it is not very odd
combination considering the simplicity of the basic tapestry technique, straightforward
over-and-under weaving, and the familiarity of the form to the people of Western
Oklahoma because of the local traditions of quilting and other craftwork.
I chose tapestry because of the local people’s familiarity with the materials and
simple basic technique of the medium, which also accommodates both group work and
variable schedules. Tapestry is also an appropriate collaborative public-art medium
because the portability of the finished product, which allows the work to visit many
different communities in order for the artists to share their work with many people as
possible and also to advocate for community arts in rural communities in America. When
I was planning The Tapestry Project, I was not sure exactly what it took to create a piece
of collaborative public art. Also, my initial research did not uncover resources about
community tapestry projects. When I found out about the Canadian fiber artist Thoma
Ewen, after the completion of Sun on Earth, much more information revealed itself
through the gateway of her articles.
Kay Lawrence wrote in the preface for Two Thousand Bobbins about the growth
of tapestry weaving as an expressive medium that has been not limited to professional
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artists, that also became a popular medium for community-art practice. Now I know that
there have been active community tapestry projects in Australia, Europe, and Canada,
though I still could not find similar projects in the United States. It is possible that there
were some such projects in the US, projects that could not be found in the literature or on
the web because of their small scale and/or limited resources. But the other examples
throughout the world show the artistic medium of tapestry to be successful for
collaborative community art and public art projects.
As the numerous examples in the world show, tapestry offers many benefits and
positive impacts to artists, volunteers, and other community members: People have
opportunities to participate in artistic activities, artists have opportunities to share their
knowledge with people, and communities can add public art to their towns. I believe
artists, arts organizations, and communities should consider tapestry as a medium for
community art projects and public art projects in their communities.

Types of Collaboration
Collaboration is the essence of community projects like Sun on Earth, and my
experience taught me that collaboration can mean many things, which is important to the
project’s outcomes.
Collaborating by Letting People Work
I did much of the administrative work for Sun on Earth, wearing different hats
such as the project director, the artistic director, workshop coordinator, grant writer and
manager, and exhibition coordinator. While I had had experience in some of these roles, I
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did not have a perfectly clear idea of what I was getting myself into when the project was
in its initial stages. I think I should have had recruited other administrators, as well as
some of the volunteer weavers, to take on different responsibilities for the project. In
retrospect, I am still not sure if it was a courage or ignorance that led me to jump into the
project while working as a full-time art instructor, working toward a degree, preparing
two solo exhibitions, and getting ready for tenure review in the middle of the project. As I
list all of the administrative titles I had for the project, it sounds as though I did most of
the project by myself. However, there were many other people who generously
collaborated on various portions of the project.
I think that in certain circumstances, collaboration can be difficult. One key in
The Tapestry Project was successful collaboration, letting people do what they were good
at, what they enjoyed, and what they were willing to do. When Myra volunteered to lead
the tapestry workshops in my absence, I knew enough to believe that she was capable and
willing. She did a wonderful job at training the other volunteers, and herself, during the
summer of 2009. My contribution was simply letting her do the work she was willing to
do. This was slightly different from my original vision of myself alone as tapestry
instructor, but as I learned that Myra had studied tapestry from books as well as through
my workshops. This duty was a perfect match for her skills and desires to serve the needs
of the project. Sometimes, collaboration can simply be about letting people work.
Collaborating by Seeking and Accepting Help
There were several other individuals who played important roles in launching and
successfully completing the project. Three of those individuals helped me and the project
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in the shadows; two of these individuals guided me with securing necessary funding, and
one supported me with volunteer recruitment. Sometimes, asking for help can be
uncomfortable because it entails telling others about my lack of ability to accomplish
certain things alone. Also, seeking people’s help can require following their ideas,
suggestions, and instructions to tackle the problems I cannot solve alone, which can mean
making some modifications to the original plan for the project. Fortunately, essential with
the project came from kind people who made the process of asking for and accepting it
both pleasant and discreet.
The first very helpful person was then the director of SWOSU’s Office of
Sponsored Program (OSP). In early 2008, I applied for funding for the overall project
through the National Endowment for the Arts, hoping that this type of project would be
recognized for and funded on its own merits. It was my firm and naïve belief as a junior
faculty member and a part-time arts administrator that the merit of the project itself
would ensure its funding. This first proposal was not awarded. I discussed the situation
with the sponsored program director. When she and I reexamined the proposed project,
we agreed on a few possible flaws that funders might have seen in my application.
The first possible flaw in the proposal was the unconventional nature of the
project idea. The project – making public art together with community members under
professional artist guidance in tapestry format – was unfamiliar to many. Often, projects
can be simply classified in one category such as art education or public art; at other times,
one of the categories can be dominant and another secondary. Nevertheless, a grant writer
often must check only one box on a grant application form. But the project I was
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proposing was more complicated: it fit well into many categories that the funding
agencies use in their forms, but it fit very well into none of them.
The second problem with the proposal was the fact that this project was my first
of this duration, expense, and dependency on volunteers, which could possibly create
doubts about the success of the project in funders’ minds. For example, the project
included different important parts – art education, public art construction, and a traveling
exhibition – with each phase of the project dependent on the others. If the art-education
component were not successful, the public art portion could not be accomplished. If the
public art were not successfully completed, the traveling exhibition could not begin. In
addition, the dependency on volunteer involvement for the project’s success could have
be seen as a possible problem from the perspective of funding agencies.
The third concern was the lack of a track record between the funding agency and
either the university or the project director (myself). There was no record to support my
claim that the project would be in the hands of a reliable and committed organization and
an experienced director who has dealt with the NEA before. I had dealt with local, state,
and regional funding organizations, but on smaller-scale projects. This kept the proposal
from being competitive with applications from organizations with better track records.
The failure to acquire funding for the project was at first a big obstruction and
discouragement for me. But the project continued without a big delay because of the help
I received. As a junior faculty member undertaking a larger-scale and unusual project
with only a few years of grant writing experience, I was fortunate to have the support of
SWOSU’s OSP director. Some might see the director’s contribution simply as an
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administrator doing her job. The reality, though, is that the arts are in competition with
the other scholarly fields for the time and attention of grant-related administrators, and
funding in most other fields can be much greater (and often require a smaller cash match)
than it is in the arts. I was fortunate to have an OSP director who was capable of seeing
more than just the bottom line, one who recognized the potential merits of the proposal
and my commitment to it.
Just before the beginning of the fall semester of 2008, this administrator emailed
me about a funding opportunity posted by the Elizabeth Firestone Graham Foundation, an
agency with which I was not then familiar. It was a grant supporting an exhibition
publication (catalog or book). Since there were tapestry cartoon exhibitions planned
during the funding cycle, I proposed a catalog for the exhibition, which included the
process of designing the tapestry cartoon and the emergence of the project. At this time, I
was not confident about getting the funding, in part because I learned my lesson from the
previous denial and in part because I doubted that the funder would immediately see the
relationship between my project and a catalog. One morning in later October 2008, I
opened a thin envelope addressed to me from the Elizabeth Firestone Graham
Foundation. Unlike thin letters from other grant agencies, this one had a $10,000 check
and an award letter in it. This generous funding was essential in two ways. First, it
provided an outlet for the energies of committed volunteers as we searched for support
for other portions of the project. Second, it gave me the courage to further pursue funding
for the other portions of the project and helped me to continue the project.
The second person who was very influential to the funding of the project was then
the president of the Weatherford Arts Council. She was also the wife of the SWOSU
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president at that time. One day, we were walking together on Main Street, placing WAC
event posters in the windows of businesses. When she discovered that I had not received
the NEA grant, which was asking for the entire project budget, she asked me if I have any
other sources for funding. I told her that I secured a portion of the budget from the recent
Elizabeth Firestone Graham Foundation grant but that I was working on getting some
other grants for the tapestry-weaving portion of the project. I shared my concern about
losing momentum since the project involves volunteers. I quickly forgot about this
conversation, but several weeks later, the same woman called and said that we need to
work on the application for the City of Weatherford Hotel/Motel Tax Fund, which was
the relatively new program created by a ballot initiative that the voters of Weatherford
had passed. She arranged for the WAC to be an umbrella agency. She also accompanied
me to the city council and Hotel/Motel Tax Committee meetings. Since I had met her at
WAC meetings in late 2005, without knowing that she was the wife of the SWOSU
president, I had been receiving generous support on many art projects such as the Visiting
Artist Program and she continued her support of The Tapestry Project.
The third key person was a friend of mine in town with a very outgoing
personality. She had been in the community for over 15 years since her husband took a
faculty position on campus. While she took part in some of the earliest workshops with
the core weavers, she had to stop coming to the group meetings for the project because of
her graduate studies and other obligations, but her recruitment effort was a big part of the
project’s success. Two of the eventual four core volunteers came to the project as a direct
result of her recruitment efforts. In addition, she attracted some of the members of the
collective involved in designing the cartoon. She talked to many community members in
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town and gave me a list of people I should contact. At the same time, she repeatedly
called a friend who was very skeptical about the project, and she kept her church
acquaintances informed about the project. I believe this recruitment effort was an
important contribution to the overall project especially because of the project’s
dependency on volunteers and also because I was relatively new in town, without many
close friends or family to rely on for such support. I understand that it can make some
feel vulnerable, but I believe collaboration can be as simple as asking for help and
accepting help from collaborators. It is also important to keep an eye out for people like
this third key member of the project’s “background troika”: people with enthusiasm and
bubbly personalities. People with these two qualities can be essential to a project even
when they are not plagued by an obsession with weaving or other art forms.
Collaborating by Organizing a Leadership Team
I mentioned earlier that I would like to organize a team to undertake any
community projects like this one in the future. My experience of working on this
collaborative art project tells me that I should definitely consider creating a team of
people to lead future projects. I was fortunate to have several individuals voluntarily
supporting the project with their knowledge and connections, but I think that I need to
plan to have particular types of administrators for any future collaborative projects,
whether they are paid staff members or volunteers. I believe that a project of this scale
can use administrators such as a purchasing manager, a grant writer, a writer of press
releases and other related letters, a studio manager, a traveling exhibition coordinator,
and a recruitment coordinator. I think I would organize a team of people to lead my
future attempts of community art projects.
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Collaborating by Sharing Information
Fairly early on in the process, I disclosed information on my background to the
group of volunteers who were committing to the project. As much as I wanted the project
to start and eventually to succeed, I did not want the volunteers to make decisions about
their commitments without accurate information concerning what they would be
committing to and who they would be working with, i.e., myself as the project director. I
explained to the group my training in art (specifically in large-format tapestry), my
experience in community arts programs, and my collaborative experience with other
professionals. I also explained, though, my lack of experience with this particular type of
collaborative public-art making with community volunteers. I disclosed the information
that I had never before managed a project of this scale and variety, and I made clear that I
would need help from them.
Fortunately, this disclosure did not chase anyone off, and the core members still
committed to the project. I think this was the right thing to do before the tapestry training
and weaving started. I noticed that this disclosure also helped the volunteers to feel more
comfortable with me and to share their ideas during the project. I had not considered this
disclosure in my initial plan, but I am glad that I added it as the project proceeded. For
future projects, I would definitely include relevant disclosures like this one, even from
the very beginning stages of project planning, in order to be fair to my collaborators.
Collaborating by Appreciating the Contributions of Others
Again, volunteers are not just unpaid workers. Coordinators need to think about
what volunteers gain; they should be rewarded with a sense of accomplishment, with the
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feeling that they made real contributions to their communities, with a sense of
accompaniment and comradeship with like-minded people, with new knowledge and
skills, and with the enjoyment of the service they provide to the organization.
I believe that we need to show the volunteers that they are appreciated through
volunteer recognition on occasions. I did not know that there was a formal term for it,
“Volunteer Recognition,” but from time to time, I showed my appreciation to the
volunteers. For example, I invited the weavers to be my guests at local banquets or arts
events. When the tapestry was completed, I invited them to my home and shared the food
I enjoy. This was not strategically planned, but I think some of the gathering occasions
showed the group that they were appreciated. I believe that volunteers deserve
appreciation, and it would be wise for coordinators of comparable projects to formally
include this important element in their plans.
Collaborating by Listening/by Doing Action Research
Some asked why I listened to volunteers’ opinions regarding the project,
especially when they asked for high quality wool yarns, which can be costly. Others
asked me why I have volunteers do most of the weaving that I might do faster and more
accurately. I brought volunteers into the project because I wanted to connect the
community with art, not because I needed free labor. I listened to the volunteers’ ideas
about the project because I valued their opinions and their passion for the project. This
idea of involving community members was the very essence of the project. About the
specific request for the high-quality yarns, I was the one who was embarrassed. When I
heard the volunteers’ thoughts about the issue, I realized that I would have used high
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quality materials for my own artworks, but I had thought that the volunteers were only
novices who would not mind using lower-quality materials. Considering the many hours
they devoted to making the tapestry, I am glad that they made this point and helped me to
correct the situation. If you do not allow the room for volunteers to add their ideas to the
project, I do not think you will have true collaboration.
My decisions to adopt changes, such as working with the core-weaver group and
making changes in weaving materials, were based on my evaluation and reflection of the
project as it progressed. I believe that adopting this action research element (“evaluate,
reflect, and act”) into the collaborative art project was necessarily an important element
of the project. I wish I could take credit for this action research element of The Tapestry
Project, but it rather emerged from the nature of the collaborative working process that
requires accommodating collaborators’ ideas and revising the details as necessary to
make the project a truly democratic partnership. For a similar project in the future, I
would make sure to include this action research component in the project and explain the
process to participants as well as to the general public.
Encouraging Collaboration by Providing Reasons to Volunteer
I thought about the reasons why people would volunteer for The Tapestry Project.
I knew that my volunteers would gain training in tapestry technique from the project, as
well as some general appreciation of art, but I did not know that the volunteers, including
myself, would develop friendships through the tapestry-making process. Naturally, the
collaboration became more pleasant at these benefits developed; we were visiting with
friends and making artwork about which we felt passionate. I believe that an enjoyable
working environment can motivate people to volunteer.
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Volunteers are often understood to be people who work for no pay or who do less
important jobs. Some weavers in the project assumed that The Tapestry Project would
begin with similar understanding of volunteerism; they were asking what type of
supporting kind of work they should do, not expecting to take part in the important
portions of the project. The main motivation for some volunteers was to help others.
Some others volunteered to enjoy artistic activities that happened to have the by-product
of benefiting others. For future projects, I would plan to provide volunteers with
motivations such as knowledge, friendship, a sense of community, as well as enjoyable,
productive, and meaningful working environments. I can provide images of tapestries
created by volunteers as well as exhibition and presentation records that might motivate
the curiosity of some community members. Also, some volunteers from Sun on Earth
may be able to share their experiences in person for future volunteer recruitment.
Collaborating by Accepting Differences/Others
With a project like Sun on Earth, which involved many voices, there were
moments when people had difficulty understanding each other because of different
perspectives or backgrounds. One such disagreement was related to the tapestry cartoon
design, which was one of the biggest challenges of the project before the actual tapestry
weaving began. This was a continuation of the discussion from the tapestry cartoon
exhibition. When the group and I were discussing the design of the tapestry cartoon, there
were some frustrating yet interesting moments. Regarding the tapestry cartoon, we got
public-domain images from the web to do rough sketches digitally, just to have a general
idea of the design. Then, at some point, we began repeating ourselves, possibly because
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we did not understand each other. In my evaluation, the main cause of the frustration was
that I was accustomed to having the artistic license to modify reference images as
necessary, but the group was not. For example, I would explain, “Please ignore the road
and other details such as the town name in the current sketch; we will not weave them
because it is very difficult, perhaps impossible, to weave a very slim road that viewers
can notice.” Nevertheless, I received responses saying that the road is in the design and
that it does not look right. I said again we are not weaving the road. I reminded the group
that we do not have to remove these details from the cartoon; the cartoon is only for
reference purposes, we are not making the tapestry identical to the cartoon. We can
simply skip the road. My answer seemed unsatisfactory. The group responded again:
“But, E.K., Highway 54 is heading east to west in the image, but it really goes north to
south. It is wrong.” I realized that many artistic matters that seemed natural to me now
were necessarily more complicated to others. Another part of the confusion was related to
the different expertise of the individuals involved: Those who knew the local geography
very well were fixated on this detail, while I – fairly ignorant of geography – knew that
this matter was irrelevant. Next time, I would approach discussions with community
members with a better understanding of possible differences such as this because of the
different life experience and other backgrounds matters.

