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The objectives of this study were:

1. To identify factors which contribute to the success of a
fiber artist in Oregon, including skills or knowledge gained from
training or experience.

2. To draw up recommendations for use by colleges and univer-
sities to facilitate the evaluation of programs designed to train success-
ful artists.

3. To provide fiber artists with a summary of general informa-
tion regarding their Oregon peers.

The investigator interviewed ninety-five fiber artists from twenty-
six cities and towns in Oregon; eighty-eight artists were females and
seven were males. A measure of success was devised and used to rate
the artists. The Investigator's Rating of Success and the artists' own
ratings of success were compared and correlated with several other
variables.

No significant relationship was found between scores on the

Investigator's Rating of Success and the Self Rating of Success. Sig-

nificant relationships were found between the Investigator's Rating of
Success scores and the number of years doing work, the hobbyist/
professional self rating, and the number of hours doing work each week.

The Self Rating of Success scores were significantly related with the
hobbyist/professional self ratings.



T-tests were used to assess differences in the Investigator's
Rating of Success scores and in the Self Rating of Success scores of
artists divided according to techniques used, articles produced, sales
outlets, source of commissions, training, and sex. Significant differ-

ences were found in the Investigator's Rating of Success scores of
artists who do/do not (a) use weaving techniques, (b) use techniques
other than weaving, and (c) use construction techniques. Significant

differences were found in the Self Rating of Success scores of artists
who do/do not use surface embellishment techniques.

The artists were asked to rate a list of skills or knowledge
according to the extent to which they contributed to success as an

artist, and to indicate where each could best be learned. The skills

which were rated the highest were design ability and expertise in

technique(s). Other skills which were rated very high were related to

exhibiting work. Income and money management skills were rated

relatively high. How to obtain grants, and how to set up a studio were
skills whose high, medium, and low ratings were almost equally dis-

tributed. Skills which were rated relatively low in contribution to

success were: ability to teach, ability to write, and ability to lecture.
Skills which the artists indicated could best be learned through

training or mostly through training were use of contracts, how to
obtain grants, how to put portfolio together and getting good photos of

your work. Skills which the artists indicated could best be learned
through both training and experience were ability to write, expertise
in technique(s), design ability, ability to teach, ability to lecture, and
management of income. Skills which the artists indicated could best
be learned through experience, or mostly through experience, include
how to exhibit, how to price artwork, how to obtain commissions,
organization of work, how to set up a studio, where to exhibit and

obtaining of materials at reasonable cost. Keeping good records of



income and expenses was the only skill whose ratings were evenly
divided among the five categories of where each skill could best be

learned.
Several recommendations, based upon the artists ratings of the

factors which contribute to success, were drawn up for the use of
colleges and universities to facilitate the evaluation of programs

designed to train fiber artists. Suggestions for further study were

made. A summary of the thesis was prepared and sent to the partici-
pating artists.
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FIBER ARTISTS OF OREGON

I. INTRODUCTION

Arts and crafts have been part of people's lives for many
centuries. Long before the American Revolution, craftsmen and

artisans were well-established in this country. Researchers have
studied crafts and craftspeople in other states as well as in Oregon,
some studying only the textile crafts, others dealing with all crafts,
including such textile crafts as weaving and stitchery. These studies

have shown that many people are involved in craftwork of various

kinds for a variety of reasons and that most of these people pursue
their crafts as a leisure time activity, rather than as a means of
making a living.

While other studies have been descriptive surveys of crafts and
craftspeople, the present study was an attempt to identify factors which
contribute to the success of a professional artist and to correlate
success with other factors which may determine how successful an

artist is. The study was limited to Oregon fiber artists. Fiber art is
a term used to describe the contemporary use of fibers in creating
artwork; fiber artists are those people skilled in creating artwork
through the use of fibers.

Purposes and Objectives

A number of people in Oregon are actively involved in such fiber
arts as weaving, stitchery, macrame, applique, soft sculpture, batik,
and quilting. People who pursue these activities only in their leisure
time are generally considered hobbyists, while people whose major

activities revolve around their artwork are generally considered pro -
fe s sionals.
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A prime objective of this study was to determine if a professional
career in the fiber arts is viable and what factors contribute to success
in this field. People pursuing a career in the fiber arts and those
involved with the training of fiber artists want to know which skills and
knowledge contribute to success as an artist and to what extent. Infor-

mation about,careers in the fiber arts will help colleges and universities
in evaluating the merit of a plan to develop classes or programs in the
fiber arts.

The investigator studied Oregon fiber artists and the factors
which contribute to their success. Since success may be defined in a
number of ways and is dependent on many different variables, a method
for rating the artist's success was devised by the investigator. The

investigator's rating was compared to the artist's own rating of success.
The skills or knowledge gained from training or from experience as an
artist were identified and rated according to the extent to which the
artists feel these factors contribute to success as an artist.

The specific objectives of this study were:
1. To identify factors which contribute to the success of a

fiber artist in Oregon, including skills and knowledge gained from
training or experience.

Z. To draw up recommendations for use by colleges and
universities to facilitate the evaluation of programs designed to train
successful fiber artists.

3. To provide fiber artists with a summary of general information
regarding their Oregon peers.

Justification for the Study

At Oregon State University, both the Clothing, Textiles and
Related Arts department in the School of Home Economics, and the
department of Art offer courses in textile design. Weaving and surface

design are two important areas in which students may pursue their
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interests. Recent liaison efforts between the two departments have
resulted in a more unified approach to the study of textile design.
Both departments are interested in strengthening their fiber arts
programs. It is hoped that this study will provide some information

about what artists need to know to be successful artists and that this
information may be useful in developing coursework for the textile

design students who intend a career in this area.
As a fiber artist, the investigator has a personal interest in

the information obtained from this study. In particular, it was
important to learn what fiber artists are doing, if it is possible to
make a living doing artwork in Oregon, and what kinds of training

fiber artists have had. The investigator chose to collect the data
through personal interviews in order to meet the artists personally
and see their work. By doing personal interviews, it was possible
to include a greater number of artists in the study than may have
been included if the questionnaire had been mailed (since mailed
questionnaires are often not well-received and the return rate is
generally low).

Another benefit of the study was that the artists themselves
received a summary of the research and descriptive information
about their peers. Many of them did not know what other artists
were doing and expressed an interest in knowing more about other
fiber artists in Oregon. Many of the artists seemed very pleased to
be included in the study and pleased to know that some interest was
being taken in them, in their work, and in the field of fiber art in
general.
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II. REVIEW OF LITERATURE

Numerous studies have been made of crafts and craftspeople in
general, including Moser's study of handicrafts in Oregon (1950). Her

study was done in order to (1) bring together information concerning
craftspeople in Oregon and their creative work; (2) determine which

crafts were being practiced; (3) learn how crafts contribute to more
satisfying living; and (4) obtain information for groups promoting

crafts. Questionnaires were sent to extension services to obtain lists
of craftspeople, then to the craftspeople themselves. The results of
the study showed there was a widespread interest in crafts by people
of all ages and that most craftwork was done for recreation rather
than as an income-producing occupation.

Lombardi (1953) did a survey of Northeastern Oklahoma crafts-
people and their work to determine which crafts were being practiced
in Oklahoma and what the production and marketing problems of the

craftspeople were. He sent questionnaires to craft workers and craft
teachers. His findings showed a need for an organization to help

market crafts and improve designs, a need for more publicity for
craftspeople, and a need for an educational program for craftspeople.

Mifflin (1961) surveyed craftspeople in the Arkansas Ozark
region. Her purposes included the identification of craftspeople and
the type of work they did, the extent of their interest, and the major
problems they recognized in craft work. The results of her study
showed that a fairly large group of people of this region practiced

craftwork. Many of them did crafts as a leisure time activity; some
used crafts to supplement their income; for others, crafts were both
hobby and a means of income; a few craftspeople depended on their

work for their total income. Most craftspeople had done some type
of craftwork all their lives and had received a greater part of their
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training at home or from friends or neighbors. The results of this
study also indicated a need for a developmental craft education and
promotion program and for more educational work by colleges,
universities and art centers.