Ways of Sharing
Apart from the kinds of sharing implicit in the word “collaboration” (i.e. the
sharing of the challenges and the joy of the work itself), it is important to continue to
offer opportunities for involvement in the project to members of the community who lack
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the interest in or ability to engage as directly in the project as the core volunteers do. This
sort of sharing can take many forms.
Sharing the Learning
I believe that sharing the details of the project’s process with as many people as
possible is very important in order to encourage more community art and promote more
support for the arts. One portion of The Tapestry Project was intended to create
educational materials that show the tapestry-making progress in a catalog, on the web,
and in poster-board formats. The data gathered during the project (photos, interviews, and
the literature review) were useful for creating this educational material. Tapestry Book 1,
in catalog format, is complete; it includes the project’s inspiration, the tapestry loom
building, design and technique, and the involved people. Currently, Tapestry Book 2 is in
progress. A series of poster boards accompanies the actual tapestry on traveling
exhibitions, providing information about the collaborative tapestry making process and
tapestry in general. In addition, my university faculty web page has information identical
to that on the poster boards.
Sharing through Traveling Exhibitions and Presentations
The volunteer weavers and I have been touring the region to exhibit Sun on Earth.
We took part in some presentations/gallery talks to share our experiences in person with
gallery visitors. These exhibitions and presentations were successful; we had many
positive responses from the hosts and visitors. The value of this series of exhibitions was
not clear to some in the group until we have completed and received feedback. We
reached many people in various towns, we enjoyed the tapestry together with many
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people in different locations through these exhibitions, we discussed the idea and process
with many people during the presentations, and we encouraged them to try their own
projects as well as during the informal discussions with visitors in the galleries. It was a
profound experience for me to see how quickly people connected with the volunteer
weavers who “spoke the same language,” and I noticed some degree of envy among
gallery visitors over the accomplishments of people who were their peers. Members of
the group were the ambassadors of the project and of the arts in general.
Upon learning how effective these traveling exhibitions can be, I wish I had been
able to develop the cartoon exhibitions in this same format, moving the sessions to
various sites and possibly adding an element of presentation by the volunteers and myself
about the design. (This was not possible, of course, because I did not yet have a core of
community volunteers; I now do.) It may have made some difference in the overall
project. There is a possibility that, with this change in early stages of the project, the
number of participants and people who followed the progress of the work would have
been even greater. I think I would add more public events that permit people to see and
learn about the project in person for future projects, even if these changes in direction
delay the completion of the project a bit.
Sharing through Tapestry Workshops
Workshops were held throughout the process of weaving Sun on Earth, with
people of all ages invited to attend. We have continued to offer the tapestry workshops
and demos even after Sun on Earth was completed through traveling exhibition
opportunities. This hands-on component in community art projects helps foster better
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understanding of the artwork being displayed, including the creative process. Also,
demonstrations of the simple weaving technique allow the workshops to accommodate
people from various ages and backgrounds. This “doing” activity can help people feel
related to the weavers who made Sun on Earth, and it can possibly even inspire the
workshop participants to continue tapestry weaving as a hobby or perhaps even consider
organizing similar community tapestry projects in their communities. The earlier
volunteer weavers for the project became teachers and artists, and leading these
workshops gave me the idea that these events can have lasting impacts on the
communities that experience them.
Sharing with the Younger Generations
I thought again about the lasting impacts of these types of projects in Western
Oklahoma communities. When I thought what I might do in order to foster more artistic
activities and more support for the arts in our communities, preparing the younger
generations came to my mind, and I remembered learning about the “founder’s
syndrome” from Enid Holm’s book, Theatrically speaking: A guide to operations for the
nonprofit arts organization (1995). I think it is sad that a wonderful program or project
ends because there is no one to continue it after the person who initiated it leaves the
community. For this reason, I shared the experience and process of The Tapestry Project
with my students in the hope that some of my student participants would take part in
and/or support community arts in the future. Having this large-scale public art project
under construction in the art building allowed many students the unique opportunity to
observe and participate first hand in it. Some students participated in the design process,
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some others assisted the construction of vertical loom, and many of them also stopped by
occasionally to watch and to weave small portions of the tapestry. Students were involved
with various aspects of the design process. They participated in meetings about the design
review as well as helping in the production of the tapestry cartoon and publication of the
informational booklets. A few students helped regularly with the weaving process of the
project by preparing the finger skeins for the weavers during the production of the
tapestry. As I will discuss later in the chapter, even younger students were introduced to
experience of weaving, through the Weatherford Arts Council’s Summer Arts Academy.
My students also learned more about the project through a seminar course I
offered on public art, and they worked on a portion of The Tapestry Project (some
educational materials) as a part of their class project in the fall of 2010. These educational
materials were intended to share the results of the project with my students and the
community with the hope of inspiring further participation. The class discussed various
aspects of public-arts projects utilizing The Tapestry Project as an example; this included
learning the importance of public art, grant applications and proposal writing, preparing
educational materials for presentation, and learning how public art can benefit and enrich
the cultural quality of a community. As a part of the course, students also learned to
transport the large-format tapestry and install it in a gallery space; students learned proper
handling and hanging of large-scale works as well as seeing first hand the process of
exhibition entry and transportation of artwork. I hope some of my students will consider
participating in, perhaps leading, community arts projects in the near future.
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Sharing the Credit and Pride
For me, working together also means sharing the credit and pride with involved
people. Many assumed that Sun on Earth would have my name alone listed as the artist,
but the completed tapestry has been traveling with names of several artists (most of
whom started as volunteer weavers), including myself. Exhibition materials that
accompany the tapestry explain the contributions of other numerous community members
and sponsors to the project. Sharing credit can be a delicate issue in collaboration. People
who work on collaborative community art projects deserve credit and recognition.
Sharing credit with others does not make one’s portion of credit smaller, as some may
misunderstand. Sharing the credit is more like celebrating the accomplishment with more
people, just as numerous people shared the pride of supporting and being associated with
Sun on Earth in various ways.

Staying in Connect
I believe that this type of community art project needs to maintain connections
with communities. I sent out public announcements of The Tapestry Project through
SWOSU’s public relations office, to newspapers, radio stations, to websites in order to
announce the project and to ask for participation. I also considered many social media
that could help community members learn about the project, including its progress and its
meeting schedules. I learned about and analyzed various sites in terms of the project’s
needs. I chose Facebook because it allowed people other than the page’s administrator to
add comments and photos, not to mention the fact that many potential participants
already had accounts. Having people already in virtual space was a great convenience
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that allowed me to form a group page and invite people to join the discussions, and I
would continue to take advantage of this free resource in any future public-art projects.
Contact through Press Releases
Even though there were committed volunteers who expressed their willingness to
work on the project alone, I discussed the original intention of the project with the group
and still sent out a press release inviting people to come and weave together on the
project. The following is the press release with this specific information.

Figure 4.1. SWOSU Web Page with the Project Information (August 2009).
The press release (figure 4.1.) shows my attempt to add variety to the schedule,
including days the week and times of day, in order to determine if some days and times
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might better than the other. I listed Tuesdays, Thursdays, and Saturdays, and I listed
hours that are less likely to create conflicts with other family activities, religious
gatherings, or work.
Contact through Posters/Invitations
The project also printed many posters and invitations. These publications had
information about upcoming events, including dates, sponsors, and contacts. They were
posted in many places in local communities, mailed out to community members, as well
as posted on the Facebook group page.

Figure 4.2. Mailer with the Open Studio Information.
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Contact through Facebook
I continued to involve community members in the project through Facebook,
whether they could come into the studio in person or not. My existing “Facebook friends”
would automatically get the feeds on their own pages as I uploaded the images. The
following set of images is on the Facebook group page features photos of various stages
of weaving, newspaper articles about the project, as well as yarns and finger skeins for
Facebook | Photos from Public Art - Tapestry

1/20/10 8:34

the tapestry. Anyone is free to access this page and join the group.
Home

Profile

Friends

Inbox 5

E.k. Jeong

Settings

Logout

Search

Photos from Public Art - Tapestry
Back to Public Art - Tapestry | View My Photos | Edit My Photos | Add Photos

1 2 next
Create an Ad

UGG Boots: Age 39
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today for a FREE pair of
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required). (3) minutes
remaining.
Like

1 2 next

Figure 4.3. Images of various stages of the Project on the Facebook Group Page.
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I responded to the lesson I learned from my earlier community arts experience by
sending out press releases repeatedly, some with modifications. Most times, the
information for the tapestry would appear in an article, sometimes with images, never as
a separate advertisement. For this project, I was an inexperienced director on a tight
budget; I did not buy any advertising space in a local newspapers. If I were to do this
project again, I would purchase some advertising space in local newspapers as well as
local cable TV channels, besides using the coverage available through articles, because
this would provide repeated exposure to the project to people in more noticeable and
more visible formats and spaces in those media. For future projects, I see the necessity of
learning various social media in order to approach some of the community members in
methods of communication that they are most familiar with. I would also consider using
art-specific media, such as the websites of local and regional arts councils and their blogs.
Contact through Open Studio Days
Having open studio days is also good way to connect with community members.
Most of the weaving and meeting sessions for the entire duration of the project were open
to public. Visual arts and artists often meet audiences only when the art-making process
(the performance) is over, which can be one of the reasons that audiences feel distanced
from the artwork and the artists. The open studio was for people to come and witness the
artwork in progress as well as the artists in action, including some mistakes and some
heated debates.
Some of these visitors just watched, some were more active and carried
conversations with the volunteer weavers, and some worked on small portions of
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weaving. Many of these community members who visited the studio once would visit
again, some repeatedly. These open-studio days also made Sun on Earth truly public art
in another way: it became art of the people as creators and art of the people as consumers
and critics.
Contact with Other Community Art Projects/Programs
Fairly late in the multi-year process of the creation of Sun on Earth, I discovered
some collaborative fiber-art projects throughout the world that could be compared to
ours. These late discoveries caused me a degree of embarrassment related to my position
as the professional artist who ought to have known about these projects earlier. This
embarrassment inspired me to learn more about these projects.
Perhaps the most prominent artist with a connection to all of these projects is
Thoma Ewen, a Canadian fiber artist who designed and directed many community
tapestry projects in Canada and Europe and wrote extensively about community tapestry
projects (Ewen, 2005; Wood, 2010). I invited Ms. Ewen to visit Weatherford as part of
SWOSU’s Visiting Artists Program, where she offered lectures and slide presentations to
art students and the local community, including the members of The Tapestry Group. I
was amazed to learn about the details and processes of other community tapestry projects,
many of which were identical to Weatherford’s. I was glad to learn that I was on the right
track about some decisions on the project, including the choice of artistic medium and
materials. I also realized that I had more things to learn about this type of community
tapestry projects such as the importance of collaboration among arts organizations,
artists, and community groups.
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Sun on Earth had been completed by the time that Thoma Ewen visited
Weatherford, but The Tapestry Group was still meeting regularly, each working on
individual tapestry works envisioned as possibly accompanying Sun on Earth at future
exhibitions. Ewen offered critical responses to the individual works as well. She also
invited members to submit their individual works to an event entitled La Triennale
Internationale des Arts Textiles, to be held in Montreal in August 2013. While she made
clear that she could not guarantee the works’ acceptance because the triennial is juried by
a committee, she encouraged all to submit, and she also recommended submitting Sun on
Earth to the public art category. The Tapestry Group and I proposed a presentation about
the process of making Sun on Earth at the La Triennale Internationale des Arts Textiles
in Montreal as well, and Ms. Ewen is presenting this idea to the event’s organizing
committee. I believe that this opportunity to share experience and learn from others’
knowledge – including unique settings, problems, as well as solutions – can be helpful to
people involved in community art projects. Keeping in touch with other community art
projects/programs can also be a supporting force for all of the projects involved.

Expect the Unexpected
Through this multi-dimensional project that has had many stages with various
participants and different funding sources, I have learned that many things can happen,
both positive and negative; merely because of the necessary day-to-day chores entailed in
the project – simple daily problem-solving situations, completing paperwork for several
grants, interaction with numerous volunteers, dealing with various directors and curators
to arrange traveling exhibitions, etc – opportunities tend to present themselves in many
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ways that don’t present themselves to people watching television or even to solo artists
working busily in a studio. I think that it is important not to aim for a perfect project,
because each project will be as unique as each human being is. I think people should be
prepared for the possibility of things happening whether or not they are planned.
Expect Joy and Sorrow with Funding
As I mentioned earlier, I did not worry much about the necessary funding in the
beginning because I assumed that this type of worthy community art project should be
and would be funded even given the competitive grant situation in the arts. With this
confidence, I applied for funding of the overall project to one funding agency and
awaited the response. Naturally, first grant I applied for was denied.
I needed to be creative in securing the necessary funding for Sun on Earth; I
submitted a few more grant proposals to multiple funding agencies with modifications
such as asking their support for a portion of the project instead of for overall multi-year
support. Also, some grant proposals were sent out with information about the
successfully completed portions of the project – the tapestry cartoon exhibition, the series
of tapestry workshop, and the education material – as well as the list of other funding
agencies that were already committed. I did this in order to provide the supporting
materials that show the integrity and commitment of the involved individuals and
umbrella agency behind the project.
I now see that some grant reviewers and agencies might have been cautious about
this ambitious and dream-like project in the hands of a junior faculty member at a
regional university, considering the scale, duration, dependency on numerous volunteer
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hours, and the level of funding required. Next time, I think I will include the success
stories about this type of project (the ones in Australia, the U.K., and Canada, as well as
Sun on Earth) in the application in support of my proposal.
The type of funding situation I experienced can happen to arts programs and
projects for various reasons. Administrators should be not discouraged because of a
rejected grant proposal or two. They need to be creative and try again (and again) to
acquire the necessary funding for worthy projects.
Expect Surprises
I was surprised by a few apathetic “professionals.” I initially hired a few art
professionals to work on some portions of the project. These were a photographer and a
videographer I asked to document the project during the open-studio days and some
regular group meetings, as well as a graphics specialist to design the educational
materials. Both agreed to work as paid staff members, but to my surprise, one of these art
professionals repeatedly neglected her commitments and also canceled an important
appearance at the last minute without good reason. Another of these professionals
confessed some scorn for community arts because it was only “art by people,” not the
work of art professionals. Eventually, I worked on the documentary and educational
materials with support from the students in my seminar course, and I hired a few graphic
design students. I would expect (perhaps hope) that art professionals might be too busy to
commit to support roles like these, but once they have committed, I think that they are
bound to follow through their commitments.
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I would approach this part of the project differently in the future. I have learned
that whether people are paid staffers or volunteers, the success of the project is dependent
more upon the individuals’ genuine care and passion for the project than on their
qualifications. In the future, I would seek art professionals who have specific
understanding of, respect for, and interest in community arts, people like those that the
photographer Diane Wood describes:
An unexpected bonus came from local photographer Joanne de Nobriga: having
overheard a conversation about The Big Weave, Joanne became interested in the
project and offered to come along to photograph a couple of sessions. Joanne
quickly became hooked and could not bear to miss any stage of the process; as a
result we have an amazing photographic record of the event. (2010, p. 13)
Another little problem I experienced with art professionals through organizing the
tapestry traveling exhibition was that some curators and directors need to be educated
about community arts and their value. I received many rejections from reputable galleries
and museums, most based on the list of artists rather than the quality of the tapestry.
When the gallery directors and curators learned that what I proposed was not a showing
of my own work, that the artwork is created by just “people,” we lost some exhibition
opportunities.
Not long ago, I was one of these professional artists who did not have much of an
idea about the value of community-based arts, and so I can empathize to a degree with a
hesitancy to devote valuable gallery space to relatively anonymous artists, especially to
collective efforts, which can be very literally anonymous. Because of the special
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understanding I have of the positions that these decision makers can be in, though, I feel
that it is part of my duty to continue to educate not only potential participants, consumers,
and funders of future communal art projects, but gallery directors and curators as well.
While these educational efforts may not pay specific dividends for Sun on Earth – even
curators very interested in the project may now hesitate to book a project that has already
toured the local area extensively – I have the potential to change the minds of decision
makers regarding future communal public art projects. So far, my efforts to do this have
been comparable to my efforts to reach members of the community (mailers, email lists,
Facebook, and other media), but they have included another tactic: when I show my own
work at a nearby gallery, I always bring copies of the educational materials concerning
The Tapestry Project. This requires sensitivity – some events would not welcome
advertisements for their potential competitors – but some curators have welcomed the
materials to their announcement boards, and the educational materials I have distributed
have sparked some interesting discussions of communal public art among artists, patrons,
and the curators themselves.
Expect Slow Growth in Audience Responses
Things may happen slowly, especially when a project like this one is new in a
community. This has been the case with audience response to Sun on Earth. The sizes of
audiences fluctuated throughout the project, but it slowly and steadily gained more
positive responses from community members. When we held the celebratory open-studio
day upon the completion if the project, numerous people came to see the tapestry, more
than for any other art event during the seven years I had been in Weatherford. I noticed
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that people who were there before, during regular open-studio days, brought their friends
and family to show what they had seen. Though I doubted from time to time that the
project was really connecting with the members of the communities in Western
Oklahoma, the day we were showing the completed tapestry confirmed that the project
had been watched by many people as it progressed.
I eventually learned that some people in different corners of Oklahoma were
watching the project as well. One day after the celebratory open studio, as I was about to
work on the fabric backing for the tapestry, I received a phone call from an acquaintance
in town. He said that the spouse of an Oklahoma politician then running for statewide
office was scheduled to visit Weatherford from her base in Oklahoma City. He said that
he was unsure just how the visitor had come to know about the project, but he repeated
that she wanted to see the big tapestry if that could be arranged. The following day, the
visitor said that she had read an article about this project in The Oklahoman, the state’s
most influential newspaper. She met with the volunteer weavers and discussed with them
the process of the creation of the work. She complimented the beauty of the tapestry and
asked about other artistic activities in town.
In my grant experience for the past several years, I have written more than dozen
letters to state representatives thanking them for their “support for the arts.” Doing this is
a part of Oklahoma Arts Council’s grant requirements. I believe it is a good practice. I
explain in those letters how important state-level grants are for art programs in rural
communities of Oklahoma. So far, I have not noticed any representative or staff members
coming to the art events about which I sent these perfunctory invitations. Having this
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unexpected visit of this candidate’s wife, without any direct invitation, was a pleasant
surprise.
The lessons from the various community responses at the celebratory open studio
and from one out-of-town visitor include the reality that audience response (and audience
building) can happen slowly, and it is not always predictable. There is no need to
celebrate too quickly, but at the same time, there is no need to be disappointed too
quickly or change things dramatically to seek more responses from the community. A
project like Sun on Earth needs time to build connections and to develop a reputation.
And, this is another reason why publicity for projects like this should begin early and be
repeated often.
Expect Re-examinations of a Basic Idea for the Project
I started this project with the idea that “community” must be based on geographic
location, and often I filled out grant applications with questions such as “Please list
communities your project will serve” and “Please tell us how many communities and
estimated community members your art project will serve.” I focused on serving the
communities, towns, and cities in Western Oklahoma. I focused on recruiting volunteers
from these communities, and I also planned traveling exhibitions based on this
geographic idea of communities. When Myra came back one day from her car-repair
service in town and shared her experience of being recognized as a “tapestry lady” (from
the newspaper article about the tapestry project) and being asked the details of the
tapestry project by the automobile mechanic, I was very happy to learn that the news of
art project is reaching communities, and there was an awareness of the arts in town, a
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possibly a heightened awareness in part due to The Tapestry Project.
My understanding of my communities were the small cities and towns in Western
Oklahoma, such as Weatherford, Thomas, Hydro, Elk City, Clinton, Woodward, and
Custer City, where my students, many of my colleagues, and my volunteer weavers lived.
I realized, though, that the impact of the project did not end there. Besides these
communities that I had originally intended to reach, the names of communities such as
Oklahoma City, Chickasha, Norman, Dallas, Lubbock, Albuquerque, Taos, Davis,
Bologna, Busan, and Beijing began to be regularly mentioned during our discussions and
conversations about the project. Without realizing it, the story of The Tapestry Project
was appearing in all of these places through the influence of participants, their friends,
and families, as well as media outlets like art magazines, newspapers, and the Internet.
Meanwhile, another concept of “community” was also building in the minds of
the core volunteer weavers, one based on shared art activities for an extended period
through the project. I noticed that the group had supported each other on many occasions
through the years. The core group of tapestry weavers still meets regularly, working on
their own tapestry pieces. In addition, a larger but less committed and bonded community
was created by the tapestry group, one that made art a little more central to the lives of
the individuals who form that community.
I started this project with an understanding of the kinds of geographic
communities I was dealing with in this project, but I now think that the members of the
more interest-based communities connected to this project will grow as the traveling
exhibition continues and people who participated directly and indirectly move to different
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locations and share their stories. I hope the sense of community brought to life by the
tapestry continues and grows in the generations to come. Many years ago, I started this
project from a flickering idea in my head, but now it seems that the tapestry is something
greater than I imagined. I believe this is because the project is not my work alone; the
tapestry is created by many people, the tapestry is enjoyed and talked about by many
people, and the tapestry will continue to be shared by many people in its growing
communities, both geographical and interest based. This collaborative art project started
from a basic idea, community. However, that essential inspirational idea has been
challenged and reexamined. People can expect these types of reexamination opportunities
during the process of working together with others on this type of project.

Evolutions
While it is prudent to begin a communal project with a fairly detailed plan, it is
also wise to build flexibility into the plan to accommodate the evaluations that occur as
the project develops. I list below a few of the most notable kinds of evolutions that took
place over the course of Sun on Earth.
The Evolutions of the Volunteers
When I met them in the initial meetings for the project, most of the volunteers
were skeptical. They were very cautious about the possible commitment. Initially, some
repeatedly told me not to count on them. Sometime later, they became my students and
learned tapestry weaving. Still later, they were my collaborators who worked together
with me on Sun on Earth. They brought local audiences into the tapestry studio.
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When the Weatherford Arts Council needed them, these committed volunteers
made their contribution to that group’s Summer Arts Academy as tapestry instructors.
Because of arts council’s small budget and remote location, it is not easy to secure quality
instructors to teach different arts classes every year. The weavers prepared many weeks
for the July 2009 class, testing various materials and suitable lesson plans before teaching
four sessions of tapestry classes for 40 students over the week-long academy. The
tapestry class was very popular, as was shown by the students’ enthusiasm and their
written responses to a survey at the end of the week. Whereas many of the kids needed
incentives (candy) in order to take active part in some other academy classes, all of them
eagerly rushed up the stairs, grabbed their looms, and started weaving every day. On the
last day of the arts academy, students bring their parents to each of the classrooms in
order to show off the work they did over the week. While the 2009 students were also
proud of their own work, the time limitations of the academy (less than five hours per
class) limited these to simple woven coasters. The children also pointed out to their
parents the large-format tapestry that their teachers had just finished that year. Some
students recognized the instructors in town after the week of Summer Arts Academy, and
the students introduced their parents to the instructors. Some parents shared with the
tapestry instructors their observation of the students’ desires to continue with tapestry
weaving at home, and a few parents indulged them in this. For one student, the family
had to alter its schedule for a family trip in order to purchase more yarns for her tapestry
weaving. These are not things I had anticipated when I proposed The Tapestry Project.
These types of impacts in the community through the efforts of the project participants
are like sprouts from a seed that become bigger every day.
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The volunteers have been attending more art exhibitions, on and off campus, as
well as supporting music events on campus. As the weavers continue their regular
meetings in SWOSU’s art building after the completion of Sun on Earth, they attend
students’ senior exhibitions as well as other exhibitions and events. They attend these
events as audience members, and they sometimes participate as artists. In addition, they
are also patrons of art; they have purchased students’ works from exhibitions. They are
now art supporters and advocates on issues such as getting secure gallery space for the
community. In this process of evolving from skeptics to artists/art educators/arts
advocates/art patrons, they became my friends, and they still advocate for the group
project. The evolution of the group was a very natural yet surreal experience for me to
observe closely.
When the tapestry that took over a year to weave was completed, the volunteers
asked the question like “What now?” I knew that the traveling exhibitions were coming
up, but I assumed that the group would probably feel relieved to be finished with their
commitments to the project and to regular meetings. Soon, though, I noticed that the
volunteers, by then my friends, were discussing their own tapestry cartoon designs. It was
surprising to learn about their plans to continue tapestry weaving. At this point, in May
2012, three years after we first got together to construct the Sun on Earth, they have been
consistently meeting twice a week on average, weaving tapestry and working on smallerscale tapestry pieces as individual projects. The weavers designed their own cartoons for
their tapestries, selected the materials, wove their tapestries, and served as advisors,
providing feedback to one another. The weavers and I are working on the exhibition in
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Canada in the fall of 2013. We plan to exhibit the community tapestry Sun on Earth as
well as individual projects during the exhibition.
In my experience, volunteers evolve. They can evolve and become artists, art
supporters, and/or art educators. I believe that arts administrators should consider these
possibilities when they interact with volunteers and potential volunteers. They will not
always be quite the same people that they were when they first walked into the
volunteers’ meeting. Leaders of community art projects should leave themselves open to
the possibility of evolution – of the emergence of artists, arts educators, and arts
advocates – when they plan their projects.
The Evolution of the Project Plan
Plans are always subject to change, especially plans that include the public. In the
case of The Tapestry Project, my original plan for numerous weavers with little or no
commitment evolved into a plan centered on a smaller number of committed weavers.
This change might also have affected the overall unity of the tapestry. The original plan
for a hand-painted tapestry cartoon changed to one for a digital print cartoon when Myra
Jennings told us that she would rather have a root canal without anesthesia than draw.
Also, when the volunteers had some trouble grasping the concept of optical color
mixing, I modified my approach to the weaving process briefly, becoming what I had
hoped to avoid being, the “professional artist” among amateurs. But, as happened in some
other aspects of the project, this modification eventually allowed for, even strengthened,
a re-commitment to the original plan: when I briefly took over the color-mixing chores,
the volunteers committed to trying master this technique. Because of this special focus,
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the group developed a ability with color mixing during the second half of the weaving
period that would have been unlikely if they had not experienced the challenge of briefly
doubting their abilities to master the skill. In yet another variation from the original plan,
the weavers decided on their own to change from acrylic yarns to pricier natural fibers.
These types of small changes are not only unavoidable in communal art projects, they are
a substantial part of the very nature of projects that depend on novice artists. This type of
evolution should be understood and embraced by project administrators considering
collaborative community art projects.
The Evolution of Myself
I have been affected as an arts educator by The Tapestry Project. When I have
designed seminars or elective courses over the past few years, nearly all of them have
included at least a few components of The Tapestry Project. I have taught courses on
Tapestry Weaving and on Public Art. The latter, which included a significant component
of collaborative work, resulted in an award being given to a group of my students at a
professional show in Oklahoma City. Their project was a work of recycled art, and the
group – of which I am proud to call myself a member – gathered cast-off materials and
designed and executed together, using a basket-weaving technique, a conceptual work
concerning nature’s tendency to recycle, to create beauty from tired materials.
Perhaps my most notable change as an arts administrator came late in 2010 when,
repeatedly – and for reasons I could not fully explain at the time – I began referring to
The Tapestry Project as a “pilot project.” I would use the phrase, and members of the
group would ask me what I meant. I would begin to explain the literal meaning of the
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phrase, and the artists would interrupt me to say that they knew the literal meaning of the
phrase. They wanted to know how and why their work was a pilot project. Eventually, I
was able to offer an explanation: collaborative projects are now a part of my artistic
nature, and while the natures of the projects themselves and the natures of the collectives
that I undertake them will likely change radically, I will be working with collaborative art
as long as I am able to.
This spring, I have been tending a fruit and vegetable garden. I grew up in a city
covered with concrete and asphalt, and I was not trying to be funny back then when I
answered my teacher with my assumption that rice grows on rice trees, just as apples
grow on apple trees. By an accident of birth, I have been deprived for most of my life of
gardening, an endeavor that – much like artistic endeavor – is common enough to most
humans to be considered an essential human endeavor. Now I have beans, tomatoes, and
blueberries growing in my backyard.
My interest in gardening is strongly connected to The Tapestry Project because
each of my fellow artists is also a gardener; one is a dilettante – with a level of
commitment about comparable to mine now – but the others range from committed
hobbyists to a professional farmer. Over the year in the studio, when the subject of
gardening arose during the work sessions, I recall a developing series of responses. At
first, I took the subject as a signal that I would be briefly excluded from the conversation.
I remember asking questions about gardening out of a need to appear polite rather than
any genuine curiosity. I remember a particular conversation among the whole group
comparing gardening to The Tapestry Project in that both required careful planning at the
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start and moments of intensive thought when crises arose, but that both were largely
meditative, repetitive processes. (I remember silently congratulating myself during this
conversation for the wisdom that I had passed on to the group, never considering the
wisdom that I had attained from it.) I remember receiving small gifts from the gardens of
each of my cohorts, and I remember coming on my own to an understanding I had heard
them express in their discussions: that vegetables from the garden just taste better than
vegetables from the market. I remember a visit to my home from Myra on a day when I
had been complaining about my weedy lawn, a visit that ended with my weed problem
essentially solved and myself more than a little amazed at this person’s power and
vitality. (When she left that day after performing this service that I could not have
performed for myself, Myra commented to me that she was impressed with my power
and vitality in the studio.)
Both literally and symbolically, my new interest in gardening is a sign of the
changes I have undergone since 2008, especially the changes that make me more fit to
survive in the Western Oklahoma environment. Since my intensive interaction with The
Tapestry Group began, I understand the local culture more deeply than I could have in
twenty years of the sorts of relatively superficial interactions I had had with university
students and colleagues, and my greater understanding of the culture has in turn enriched
my interactions with students and colleagues. I believe this collaborative public artmaking project has been influencing my professional life as well as my personal life. I am
looking forward to future involvement with these types of projects and the unknown
adventures that will present themselves to me as these projects progress.
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Project Director: E.K. Jeong

E.K. is an assistant professor at Southwestern Oklahoma State
University in Weatherford, Oklahoma. She grew up in Busan, Korea,
and attended school there until she decided to do graduate studies
in the United States. She completed her graduate studies at the
State University of New York at New Paltz. Having been exposed to
art since she was in pre-school, taking private lessons, and attending after-school programs since she was in second grade, she
decided in middle school that she wanted to major in art. While
earning her BFA, she traveled to Japan, Europe, and Southeast Asia,
where she studied different cultures and art styles.
Professor Jeong taught briefly in Korea. Her next teaching endeavor was at the
State University of New York at New Paltz, where she taught for four years before
taking a full-time position at Southwestern Oklahoma State University in Weatherford,
Oklahoma, where she happily resides.

The Community Tapestry Project
Jeong decided to pursue a tapestry public art project because she realized that
many people unfamiliar with art might either feel uncomfortable drawing or painting
and hold high expectations of making "realistic" artwork. Fiber material is very comforting and something that people are familiar with. The basic technique of weaving
is easy to learn, and the material is forgiving.
In order to hold tapestry workshops, Professor E. K. applied for a grant from the
Oklahoma Arts Council. Those individuals who participated in the workshop were
responsible for providing a few of their materials. To finance the large-scale project,
she obtained grants from the Oklahoma Arts Council, the Elizabeth Firestone
Graham Foundation, City of Weatherford's Hotel/Motel Tax Fund, the Weatherford
Arts Council, and from Southwestern Oklahoma State University.
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Statement from the Director

As the Project Director, I have received many kind words from people
about the project. While the initial idea for a collaborative public art project
came to me at the end of 2007, it is important to note that this project was a
collaborative vision shared by many people of Oklahoma who were willing to
be responsible for a part of the future of their own community. When I moved
to Oklahoma, I began to look for service opportunities. Soon thereafter, I
recognized the need to provide and promote public art in the community.
Following a year-long series of Visiting Artist Program and tapestry-specific
Open Art Program events(tapestry workshops), I was delighted by the
number of positive responses and amount of encouraging feedback I
received from the participants and sponsors. Their feedback showed me that
people were yearning for more; they were ready to be active participants in
art through hands-on workshops and projects. Borrowing elements from the
two existing community art programs mentioned above, the collaborative
public art project emerged.
I would like to recognize the friendly people of Oklahoma who
embraced me, helped me realize my role as an artist and educator in the
community, and motivated me to pursue this project. The public art project,
as with many arts events in the City of Weatherford and its surrounding
communities of Western Oklahoma, was made possible only with the support

of the Weatherford Arts Council, which operates primarily on the efforts of
volunteers and donations. I would like to give credit to the Weatherford Arts
Council for seeding this project in the form of grants and volunteer hours.
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The Weavers

The Artists of the Community Tapestry Project
Many hands have crossed the tapestry throughout its development. However,
the five core weavers were vital to the project's success. Those weavers were E.K.
Jeong and the dedicated volunteers who saw the project through from beginning to
end: Carol Goyer, Myra Jennings, Mary Segal, and Cristina Stone. Each brought her
own unique personality, and they were not only great contributors to the project, but
they worked wonderfully together, ultimately creating a great piece of artwork.
Myra Jennings
Myra has no formal art background, but her hobbies include knitting and
quilt work. Her professional field was infectious microbiology. Before working on
the tapestry project, she took art classes with Professor Jeong at the Weatherford
Public Library. Myra was also present at some of the first organizational meetings
for the tapestry.

Carol Goyer

I

Carol and her husband have farmed many years about 12 miles from Weatherford, Oklahoma. She has always enjoyed art: she sews, quilts, draws, and paints
with oils and acrylics. She learned about Chinese calligraphy classes through the
newspaper. She met Professor Jeong while attending the class. Sometime thereafter, Jeong invited her to participate in a planning meeting for the tapestry project.

Mary Segal
Mary is originally from Minnesota. Her art background before the tapestry
project consisted of taking art in high school and in some night classes at Southwestern Oklahoma State University. She was recruited for the tapestry project
through Melaine Campbell, a supporter of the project. She also attended the
tapestry workshops that were given before the large-scale tapestry project started.

Cristina Stone
Cristina was born, raised, and educated in Italy. She came to the United
States after she met her husband in Italy and has lived in the u.s. for 24 years. She
has always loved art, and as a child, she liked to draw, paint, and knit. She has a
degree in Elementary Education and taught in Italy. She became involved with the
project when she was invited by a friend to attend the first tapestry meeting.

- - --- ----- ---- -- 4
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What is Tapestry?

Tapestry is a form of textile art, woven on a vertical loom. It is composed of two
sets of interlaced threads, those running perpendicular to the ground (called the
warp) and those running parallel to the ground (called the weft); the warp threads are
set up under tension on a loom, and the weft threads are passed back and forth
across some or all of the warps. Tapestry is weft-faced weaving, in which all the warp
threads are hidden in the completed work, unlike cloth weaving, in which both the
warp and the weft threads may be visible. In tapestry weaving, weft yarns are typically
discontinuous: the artisan interlaces each colored weft back and forth in its own small
pattern area. Tapestry is a plain weft-faced weave having weft threads of different
colors worked over portions of the warp to form the design.
Most weavers use natural fibers as their warp thread, such as linen or cotton. The
weft threads are usually wool or cotton but may include silk, gold, silver, or other
alternatives specific to a type of project.

The Function of Tapestry
The success of decorative tapestry can be partially explained by its portability, (Le
Corbusier once called tapestries "nomadic murals:') Kings and noblemen could roll up
tapestries and transport them from one residence to another. In churches, they could
be displayed on special occasions. Tapestries were also draped on the walls of castles
for insulation during winter as well as for decorative display.
In the Middle Ages and Renaissance, a rich tapestry panel woven with symbolic
emblems or mottoes (baldachin coat of arms, canopy of state, or cloth of state) was
hung behind and over a throne as a symbol of authority. The seat under such a
canopy of state would normally be raised on a dais.

- --- ----- ---- --- 5

220

Texas Tech University, EunKyung Jeong, August 2012

Tapestry in History

Tapestry is an ancient style of textile art that can been found all over the world.
Large tapestries were used both as pieces of art and for utilitarian purposes such as
keeping the wind out of buildings prior to the creation of modern windows.
Famous artists noted for their tapestries or for allowing their works to be re-created as
tapestries include Pablo Picasso, Chuck Close, and Marc Chagall, just to name a few.
In Europe, areas famous for the production of some of the finest tapestries included
Aubusson, Gobelins, and Beauvais. Essentially, there they had tapestry factories
famous for their skill and exclusivity. Tapestries produced in these kinds of factories
were hung in castles and churches.
Throughout history tapestry making has undergone various changes regarding
methods of weaving, subject matter, and style.
The next few pages will explain the history of tapestry as it pertains to prior centuries
and touch on current tapestry making. Our brief historical overview will focus on
European and Western tapestry as it relates to art.
Tapestry with monogram "SA" of King

Sigismund II Augustus of Poland, Brussels

The Adoration of the Magi

- - --- ----- ---- -- 6
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8ayeux Tapestry

The earliest known written reference to this famous
tapestry is a 1476 inventory of the Bayeux Cathedral,
but the work's origins have been the subject of much
speculation and controversy.

Men Cutting From Trees

The BayeuxTapestry is embroidered in wool yarn on
a tabby-woven linen background, using two
methods of stitching: "outline stitching;' (or stem
stitching) for letters and outlining figures, and
"couching': (or laid work) for filling in figures. The
linen is assembled in panels and has been patched
over the centuries in numerous places.
Somersaulting Horses
The Mystery ofthe Bayeux Tapestry

David J. Bernstein

The main yarn colors are terra-cotta or
russet, blue-green, dull gold, olive green,
and blue, with small amounts of dark blue
and sage green. Later repairs are worked in
light yellow, orange, and light green. Laid
yarns are couched in place often with yarns
the same color, but sometimes with
contrasting colors.

The Mystery of the Bayeux Tapestry

David J. Bernstein

The Bayeux Tapestry is a long, embroidered cloth, 0.5 meters wide by 68.38 meters long, and it
depicts the events leading up to the Norman Conquest of England as well as the events of the
invasion itself. It is exhibited in a special museum in Bayeux, Normandy, called Musee de la
Tapisserie de Bayeux.

David J. Bernstein

The Mystery of the Bayeux Tapestry
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12th , 13th , and 14th Centuries

13'h Century Tapestry

12'h Century Tapestry
The Fourth Horseman: Death

Sa int Gereo n Frag m ent

At the start of the 13th
century, a shift began
from the strictly
decorative use to the
functional use oftapestry,
such as for dampening
sound in cathedrals and
protecting building
interiors from the wind.
Some of the famous
tapestries of this time,
"The Tapestry of the
Angels" and "The Tapestry
of the Apostles;' were
markers of a move toward
life-like proportions.

In the 12th Century, tapestry art was still
very primitive. There are some extant
examples from this period, like the "Cloth of
Saint Gereon:' Most of this era's tapestry
lacked life-like proportions.

14'h Century Tapestry
Chateau Angers · Tapestries of the Apocalypse

The Western European tradition
of tapestry became well
established during this era. The
main cities where tapestry
production was prevalent were
Paris and Flanders. Tapestry during
this time was still valued more for
utilitarian qualities than strictly as
art until after the Hundred Years
War (1337-1453). The Parisian
weavers were considered to be the
best of this era at weaving . The
most famous Parisian tapestries of
this era are works in a collection
called the "Tapestries ofthe
Apocalypse:' These works were
made by Nicolas Bataille for the
Duke of Anjou . The largest
measures 16.5 feet in width by 80
feet in length.

- - --- ----- ---- -- 8
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15th and 16th Centuries

lS'h Century Tapestry

Th e Hunts ofThe Dukes of Devonshire Deer

The center of the tapestry universe moved
from Arras to Flanders after the 1447
plundering of Arras by Louis XI. Three main
areas of tapestry production during this time
were Arras, Tournai, and Brussels. Each of
these areas had its own unique style.
The Annunciation

Examples offamous tapestries of Arras are "The
Annunciation" and "Court Scenes:' Famous
tapestries ofTournai included "The Story of
Alexander" and "The Knight of the Swan:' Brussels is
best known for" The Adoration of the Magi" and
"The Triumph of Christ:' During this time, most of
the tapestries were bought and sold in Flanders or
France. There was also a small amount of tapestry
work going on in some regions of Italy.

http://www.artic.edu/aiclcoliect i ons/e~h ibitions/divineart/artworkJ65 \ 67

16'h Century Tapestry

The Battle of Pavia

The subjects of tapestries started to change
during this era to scenes of hunting and the
heroic actions of kings. Artists also started to
use a wide range of different colors in their
works. A lot of the changes were stimulated
by the Italian High Renaissance. Due to the
wars in Flanders, most of the craftsman
moved away to Italy, making that region the
center of the tapestry-making world. Some
of the most famous works during this time
were known as the "Grotesques:' There were
also many weavers who moved to Germany.

- - ------- ---- --- 9
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17th and 18th Centuries

17th Century Tapestry
Th e Crossing of the Granicus, from Th e Story of Alexander th e Great

Battle of Zama

During this era, French King Henry IV took
dramatic steps to re-establish a French tapestry
industry. Authorities asked two renowned Flemish
weavers to create a low-warp loom in Paris. This
era also saw the founding of the Royal Gobelins
Tapestry Factory, which was essentially the King's
tapestry production plant.

hup:llwww,artic.edu/aiclcolle<lions/eKhibitions/divinean/artwo rkJ65167

Until 1690, tapestries produced by The Factory were used solely for furnishing the palace of
Versailles. A couple of the great works produced during this time were "The Elements" and "The Story
of Alexander the Great:' After 1690, the Rococo style started to show itself in the tapestries coming out
of The Factory, pieces like "The Grotesque Months" and "The Portieres of the Gods:'
18th Century Tapestry
Fetes Italiennes

In the 18th Century, there was another shift in tapestry subjects, which
included scenic landscapes combined with erotic nudes set in classical
contexts. In 1757, a faster low-warp loom was invented by Jacques de
Vaucanson.
During the French Revolution, many tapestries of French creation, old
and new, were destroyed. During this time, many other countries started
to make names for themselves in the tapestry market. Scandinavia
started what are considered "folk tapestries" (coarsely threaded and
highly colored works of art). England started to come into its own in
tapestry making after the founding of the tapestry factory at Mortiake.

- -- -------- ----- 10
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19th and 20 th Centuries

19th Century Tapestry
Most 19th Century tapestries were actually
reproductions of famous paintings or previously
woven designs. Due to the Industrial Revolution,
there was a move to make tapestries affordable to
the middle class working person. This shift was
accelerated by the Arts and Crafts movement.
The switch from hand looms to machine looms
resulted in affordable tapestries for the middle
class. A famous work of this era was "Christ of the
Apocalypse:'

20th Century Tapestry
The first half of the 20th Century saw a decrease in the production of tapestries due to the
hardships brought about by World War I. Around the middle of the century, tapestry started to
make a reappearance, and prominent works became more abstract.
In 1962, the first international tapestry exhibition was staged at Lausanne, Switzerland. This
became a biennial event after 1965.
Tapestry started to become more and more popular with the use of powered looms and fibers
manufactured with machines. One of the famous artworks of this time was a recreation of the 14th
Century masterpiece "Tapestries of the Apocalypse:'
Contemporary Tapestries

Artist such as Chuck Close, Sheila Hicks, Jean Lun;:at and others have promoted tapestry in
the fine art world. With fiber arts becoming more emphasized in today's world, it is certain that
tapestry making will become increasingly popular. It is easy to see why becasue of its great qualities, people would find tapestries interesting to look at as well as to make.

- --- ----- ---- --- 11
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About Weaving

Why Weave?
Portability:
The portability of tapestries is one of the forms defining qualities. Because a tapestry is easily
rolled, it can be taken to virtually any space that can accommodate it. Since Sun on Earth is such a
large piece and weighs approximately 90 pounds, it takes at least two people to carry it and at least
four people to unroll and hang it. There are nine hooks on the back, evenly spaced to better distribute
and hold the weight of the artwork.
Old Art Form:
Tapestry has a long history with many interesting aspects, but it is also uncommon in many
places, so it offers the opportunity to show people a wonderful and unfamiliar art form. Tapestry
weaving can be functional for making items such as bags, curtains, and wall decorations.
Optical Color Mixing:
An interesting quality of tapestry its unique ability to teach people the concept of optical color
mixing. Optical color mixing concerns the way that an individual's eyes see small areas of color that
mesh together at a distance and form a new color. For example, when red colors are placed next to
blue colors on a tapestry, they form what the eyes perceive to be purples.

Common Methods of Weaving
1. Uniform or Simple Pattern:
The easiest to weave is a uniform piece that uses one weft continuously or simple alternations
of different colors.
2. Geometric Shapes:
Geometric shapes tend to be great for those who find logic and numbers fun to work with.
Patterns can vary from simple triangles and squares to very complicated and detailed images.
3. Hatching for Gradients:
This weaving method creates a unique "painterly" effect. It works well with weft that utilizes
color mixing concepts. It can be difficult to learn at first, but it can be very rewarding. The "Sun on
Earth"tapestry was done in large part with several hatching styles.
Samples from SWOSU tapestry studio

- -- ------- ---- -- 12
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Color Mixing

Typically, tapestries are translated from the original design via a process resembling "paint by numbers": a cartoon (sketch or painting used as a reference for the
tapestry design) is divided into regions, each of which is assigned a solid color based
on a standard palette. However, in Jacquard weaving, the repetitive series of multicolored warp and weft threads can be used to create colors that are optically blended,
i.e., the human eye apprehends the threads' combination of values as a single color.
This method can be likened to pointillism, a style of painting in which tiny dots or
points placed in close proximity are optically blended as described above. In fact,
pointillism originated from discoveries made in the tapestry medium: the style's
emergence in the 19th century can be traced to the influence of Eugene Chevreul, a
French chemist responsible for developing the color wheel of primary and intermediary hues.
Chevreul worked as the director of the dye works at Les Gobelins tapestry works in
Paris, where he noticed that the perceived color of a particular thread was influenced
by its surrounding threads, a phenomenon he called "simultaneous contrast:'
Chevreul's work was a continuation of theories of color elaborated by Leonardo da
Vinci and Johann Wolfgang von Goethe; in turn, his work influenced painters such as
Eugene Delacroix and Georges Seurat. The principles articulated by Chevreul also
apply to contemporary television and computer displays, which use tiny dots of red,
green and blue (RGB) to render color.
Web Source: (http://en .wikipedia.org/wikifTapestry)

Sun on Earth portion in progress.
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Workshops

Workshops and Focus Groups
Workshops were held throughout the process of weaving Sun on Earth, with people
of all ages invited to attend. Some of the workshops and demos done were at art
forum meetings as well as events at which the tapestry was exhibited.
The tapestry volunteer group responsible for Sun on
Earth attended the initial tapestry workshops to learn
the basics of weaving. After completing the workshops
they started working towards the large scale public art
project. Once completing Sun on Earth, they began
participating as teachers in weaving workshops. They
first taught at the 2011 Summer Arts Academy in
Weatherford, Oklahoma. Their next workshop was at
the Art Forum, 2011, in Clinton, Oklahoma.

- -- -------- ---- -14
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Basic Supplies

Warp:
Cotton string is used to warp the loom. 18 ply is
a sturdy size for a large scale project such as Sun
on Earth. The weight and tension of smaller ply
string could cause the strings to break on a large
tapestry project. However, for smaller projects, 4
ply string will be sufficient.
Skeins of Yarn:
Skeins are oblong lengths of yarn loosely
wound in a coil formation. When yarn is purchased they are usually done so in the form of
skeins. Many people decide to unwind them so
they can be rolled into a ball of yarn; this makes it
easier to work with the yarn.
Weft:
Two sets of thread or yarn make up a piece of
woven fabric. During the weaving process, the
warp threads are stretched from the back to the
front of the loom. The weft threads are inserted
across the loom at right angles to the warp; the
weft threads go under and over the warp threads.
Fabric and Thread:
Fabric can be used to line
the back of the tapestry as
well as to create the fabric
hooks. It is preferred to
have a strong thread that
matches the color of your
tapestry design.

- --- ----- ---- --- 15
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How to Make a Butterfly Skein

What is a butterfly skein?
A butterfly skein is a modified version of the usual oblong skein
that one may purchase at a store. Since it is difficult to maneuver a
ball of yarn in and out of the warps, butterfly skeins are quite handy,
as they allow for easy passage between the warps during the weaving process. These will consists of your weft, and you will use them to
weave your design. Butterfly skeins can be comprised of just one
long, continuous string of yarn, or it can have mUltiple strings of yarn
wrapped together, which is helpful when attempting color mixing.

How To Make a Butterfly Skein:
1. Start winding the butterfly, place
the end of the yarn between your
index finger and thumb.

6. When you have wound sufficient yarn
(usually 10- 15 revolutions), break or cut
the end of the yarn.

2. Wrap the yarn around your thumb,
forming a loop.

7. Then wrap the end of the yarn around
the center of the 2 loops (at the cross) a
few times.

3. Then wrap the yarn around your
little finger, and back around your
thumb, forming a figure 8.

8. At the last wrap, slip the end of the yarn
through this loop and pull the end until it
is snug (www.allfiberarts.com).

4. Continue back and forth, wrapping the yarn between your thumb
and your little finger, forming figure

8s.
5. This forms a "cross" in the middle
of the two loops of yarn that are
around your thumb and little finger.

- --- ----- ---- --- 17
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Learn to Weave with a Frame Loom

Weaving is a fun activity that can be very rewarding. The next few pages will attempt to give you a better
understanding of the steps and process for various stages of weaving. If you would like to try weaving, this
provides a great opportunity to help get you started. Make sure you have the appropriate supplies.

1. Sturdy Picture Frame
For beginners, small frame looms work well because they are lightweight and affordable. Looms can
be purchased from art supply stores, or they can be found online in various styles. For all the do-ityourself weavers out there, it is very easy to make a loom simply by purchasing a picture frame or
canvas frame and tying string onto it for the warp.

2. Some Cotton String
The warping process may vary, depending on the type of loom used. Cotton string is commonly
used as the warp. If the loom was purchased, make sure to read its instructions for warping. For
simple canvas frame looms, there are two ways warping can be accomplished:
•

Take some string and wrap it tightly around the frame at desired intervals, then tie it off. This
provides an easy way to warp a loom.

•

Cut individual strings to tie on the loom; this is a little bit more work, but this method tends
to have great stability and tension.

3. An Old Metal Fork
The fork will be your beater. It will help you pat down your weft (yarn) as you weave.

4. Some Yarn or Weft
There are a variety of materials that can work as the weft. The most common materials are yarn and
thread. Acrylic yarns tend to be very affordable and available in a variety of colors. Natural yarns such
as those made from animal fibers (such as wool, angora, and silk) and plant materials (such as cotton,
bamboo, or linen) tend to cost a little more, but are proven to last for long periods of time when
taken care of properly. Many weavers find the traditional aspect of working with them very pleasing.
It is not necessary to use yarn; virtually any material can work as long as it will bend in and out of the
warp threads. Alternatives can include fabric strips or plant materials, but other options are available.

S. Cartoon or Design
Some weavers like to refer to an image while they weave. This image is called a cartoon, and can be
anything from a hand drawn sketch to a photograph. The cartoon can be placed directly behind the
loom facing forward, so the weaver can follow the design as they weave. A cartoon is not mandatory
to have, but if you have specific plans for your tapestry's design, it is highly recommended.

- -- -------- ---- -18
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Tie the Warp

["iI

•

The next step after you get
your supplies is to warp
your loom. This basically
just means that you need
to fasten your cotton string
onto the frame, so that you
can weave in and out of
the parallel strings.

First, take your cotton
string and tie in place on
the loom on the top left
side of the frame. Make
sure to double knot it to
ensure it will hold tightly.

Your knot should look
something like this.

Now that your knot is
secure, you can start
winding your cotton
string around the frame.
Remember to try and
keep it as tight as you
can, this is going to keep
the tension even
throughout your winding
process. The process
should look something
like this.

•

•
11111111111101

Once you reach the other
side of your frame go
ahead and snip the string,
making sure to leave a
couple inches more than
you need. This will make
it easier for you to tie the
final knot.

Tie your last knot, similarly
to how you tied the first
knot. It should look
something like this.

You are almost finished.
Now all you need to do is
evenly space out the strings
at the top and bottom of
your picture frame loom.
You want to keep the
spacing between .25 inches
to .5 inches apart. This will
allow your butterfly skein
enough space to go in
between the strings.

When you are finished
with the spacing your
loom is ready for
weaving. But, before
you begin weaving, you
need to make a few
butterfly skeins.

----------------19
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How to Weave

Start by placing the tail
(length of yarn extending
from your butterfly skein)
behind the first cotton
string (warp).

Wrap the yarn around the
string. Make sure to try and
push the end of the yarn to
the back. This will keep it
from disturbing you as you
weave.

Begin weaving in a
manner as shown below.
You want to go in front of
the next string and
behind the string that
follows next in line.

Continue weaving until
you reach a point where
you want to "turn the
yarn around':

In order to turn it around,
wrap the yarn around the
string you just wove
behind, and go behind
the next string going the
opposite way.

Continue weaving to the
other side of the loom.
Notice how the yarn sits
opposite to the bottom
yarn that was previously
woven in.

When ready, turn the yarn
around. Keep in mind that
you will need to wrap the
yarn around the cotton
string opposite to how
you began.

Continue weaving. Make
sure to look at your
weaving every so often to
check if your weaving is
correct.

When you have many
rows, take your fork and
beat down the weft
(yarn). This will pat down
the top of the tapestry so
that the yarn sits nice,
snug, and secure.

Try to continuously pat
down your weft as you
weave up. This will ensure
that your tapestry will not
have the cotton strings
showing through.

Continue to weave
upwards until you notice
that there is about two
inches left to go. When you
hit that length you can
stop and prepare to cut the
tapestry off the loom .

----------------20
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Cut the Tapestry Off

Once you have completed weaving your tapestry, you may want to cut it off the loom.

Start at the top and make
sure to cut a few inches
above from where your
tapestry begins.

After cutting, start tying
the strings in pairs. If you
are at the end of tying and
are left with 3, simply do a
3-way tie. Make sure to
double knot all of them.

When you finish with the
top, cut the bottom and
do the same as what was
done for the top.

After you have tied all the
strings on top and
bottom, you can cut the
ends shorter if you wish .
This will give the tapestry
a fringed appearance.

You can tidy the back by snipping the yarn tails that stick out.

There will be some yarn
"tails" poking out of your
tapestry's back.

Tie these in pairs and
double knot them.

Once tied, you can snip
them if they are too long.

Whala!

Some people like adding a lined backing to their tapestry.

If you did not cut them,
start with the cotton string
on the top and bottom.

Take your strings and place
them behind fabric.

Sew the fabric onto the
back. Use thread that is
similar in color to the front.

You are done!

----------------21
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Sun on Earth Design Process
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Group Discussions
The process of coming up for the design required many meetings and group
discussions. The final design went through a multi-step group revision process. Group
sessions were used to gather the public's opinion and possible revision plans. Facebook was used as a forum for further review of the progress between sessions and as a
way to express opinions about the design process going on between meetings.
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Proposed Designs for the Project
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Sun on Earth Design Process
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Final Design

The Cartoon

After the final design was chosen, it was printed in sections, taped together, and
hung behind its loom. The design, also referred to as the "cartoon': was used as a
visual guide to help the weavers make color choices.
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Weaving Sun on Earth
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Starting the Tapestry
The weaving for the project started in July of 2009. The weavers anticipated that it
would take about a year to complete. At first, the group met once a week for a few
hours in the tapestry room to weave; however, realizing the original timeline
required more hours per week, they doubled their weaving time and started working
twice a week. On weaving days, the public was invited to stop by the tapestry room
to see the progress during the open studio.
The Design
Some of the weavers had difficulty understanding the design. At first glance,
they believed that weaving the bottom portion would be impossible because
they didn't completely understand that the actual tapestry was not going to look
identical to the cartoon, which served only as a reference. After simplifying the
cartoon and choosing the final design, they were more comfortable with tackling
the project.
Learning From Errors
Minor problems consisted of accidentally weaving the wrong colors and having to
go back, remove them, and re-weave with the correct colors. Another error, easily
resolved, was accidentally either adding the wrong color of yarn inside of a butterfly
skein or having to add an additional color to it. To remedy this problem, the weavers
untied the skein and inserted the desired yarn or removed the unwanted yarn.

- -- -------- ----- 24
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Weaving Sun on Earth
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Artistic Decisions

Because of their lack of experience the weavers initially had reservations about
making artistic decisions. However, as they progressed with the tapestry, they soon
started to realize that they were capable of executing those decisions successfully.

Hatching
Hatching presented a challenge. Because the technique can be difficult for beginners to understand, it took a little bit of time before the weavers started to feel comfortable with hatching. The project director, Professor Jeong, was able to provide
reassurance throughout their progress and guide them with any weaving problems.

Color Mixing
At times, color mixing presented some challenges. When beginning a new section of the
tapestry, some of the weavers mixed only colors
that were similar, fearing that adding contrasting colors would make the tapestry look
strange. After a little convincing from Jeong
they began to see that the seemingly odd color
combinations created a new visual level for
experiencing the tapestry.
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Lining the Back of the Tapestry

Tying the Yarn Ends
On May 27th, 2010, the finished tapestry
made its debut to the public at its opening
reception held at the SWOSU Art Building
in the Tapestry Studio. The weavers were
very happy to give the public a behindthe-scenes view of the tapestry, which still
hung on its loom and still exposing the
many ends of yarn left on the back of the
tapestry during the weaving.

Cutting It Free
After the opening reception, the tapestry was cut free from the loom, and the
backing process began.
Before the backing could be sewn on,
the hundreds of tiny ends had to be tied
together to ensure that if the yarn should
be pulled from the front of the tapestry, it
would not come undone and fall out.
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Lining the Back of the Tapestry

The fabric chosen to line the back of Sun on Earth is a simple blue cotton that
complemented the work on the front. This fabric was chosen because, if exposed
through the front, it would not be very noticeable. It took a few days to hand-sew the
fabric, which proved to be a more challenge than some of the group members
thought it would be. Before the cotton fabric was attached, the fabric hooks made of
denim were sewn on. There were nine of them: three long hooks (reaching halfway
down the tapestry from the top), and six shorter hooks. The short hooks were placed
evenly on the back, alternating between the longer hooks in order to spread the
weight evenly during hanging. This assured that the tapestry would hang safely and
securely on simple nails.
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Transporting the Tapestry

Transportation of the Large Tapestry
Transportation of the tapestry is no easy task. The
piece weighs almost 90 pounds, which calls for
several people's involvement in moving it. At least
two people are required to carry the rolled tapestry, and it takes at least five to hang it. When rolling
the tapestry, handlers lay it on the floor on a clean
piece of fabric, then roll it -- artwork facing outwards -- around a large cardboard pipe. This
ensures that the side showing the artwork is not
damaged. After the tapestry is rolled, it is covered
with fabric for further protection.
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Student Participation

The Design Process
Students were involved with various
aspects of the design process. They participated in workshops concerned with
design review, as well as helping in the
production of the tapestry cartoon and
the publication of tapestry booklets.

Transportation

Assisting in the Weaving Process
A few students helped by assisting the
weavers as they worked on the tapestry.
Some took part in the actual weaving,
and others assisted by helping prepare
the yarn balls and making butterfly
skeins for the weavers during the construction of the tapestry artwork.

Students were able to learn techniques
for the proper handling and hanging of
large-scale work, as well to see first hand
the process of exhibition entry and transportation of artwork. Because the piece
was so large, problem solving was
encouraged for both the transportation
process and wall space appropriation for
the large artwork.

The Loom Construction
Construction of the 9 ft. x 16 ft. loom
took place at Southwestern Oklahoma
State University. Both faculty and students helped with the construction of the
large scale loom, putting in ideas and
participating in the design and construction portions of the project.
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Exhibitions of the Tapestry

Exhibitions
Sun on Earth was accepted into Fiberworks 2010 at the lAO Gallery in Oklahoma City,

Oklahoma in June of 201 O. It was exhibited there until mid-July.
Shortly after its return home, the work spent most of the month of August 2010 on
display at the Route 66 Museum, in Clinton, Oklahoma.
In September, Sun on Earth was briefly exhibited at the Stafford Air and Space
Museum during the Weatherford Art Walk 2010 event.
From December 2010 through January 2011, the tapestry was displayed at Redlands
College in EI Reno, Oklahoma.
Sun on Earth was exhibited at the Frisco Center in Clinton, Oklahoma for most of the

month of April, 2011.
The work was displayed in Lubbock, Texas, starting May 6,2011, at the Downtown
Underground Gallery.

Hosting The Tapestry?
For more information on how you
can host the tapestry contact:

Professor E. K. Jeong

580-774-3035
ek.jeong@swosu.edu
Southwestern Oklahoma State University
Department of Art
100 Campus Drive
Weatherford, Oklahoma
73096

Frisco Center Clinton, Oklahoma
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Exhibitions

Route 66 Museum Clinton, Oklahoma

Redlands Community College EI Reno, Oklahoma

Stafford Museum Weatherford, Oklahoma

On the loom at SWOSU Weatherford, Oklahoma

lAO Gallery Oklahoma City, Oklahoma

Downtown Underground Gallery Lubbock, Texas
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Art Forums

Art forums presented by the Tapestry Project were held in various venues including Redlands Community College (EI Reno, OK), Southwestern Oklahoma State University (Weatherford,
OK), The Frisco Center (Clinton, OK), and Downtown Underground Gallery (Lubbock, TX). Discussions centered on the Community Tapestry Project were held, and these led to the discussion of
other topics relevant to the arts, such as business
in relation to art as well as community involvement in the arts.
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In the Press and Media

The tapestry project received interest from the local press as well as some web sources. Here
are a few examples of how the Sun on Earth Community Tapestry Project was received:
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Pairs of Hands

By Kevin Collins
Using my prerogative as a consumer of art, I refer here to the image on the cover of this
journal as a sunset. Of the small number of people with the authority to correct this characterization, some agree, some disagree, and some offer no opinion.
In the hands of one of 25 people, a line of colored yarn passes horizontally between two
vertical strands of off-white string in the same pair of hands, the strings being passed, the yarn
doing the passing.
That intersection is called a "crossing." Visually, each crossing blends the very limited
meaning of the off-white string-it eventually expresses little more than verticality-with the
richer meaning of the parti-colored yarn. Then each crossing is placed next to another, and
each pair of crossings combines its meaning with another pair, and so on.
There are more than 300,000 such crossings in the finished product of the Public Art
Tapestry Project, "Sun on Earth," constructed in 2009 and 2010 in the Art Building of Southwestern Oklahoma State University in Weatherford, OK. Considering the work done on training and
practice looms and the crossings that had to be uncrossed and re-crossed, the number
approaches half a million.
Currently touring the state, "Sun on Earth" presents a stunningly schizophrenic vision: A realist's
fantasy, global in its locality, mocking with serenity.
But, "schizophrenic"? Those 25 pairs of hands.
Some pairs of hands created very few crossings. One pair created exactly one, and the
experience might have given the individual attached to those hands a case of the willies. Other
pairs created a couple dozen or a couple hundred crossings. But seven pairs of hands created
enough crossings each to make them tired of the process, which some of them were at times.
The owner of one of these seven pairs created relatively few crossings, but she also used those
hands to tap the shoulders of two different people who would be parts of the central group of five
pairs of hands, people who might not have become involved if not for those taps on the shoulder.
Five of these seven pairs of hands created over 50,000 crossings each.
So as with any good schizophrenic, there is a dominant personality in the vision of "Sun
on Earth," but it is distracted, tugged by the visions, among others, of someone who got the
willies. (I mean, the willies!) It is tugged by me, a man whose "vision" is severely limited by the
habitual location of his head. It is strongly tugged by a couple pairs of hands that probably
would have approached 50,000 crossings had not one arrived too late and the other left too
soon. It is tugged by hands that didn't like the work and by others that did, but not enough to
continue. "Sun on Earth" is not quite in control of all its impulses.
The five central pairs of hands all belong to Western Oklahomans, but some have more
solid claims to that title than others. Together, though, these people have seen much more of
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the world than I'd expect any five Western Oklahomans (except perhaps five Navy veterans)
to have seen.
Carol Goyer plows the rough red earth as her people did before her, and her family's
farm and ranch supports a few of the children of other Oklahomans. But she's seen the
sights of North America and Europe. I hear the Northern childhood in the voice of Mary
Segal, but she left Minnesota and has taken root in Oklahoma, where she tends a menagerie that may have function but certainly has ornament. Myra Jennings grew up here, did
microbiological research in Davis, CA and a long-term study in Gabon, in central Africa,
before returning to care for ailing parents. Christina Stone raised three children in
Thomas-small and quiet even by Weatherford's standard-but she was raised in
Sant'Arcangelo, Italy, where it can be hard to get a respite from arts-related events.
EunKyung Jeong, five years in Oklahoma, was raised in Korea and has seen Asia and
Europe. She began an MFA program in the 90's at SUNY-New Paltz in New York-taking
remedial English courses at the same time-and she settled in Weatherford after earning
her degree. (The sixth- and seventh-busiest pairs of hands complicate the vision even
further : Melaine Campbell-whose interest in the project had to wane as her own master's
program waxed-is a born Northerner who has seen both regions through biracial eyes;
Huamin Wang-who joined the project only when it was well underway-is an official of the
government of China who had come to Oklahoma to witness the birth and early infancy of a
grandchild.)
Typical of Western Oklahomans and anything-but-typical, which is typical.
The 7' x 14' tapestry depicts a setting sun against both the blackness of encroaching
night and the earth shifting from bright green to shadow. The broad bright green restricts the
piece's setting in time to only a couple of possible months in Western Oklahoma.
The piece certainly does depict just Western Oklahoma, yet it just as certainly depicts
more: the arc of the horizon-though far less parabolic than the arc of the sun-suggests
something like 1/32 of the circumference of the earth, too much arc to present just Oklahoma, a little too much to present just the Midwest. This "error" serves to conflate the mundane with the exotic in the eyes of many viewers.
(As with most questions I asked all of the owners of the five central pairs of hands, I
received answers of "yes," "no," and "sorta" to my question concerning whether conflating
the local with the universal was a conscious choice.)
***

In 2006, EunKyung Jeong had a vision not of a sunset, but of a massive communal art
project that no one, two, or three artists could claim as their own. She pictured as few as
four and as many as 20 artists conceiving, planning, and executing the project.
She gave free Saturday tapestry weaving workshops in the Weatherford Public
Library, where she shook and guided several pairs of hands, some of which would make up
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the central group of five.
She talked with a department colleague at the time, Jan Bradfield, about the depressing reality that arts funding is not only small but dependent on matching funds; there's a
chance of having a worthy project funded, but it requires a tiny grant to be used as a match for
a small grant, which can be a match for a so-so grant, etc.
Bradfield told Jeong that there was such a thing as the Weatherford Arts Council, then she
literally pushed her colleague through the doorway and into the next W.A.C. meeting . The tiny
local arts council (whose treasurer had swallowed hard when the membership had voted a
$50 donation to the arts council of New Orleans just after Katrina) voted to contribute $1500 to
the tapestry project.
Jeong began building matches, and with contributions from Southwestern Oklahoma
State University, the City of Weatherford, the Oklahoma Arts Council, and the Elizabeth Firestone Graham Foundation, she was ready in 2007 to commit to the project.
As she was ordering the essential materials-including the massive pine slabs necessary to construct the 9' x 16' frame across which the tapestry would be strung-a fluctuating
number of interested volunteers in face-to-face meetings and later on Facebook generated
ideas about the local landscape, concluding that the two central elements must be the land
and the sun. (These two, of course, are the dominant features of Western Oklahoma, but
where in the world-even in places where they are notable for their absence-is the land or
the sun not the dominant feature?)
The discussion group, always in flux, considered and rejected dozens of designs from
different sources. At one point, it considered a drawing similar to what the final design would
look like, but with an important addition : a tiny black strip perpendicular to the horizon and
marked with a sign as Highway 54.
It took the discussion group perhaps too long to eliminate the road and the sign for a
good reason, but not for the most important reason: Highway 54, the local north-south artery,
couldn't be perpendicular to the western horizon. (The more important reason that Highway
54 had to go, of course, was that its presence would have eliminated the suggestions of the
Kalahari, and of Nazca, and on some days even of Rangoon that eventually haunted the final
work; it would have turned the work's exaggerated arc of the earth into a mere error in geometry.)
There were dozens of such debates, some not so conclusively settled, and the nowlarger, now-smaller discussion group decided on the idea of an image.
Jeong produced drawing after drawing, each refined a little, until the group could offer
no more criticisms. Jeong then scanned the image onto a computer program, expanded it to
7' x 14', and printed in early 2009, in sections, the "cartoon" that was to be mounted behind
the huge frame to serve as a guide for the weavers. The off-white vertical strings were hung
vertically on the frame, and the weaving began in the late spring.
Student assistant Nikki Jantzen mixed the yarns into color combinations and video-
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recorded the developing tapestry. When she graduated and married in 2010, student assistant Martin Lopez took over these and other chores.
When the time came to start the weaving, everything seemed to be going smoothly for
the project with the important exception of its founding vision: the idea of an artwork that is
communal rather than personal. The weavers tended to defer to Jeong as problems arose.
As the colored yarn crept a few inches up the frame, it started to seem a little like the work of
"Jeong and some helpers" rather than like a genuine community project.
Like some other problems that troubled the project, this one solved itself: Jeong was enrolled
in an alternative Ph.D program. While she took online courses during the regular school year,
she was required to be away for the summer. The weavers, just comfortable enough after
nearly two months of work, decided to push on in Jeong's absence rather than put the project
on hold.
Five pairs of hands pursued the work of the summer of 2009-Jeong was absent,
Campbell was still involved, and Wang had yet to arrive-and these hands gained an authority over the preparation for the project that had been threatened by the presence of the
mother hen. They raised and settled significant as well as silly disputes. Jeong was available
by email, but the advice she could offer from Texas was limited. The group, with a new leader
not just every day but with every new utterance, made, executed, regretted, undid, remade,
re-executed, and congratulated itself for communal artistic decisions. By the time that Jeong
returned in mid-July, she was the slacker, the single remaining weaver who had made the
least contribution to the physical preparation of the work. At this point, there was no sole
proprietor of the tapestry project: it was a corporate effort, a communal effort. The group more
than welcomed the return of Jeong, but it was prepared to question her, to challenge her, and
often enough to prevail.
As the summer of 2009 passed into autumn, Campbell became less and less involved
in the twice-weekly construction sessions, and the personality of the group reflected the
personalities of the remaining five central pairs of hands: Jeong, Segal, and Goyer dominated
that personality, each with a different brand of cheerful stoicism; Stone was more passionate
on strictly aesthetic matters, and Jennings most passionate of all on aesthetic matters, on the
situation in Iraq, and occasionally on the price of tea in China.
Autumn passed into winter-and the yarn passed the halfway point on the frame, one
crossing at a time-when Wang joined the group, repeating some of the errors that others
had made months before. Some had the urge to lecture the newcomer, but all recognized in
her, in addition to the same errors, the same sorts of enthusiasm and wonder that they had
felt months before. As Campbell had been, Wang was recognized as an essential part of the
group before she returned to China in late April.
Winter passed into spring, and the end of the project was in sight. Jeong arranged to
exhibit the tapestry in the summer, the fall, and the following winter at two nearby colleges
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and two nearby museums. The group agreed to aim for entry into the Fiberworks 2010 competition in June in the state capitol, an effort that required a furious finishing kick at the end of
a marathon. The group, minus Jeong-who again will disappear for the summer-agreed to
team-teach a course on tapestry weaving for children at the Weatherford Arts Council's
Summer Arts Academy in July.
When Southwestern Oklahoma State University bought a substantial Main Street building,
several local arts groups made an appeal to the president that a portion of it be dedicated as
secure exhibition space for the university, something it has never had before. Jennings represented the tapestry group for the appeal. The administration has made no final decision on
this matter yet, but space like this could dramatically affect the cultural life of the university
and the community forever.
The group leaves tomorrow for Oklahoma City to deliver the finished tapestry to the
Fiberworks competition. Following the Fibreworks show, the tapestry is scheduled for stops at
the Route 66 Museum, the Stafford Museum, the Frisco Center, Redlands College, and Texas
Tech University. All of the weavers are taking part on a further, but only some are very enthusiastic about continuing their collaboration by producing smaller individual tapestries that could
complete and complement the grand collective effort. Others are merely enthusiastic. If the
project moves forward, it will almost certainly resemble in personality the collective(s) that
produced "Sun on Earth," but it will no closer to identical than that group was to the Facebook
discussion group-or to that tentative pair of hands with a brief case of the willies-from three
winters earlier.
The world was changed a little by the 300,000 crossings of colored yarn with off-white
string and the 200,000 more turned on practice looms by the five, the seven, and the 25 pairs
of hands. The world was changed a little by other works of art by the same group, such as the
odd Thanksgiving dinner adjacent to an ornamental menagerie on a rough patch of land
dominated by the sun, a dinner at which people shared memories of Minnesota, Korea, San
Francisco, and Gabon. Dinners like that are rare in Western Oklahoma, but they happen.
They are rare all over the world, but they happen.
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Myra Jennings

,

Mary Segal

Carol Goyer

Cristina Stone

1.) What led you to want to become involved with the Tapestry Project.
Myra:

E.K. and my love of fiber led me to the Tapestry Project. I met E.K. at workshops held at the Weatherford Public
Library, and I was attracted to those workshops because I love yarn and fabric. Knitting has been my stressrelief for years. And, even more years ago I fell in love with fabric and the sewing machine. So, when I saw the
notices for the tapestry workshops at the WPL, I knew that would drive 33 miles to Weatherford for the
tapestry
workshops.
E.K. contacted me about the project. Initially I was reluctant to participate because all the discussions were
about the design and I would rather endure a root canal without anesthesia than to draw anything. But after a
few meetings, I knew that I wanted to weave on the large tapestry.
Mary:

The introductory tapestry classes that E.K. held at the public library started my interest in tapestry weaving .
When I read an article about the Tapestry Project in the Weatherford Newspaper, I thought "That sounds like
fun:' But, truthfully, I probably would not have gotten involved if Melaine (a friend and early tapestry volunteer) hadn't kept after me to come to a meeting. Once I met everyone, I was hooked.

Carol:

I was taking a class from E.K., Chinese Calligraphy. She asked me to come to a meeting about the tapestry.
That was almost three years ago and we are still weaving.

Cristina: I became involved in The Tapestry Project thanks to Melaine Campbell. She insisted for me to go to one of the
first meetings. Reluctantly, I went and within minutes I was completely hooked!

2.) What has been your favorite part about making tapestries?
Myra:

Weaving with E.K. and my colleagues has been my favorite part of making tapestries. Learning the techniques
of tapestry weaving has been a real pleasure, but the greatest pleasure has been learning that we each can
contribute artistically as individuals while working as a group.

Mary:

Being part of the process of bringing an idea on paper to a full-blown work of fiber art.

Carol:

I enjoyed the process and the finished product.

Cristina: My favorite part was spending time with the girls- Carol, E.K., Mary and last but not least, Myra. I grew
very fond of them. Now, they are an indispensable part of me. Weaving, of course, was and still is a great joy!

3.) What has been your least favorite part of making tapestries?
Myra:
can

Warping the loom is my least favorite part of making tapestries, but that must be done before any weaving
be done.

Mary:

Undoing the knots after removing the tapestry from the loom.

Carol:

Lying the warp.

----------------Cristina: Warping the loom. No doubt about it.
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4.) What do you appreciate most about working on this project?
Myra:

Working with others is the most meaningful and enjoyable part of working on this project. We have become a
close group of friends who are joined by a common bond.

Mary:

The true friendship that developed with all the weavers -- and also the fact that we were actually able to
complete such a large and lovely piece.

Carol:

I enjoyed working with our group.

Cristina: The friendship, decision making and the opportunity to grow artistically. Since I've been spending time with
my special group of friends, my personal knowledge grew deeper and wider. Our intense conversations
during our weaving time are a true font of eclectic "knowledge':

5.) Is there anything you would change looking back now?
Myra:

I think all of us have learned many things while working on this project and we each have expressed being
pleased with the finished tapestry. From my point of view, I see that one of our greatest accomplishments was
being able to discuss our goals and sometimes modify our approach to reach those goals. I would change the
attitude of the Art Department had about our project -- if I had the power to change attitudes.

Mary:

We could have worked more often -- to move it along faster -- maybe.

Carol:

I wouldn't hurry to finish it for the Art Show (Fiber Works) but just take my time.

Cristina: No. The timing fit my needs. The frank and spontaneous honesty suited my idea of friendship. The discrete and
caring instructions of our teacher E.K. Jeong nourished my lack of self esteem.

6.) On working on a group project, what have you learned the most?
Myra:

As I stated above, I learned the value of respecting each person's point of view. We agreed in the early stages
of the project to always discuss with everyone together any of our concerns about the work. We agreed toe be
honest with each other and not just say what we thought the other person or others wanted to hear. And, it
is all on tape.

Mary:

That everyone needs to be open and honest and be able to work together with respect and friendship.

Carol:

First I knew nothing about tapestry when I started, so everything seems difficult when I started. So everything
I know about tapestry I have learned from this project.

Cristina: I've learned how to cooperate and work with others. I've learned how to listen to my friends'voice, and
consequently, improve my own ideas.
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7.) How would you feel about doing another similar large scale tapestry project?
Myra:

At this moment, I would say that I have a major reservation. I would want to know where it would be permanently displayed. We are proud of our finished tapestry, but it makes me sad that the tapestry cannot be
properly displayed.

Mary:

I really don't know. It would depend on what and where.

Carol:

I enjoy working on our small projects, but if we had a good idea I would probably help.

Cristina: I don't know. At the present time, I do enjoy working on my personal piece.

8.) How would you feel about helping to start a large scale tapestry project in the community?
Myra:

I would only participate if the arrangements for gallery space were known before beginning the project

Mary:

I'm a follower, not a leader.

Carol:

If we had a way to take it to different groups so they could work on it. Maybe not worry about the results just
think it is a learning tool.

Cristina: It is an idea that I would consider and discuss with the focus group.

9.) Where would you like to see Sun on Earth 5 years from now?
Myra:

I want to see Sun on Earth displayed in an "art-friendly" space.

Mary:

Permanently installed some place where it could be enjoyed and appreciated on a daily basis.

Carol:

Some place where it could be enjoyed and inspire people. (Also taken care of.)

Cristina: I would like to see Sun on Earth in an appropriate, secured gallery space.

10.) Do you think you will continue making tapestries in the next few years?
Myra:

Of course. It will take the next few years for me to finish what I have started. I have an extreme need to work
with fiber and tapestry is one of the best ways to satisfy that need.

Mary:

Hopefully, yes (I've got a lot of yarn to use up.

Carol:

Yes, I enjoy our group. I have several ideas and lots of yarn and I know I have a lot to learn.

Cristina: Yes, absolutely! I love weaving and making tapestry. I hope to have this opportunity for many years to come!

----------------44
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An Expression of Public Art

by Cristina Stone
"Sun on Earth;' a large-scale tapestry work, is the first public art project I have been
involved with. Thanks to the courageous, determinate, and bold ideas of E.K. Jeong,
an art professor at SWOSU, This unique and unusual project took flight about a year
ago. Her commitment to a dream and desire of stimulating and reinvigorating the
"need" and "curiosity" in public art in Western Oklahoma is now a reality.
The tapestry project, being placed outside the normal venues of the traditional
gallery or museum, is generating a large amount of curiosity and admiration among
the public. The vast majority of people who came to visit the artwork in progress have
shown amazement, admiration, joy, and excitement, confirming the success of Miss
Jeong's idealistic and now realistic goal: a new genre of public art socially engaged,
socially responsible.
I believe the reason of the pure like-ability and popular success of the "tapestry" is
mainly due to its aesthetically pleasing, intrinsic characteristics of being immediately
accessible and easily understood. Subject, color, texture and materials are simple,
pleasant to the eye, harmoniously woven, and smoothly crosshatched.
Along with Miss E.K. Jeong, I firmly believe that bringing art outside of the traditional context of galleries, museum, and performance halls, will increase access to art
and culture that continues to improve the every day lives of many people.
Public art excludes no media, materials, or process. It can require years of planning,
consultation, and approval to be developed or it can occur spontaneously. It can also
be momentary or lasting. It can simultaneously excavate the past and envision the
future. With a broad conception of "public': it can happen at almost any time, with
anyone, and virtually anywhere.
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What They're Up To Now

Currently, weavers Carol Goyer, Myra Jennings, Mary Segal, Cristina Stone, and E.K.
Jeong are working on smaller scale tapestry pieces as individual projects.

Myra Jennings

E.K. Jeong

Mary Segal
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Carol Goyer

Cristina Stone
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This project was made possible by the generous funding from:

OKLAHOMA

swJjsu
Southwestem Oklahoma State University

NATIONAL
ENDOWMENT
FOR THE ARTS

Funded in part by the City of
Weatherford Hotel/Motel Tax

Elizabeth Firestone Graham Foundation

- --- ------ ---- -- 49

263

Texas Tech University, EunKyung Jeong, August 2012

Community Tapestry Project

This Catalog was made possible by the generous funding from the Elizabeth Firestone Graham Foundation.

Elizabeth Firestone Grahalm Foundation
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SWOSU | News and Events |

4/19/12 1:05 PM

Public Relations & Marketing
Phone: 580.774.3063
Fax: 580.774.7117
news@swosu.edu

News and Events
Tapestry Concept Design Exhibition Planned at SWOSU
April 23, 2009
Southwestern Oklahoma State University is sponsoring the making of a tapestry to represent the life, traditions and symbols of
western Oklahoma, and the organizing committee is sponsoring an exhibition to get comments about the project on Friday, May 1,
from 4-6 p.m. in the SWOSU Art Building on the Weatherford campus.
E.K. Jeong said the exhibition will display the current concepts of the tapestry. Everyone is invited.
Participants will be able to make comments and suggestions before the project actually begins. The design exhibition will be from
May 1-July 1.
Once the tapestry is completed, it will be a traveling display that will be available for display throughout western Oklahoma.
A workshop is also planned for Saturday, May 2, from 11 a.m. until 12 noon and again from 2-3 p.m. A donation of $5 is asked to
help pay for materials.
The project is sponsored by the generous funding from the Elizabeth Firestone Graham Foundation, the Weatherford Arts Council,
and SWOSU.
For more information, contact Jeong at (580) 774-3035 or ek.jeong@swosu.edu

.

The focus is you.
Southwestern Oklahoma State University, 100 Campus Drive, Weatherford, OK 73096 580.772.6611

http://www.swosu.edu/news/releases/2009/2009-04-23d.asp

Page 1 of 1
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Tapestry Class
Dates: Saturdays - March 29, April 5,
April 19, April 26 and May 3, 10am-12pm
Place: Weatherford Public Library

Dates: Tuesdays - March 25, April
1, April 8, April 15, 5pm-6pm
Place: SWOSU Art Gallery

Director: E.K Jeong
E-mail: ek.jeong@swosu.edu
Phone: (580)774-3035

Weatherford
Arts
Council
The Tapestry class is FREE to general public and made possible by the generous support from the Oklahoma Arts Council.
Weatherford Arts Council, Southwestern Oklahoma State University, and the Weatherford Public Library.
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If you wish to donate to this project,
please make your check payable to:
SWOSU Foundation - Tapestry Project

Southwestern Oklahoma State Universtiy
Art Building - Room 415
100 Campus Drive
Weatherford, OK 73096

Location

Saturday, September 19, 10 - noon
Tuesday, October 13, 4 - 6pm
Tuesday, November 3, 5 - 7pm
Saturday, December 12, 10 - noon

come see the weaving and learn

Workshops and Open Studios

Tuesday, August 18, 4 - 6pm
Tuesday, September 1, 5 - 7pm
Thursday, October 1, 4 - 6pm
Thursday, November 19, 5 - 7pm
Tuesday, December 1, 4 - 6pm

come see the weaving in progress

Open Studios

Times and Dates

Workshops / Open Studios

Check us out at facebook.com
Search for “Public Art - Tapestry” under groups

Contact Jeong at (580) 774-3035 or
ek.jeong@swosu.edu.

Anyone interested is invited to join
in weaving the tapestry.

A large tapestry titled “The Beauty
and Pride of Western Oklahoma” will
be woven by volunteers under the
direction of E.K. Jeong of the SWOSU
Art Department. Public participation
and appreciation in creating art is
the focus of this project. The
tapestry, when completed, will be
exhibited throughout western
Oklahoma.

Public Art Tapestry
SPONSORED BY:

WEATHERFORD
ARTS COUNCIL
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Dear E K. Jeong:!
During my visit to my daughter, I was pleased to be able to join your tapestry project.
When I first saw this beautiful and well designed tapestry on such a large scale, I was very
impressed and immediately joined the weaving group. This was my first time to work on a
tapestry. Under your instruction, I learned how to combine various colors to compose an
artwork. This is a very interesting and fun learning process. I was attracted.
Participating this group art activity to create a large artwork gives me the
opportunity to make friends with other people. Mary, Mara, Carol, Christina, and
Melaine are all excellent women. They not only love art, but also they have the ability to
make it. They consistently worked very hard, and cooperated very well with each other. I
greatly admired their patience, careful, and desire to reach perfection in their work. I
learned a lot from them. Every one of them was very nice to me. They prepared materials,
books, and frames for me, and they patiently taught me how to wave. Later, they designed
a tapestry and made a beautiful work for me to take back to China. Some of them also
invited me to their houses and introduced me to local culture and art. I was touched by
their great friendship.
Thank you for giving me the opportunity to make a presentation from my
professional field—China’s early childhood education—to the tapestry group. With
arrangements made by Christina, I had the chance to visit several kindergartens in
Oklahoma, and I joined an exchange activity, organized by the state official Dr. Ramona
Paul, with professors and scholars in early childhood education. This gave interested
Americans a chance to know more about education and culture in China.
During my participation in the tapestry project, I felt that, first, this activity attracted
people from the Western Oklahoma area, gave them the opportunity to learn this art
technique, and stimulated their creativity; they enjoyed the art-making process and the
interaction with others. Second, it revealed that an art department in higher education it
has responsibly to influence the society and contribute to the local community with art
activities so that people can have more appreciation for art. Third, it promoted the
university to people in the area.
Overall, the tapestry project enriched my life here at home, and it expanded my
knowledge of art. I won’t forget my American friends’ sincere friendships, and I will bring
them with me back to home. I sincerely invite you all to visit me in China.
Yours truly,
Huamin Wang!
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Facebook | Photos from Public Art - Tapestry

Home

Profile

Friends

4/24/09

Inbox

E.k. Jeong

Settings

Logout

Search

Photos from Public Art - Tapestry
Photo 5 of 6 | Back to Group | See All Photos

Previous Next
Advertise

Cartoon You

A cartoon you is a su
way to animate yours
It's free and fun! Post
cartoon you on your
profile and show it to
friends!

Ek. wanted me to explain to you all this concept of which I myself have yet to grasp, at least, to the
extent which one must to thoroughly depict the ideas behind this piece.
But, I'll try my best. The big orange object in the center is the sun. We are trying to portray the sun
as it sets, or rises, or is somewhere near the horizon when the sun looks as big as it does. The
earth is a top down satellite picture of the land around Weatherford. The sky is dramatic, much like
the weather.

Added by Ryan Lutz
to the group "Public Art Tapestry"

Added March 25 ! Comment ! Like

Share

Kinley Jones at 11:07pm March 25
Report
I like this one better than the other. But I agree, how
does this represent Oklahoma? Is it supposed to be a
more artistic version of the OK flag? Nice color pallet
though.

Tag This Photo
Report This Photo
Remove This Photo

Travis Lawson at 11:11pm March 25
Report
what if possibly the sky around the sun was more like
the sunsets here, which are extremely colorful, pinks,
blues, purples, reds etc? just an idea...
Julie Campbell at 3:07am April 7
Report
fr sure my favorite..i like how the sun is still whole, but
transparent near the bottom..
Write a comment...

More Ads

Facebook © 2009 English (US)

About Advertising Developers Careers Terms

Find Friends Privacy Mob
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Friends

Inbox
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Settings

Logout

Search

Photos from Public Art - Tapestry
Photo 3 of 6 | Back to Group | See All Photos

Previous Next
Advertise

She Was B
60's

More than h
Hollywood u
to look youn
can try it for

Added by Ryan Lutz
to the group "Public Art Tapestry"

Share

Added April 6 ! Comment ! Like
Ryan Lutz at 10:18pm April 6
Report
Oklahoma background faded into the muted version2
Ryan Lutz at 10:19pm April 6
I'll do pinks pretty soon Mr. Michael

Report

Julie Campbell at 3:06am April 7
no no.. do not lie the state being in there..

Report

Tag This Photo
Report This Photo
Remove This Photo

Deedra Hall at 8:04pm April 8
Report
I think this one would look better if the colors were
lighter and the sun wasn't so much the center of
interest.
Write a comment...

More Ads
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Home

Profile

Friends

4/2

Inbox

E.k. Jeong

Settings

Logout

Search

Photos from Public Art - Tapestry
Photo 1 of 6 | Back to Group | See All Photos

Previous Next
Advertise

Applications

Online Friends (4)

Cartoon You

A cartoon you is
way to animate
It's free and fun!
cartoon you on
profile and show
friends!

Less Teal Sky. In Fact, it isn't teal at all anymore

Added by Ryan Lutz
to the group "Public Art Tapestry"

Share

Added April 7 ! Comment ! Like
Ryan Lutz at 9:53pm April 7
Report
Sorry about the sun being whole again. It be the opinion
of a portion of the group that the sun be a symbol
rather than a realistic depiction.
Joseph Thiessen at 11:59am April 10
This is cool!

Report

Cherokee Leonard at 5:26pm April 12
The color of the sky looks good.

Report

Tag This Photo
Report This Photo
Remove This Photo

E.k. Jeong at 9:54pm April 15
Cherokee, it will be nice if you can join us during the
summer making the tapestry. I will teach you :)
Cherokee Leonard at 7:49pm April 17
Is their going to be class in the summer or just
meetings? or both. That would be nice.

Report

E.k. Jeong at 4:20pm April 18
There is a Tapestry course in July, 4 weeks. It is on
SWOSU web. I am also scheduling a couple of
workshops through the fall. I would love to you come to
some or ALL of them!!!
Write a comment...
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Friends
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E.k. Jeong

Settings
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Photos from Public Art - Tapestry
Photo 6 of 6 | Back to Group | See All Photos

Previous Next
Advertise

Get Paid T

You could m
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Tapestry Cartoon. Judge it hate it. Opinions welcome

Added by Ryan Lutz
to the group "Public Art Tapestry"

Added March 24 ! Comment ! Like

Share

E.k. Jeong at 10:42am March 25
Everyone, this is a draft. Please feel free to make
comments!

Tag This Photo
Report This Photo
Remove This Photo

Whitney Crosnoe at 11:25am March 25
Report
how is this suppose to reflect western oklahoma?
Julie Campbell at 8:31pm March 30
Report
i dont really see how it is western oklahoma... but i like
the sun being in front of the land.. but the sky should
look more like our skies look..
Deedra Hall at 9:05pm March 30
Report
I think the sky and sun are cool, but I don't know if I like
the land.
Write a comment...
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Home

4/24/09 4:48 PM

Profile

Friends

Inbox

E.k. Jeong

Settings

Logout

Search

Public Art - Tapestry
Global
Advertise
Basic Info
Type:
Description:

Entertainment & Arts - Fine Arts
This is a discussion group where we will talk about ideas for a public art tapestry - that will represent the beauty and pride of Western Oklahoma
and will also travel to communities throughout the western part of the
state. It is open to general public and we welcome you to join in this
discussion.
Please visit DISCUSSION BOARD and share your thoughts. Also, upload
images you would like us to consider for the tapestry design.

Affordable Online
Degrees
View Discussion Board
Message All Members
Promote Group with an Ad
Edit Group
Edit Members
Do you want to continue
your education, but find
the cost of tuition too
expensive? APU offers 74
affordable online degrees.
Get info.

Invite People to Join
*** Uploading and comments and/or photos here on this group is your
consent to participate. It can be used for a scholarly research purpose.
Please use a pseudonym or initials if you wish. You can also e-mail me
with any special request. ***

Create Related Event
Leave Group
Share

Recent News

Group Type

http://www.swosu.edu/news/releases/2009/2009-01-30a.asp

This is an open group. Anyone
can join and invite others to join.

Dentists recommend.

http://www.chickashanews.com/features/local_story_034115551.html
Admins
E.k. Jeong (creator)

Members
Displaying 8 of 51 members

See All

Events
5 past events

See All

Tapestry Group Meeting
Art Building - Gallery & Computer L...
Thursday, April 23 at 6:00pm

Violight toothbrush
sanitizers kill 99.9 of
germs on your toothbrush
with UV light, giving you
the best oral care in
minutes.

Focus Group
Melissa
Turner

James H.
Smith

Jessica
Musick

Misty
Sarah AlEschenbacher
Jarrah

Jade
Mahan

Susan AlJarrah

Carmen
Lizardo

SWOSU Art Gallery
Tuesday, April 7 at 6:00pm

Get Paid To Write

Focus Group Meeting
SWOSU - ART gallery
Tuesday, March 24 at 6:00pm

Discussion Board
Displaying 3 of 4 discussion topics

Start New Topic | See All

Tapestry's First Draft

Focus Group Meeting - March
17...
SWOSU-ART building lobby
Tuesday, March 17 at 6:00pm

10 posts by 7 people. Updated on April 8, 2009 at 6:24pm

Public Art - Tapestry

Details of the tapestry

SWOSU-Art building lobby
Tuesday, March 10 at 6:00pm

2 posts by 2 people. Updated on April 8, 2009 at 8:07am

You could make between
$25-$45 an hour doing
simple free lance writing
part time at home. Click
here to learn more and
sign up today.

Related Groups

tapestry meeting
1 post by 1 person. Updated on March 30, 2009 at 12:48pm

YMCA Mural

The Wall

Weatherford's Guide to Shopping
and Entertainment

More Ads

Entertainment & Arts - Fine Arts

Displaying 5 of 12 wall posts.

See All

Write something...

Entertainment & Arts - Online Media

SWOSU'S 1st Ever All Class/All
Sport Reunion!
Sports & Recreation - College Sports

Let's set and break a Guiness
Record!!!! Approved by
guinnessworldrecords.c
Post

Entertainment & Arts - General

Out and About in Clinton,
Oklahoma
Common Interest - Activities

E.k. Jeong wrote
at 5:33pm on April 9th, 2009

In SWOSU art building. If there is any other place available we can discuss. We will
tried to have next meeting on Thursdays.
Delete

Nikki Janzen wrote

http://www.facebook.com/group.php?gid=52870931697
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Search

Tapestry
Back to Public Art - Tapestry

Discussion Board

Topic View

Start New Topic

Topic: Tapestry

Delete Topic | Reply to Topic

Adv

Am
Bri

Displaying all 4 posts by 2 people.
You wrote

on March 1, 2009 at 1:01pm

Reply to Your Post
Delete Post

Post #1

Tapestry is a form of textile art. It is woven by hand on a vertical loom.
(http://en.wikipedia.org/wiki/Tapestry)
Have you seen Tapestry?
Have you done tapestry before?
Would you like to learn? You can make a coaster or place-mat.
How would you like to be part of large-format tapestry as a public for his community?

Whitney Crosnoe wrote

on March 2, 2009 at 11:18am

Ho
Buc
HD
oth
spe
info
Reply to Whitney
Mark as Irrelevant

Post #2

1. yes i have seen tapestry
2. no i have never done tapestry before
3. yes i think i would like to learn
4. depending on the time involved and when this will take place yes a would like to be a part of
a large-format tapestry for this community

Report

You wrote

Reply to Your Post

on March 2, 2009 at 4:23pm

Delete Post

Delete Post
Post #3

We are collecting ideas and images now.
Plan to have exhibition/discussion with TAPESTRY CARTOON/S (the 'blueprints' for the
tapestry) in May.
Tapestry making will start during the summer or fall of this year.
For now, would you like to throw some ideas on subject matters (those recognizable people,
places, or events in artwork) for the design?

You wrote

on March 2, 2009 at 4:28pm

Reply to Your Post
Delete Post

Post #4

It would take a couple of months to complete the tapestry. But, I am not expecting people to
commit themselves to entire process. I hope people would come whenever they can and make
parts of the tapestry.
You are welcome to bring friends, family, and students. Feel free to add your opinions and
images.

Reply
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RE: IRB 503205 Human Subjects Research Proposal - Outlook Web Access Light

Type here to search
Reply

Mail

Reply to All

4/21/12 10:28 AM

Address Book

This Folder
Forward

Move

Delete

Junk

Options

Log Off

Close

Calendar

RE: IRB 503205 Human Subjects Research Proposal

Contacts

Fehr, Dennis
Sent: Wednesday, December 07, 2011 10:50 AM

!" #$% (1479)
&' #$%
() &*% [154]
+, -. [5]
$/ #$%
Click to view all folders
Manage Folders...

To:

Jeong, Ek

Congratulations, E.K. Now to the next steps.
Dennis
________________________________________
From: Peters, Donna
Sent: Wednesday, December 07, 2011 9:18 AM
To: Fehr, Dennis; Jeong, Ek
Subject: IRB 503205 Human Subjects Research Proposal
Dr. Dennis Fehr and E.K. Jeong:
After additional review of the documents you submitted for your study entitled, “
Collaborative Public Art Making: The Tapestry Project,” the Texas Tech University
Institutional Review Board has determined that your study will not need further review
and approval based upon prior IRB approval from Southwestern Oklahoma State University
and the oral history design of the study.
I hope your project goes well.
Donna
Donna Peters, CIP
IRB Coordinator
Office of the Vice President for Research
Texas Tech University
147 Drane Hall, Box 41075
Lubbock, TX 79409-1075
806-742-2064

Connected to Microsoft Exchange

https://mail.ttu.edu/owa/?ae=Item&t=IPM.Note&id=RgAAAABGjNbECfS…wliaQK7w%2bSuEELNtAAAApGaDAABNtzK6XbXuTKBIa890kahJAYQO8LW5AAAJ
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