Brouillette (1968) surveyed selected textile craftspeople and
crafts in Iowa in order to determine the type of craft work being done,
what problems were encountered, and to report the craftspeople's
interests in the field. Her findings included the following: more

craftspeople were involved in their work as a leisure time activity
than to earn money; most had some formal training in crafts; most
exhibited their work; they did not feel they needed any particular

assistance with their work.
A study of craft programs in North Carolina museums, colleges,

universities, and craft organizations was conducted by Shearin (1965).
Some of her findings were: craft programs conducted by art museums
were small in scope; many college and university programs seemed
to be just being developed but future plans indicated they would grow

in importance; the principal purposes of craft organizations were the
education, promotion, and marketing of crafts.

A survey of crafts and craftspeople in Kentucky was conducted

by Hickey (1958). Questionnaires were sent to home economics
teachers and to colleges and universities in order to obtain names of
craftspeople. The results from the college and university question-
naire showed that crafts were taught in Home Economics, Industrial
Arts, Art, and Physical Education departments. A third questionnaire
was send to the craftspeople to find out about their work and the

problems they encountered. The ninety-seven craftspeople who

returned questionnaires reported that the greatest help to them was
encouragement from others doing the same type of crafts, while the
training they had received was the second most helpful. Most
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craftspeople seemed to be located near colleges and universities,
many were interested in more markets, and time was listed as the
greatest problem.

Craftspeople in Sevier County, Tennessee were interviewed by
Hodges (1951), who found that weaving was the craft most widely

practiced. There seemed to be a decline in spinning, he found,

probably due to a lack of raw materials and time.
Stevens (1951) limited her study to Southern Indiana and to the

following crafts: jewelry, ceramics, weaving, basket making, carving
or sculpture, metalwork, woodwork, plastics, and leather. Question-

naires sent to craftspeople and craft teachers showed that most crafts-
people responding were weavers; 39% of craftspeople had at least some
training at the college or university level; and 35. 4% made their living

at crafts. The craftspeople expressed a need for an organization
which would encourage improvement of designs and techniques, help

in the marketing of crafts, and educate the public about craft work.
A survey of the craft programs of the Land Grant colleges and

universities was done by McSparran (1954). After doing a catalog

study of fifty-three institutions, she sent questionnaires to fifty-nine
departments. She found that craft programs were offered by Home
Economics, Art, and Industrial Arts departments for the purpose of
promoting worthwhile leisure time activities, and to train art and
craft teachers. The most frequently offered area of study was textiles
and weaving. Ceramics was the single course most frequently offered,
while weaving was second. Job requests most frequently received by
the schools were for craft teachers and teachers for recreational
programs.

None of the above studies has been concerned with fiber artists

in Oregon, and none has attempted to identify characteristics of
successful artists.
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During a recent seminar for artists, Francis Newton, former
director of the Portland (Oregon) Art Museum, stated that artists and
politicians are the only self-proclaimed professionals. (Artist Survival

Kit, University of Oregon, April 30 and May 1, 1976).

Yankee Johnson, the King City Art Director, used the following
criteria to define a professional artist (Focke, 1976):

1. Self-declaration of the artist
2. Membership in a trade union
3. Quality of the work
4. Commitment to work
5. Art is principal source of support
6. Training as artist
7. General acceptance as an artist

However, Focke pointed out that not one of these factors by itself can
be used to assess professionalism; it is difficult to determine quality;
commitment to work is difficult to measure; and art as a principal
source of support is rare (Focke, 1976). Apparently even the U. S.

Census Bureau does not have a category for self-employed artists.
(Chamberlain, 1976).

The question of whether or not an artist is defined as a hobbyist
or a professional may not be important to some people. It becomes

an important question, however, for artists who wish to claim tax
deductable expenses for their business or trade. Hobbyists are only
allowed to deduct expenses up to the amount of income derived from
their artwork, while professional artists are entitled to deduct all
ordinary and necessary business expenses. (Crawford, 1976).

One of the criteria which the Internal Revenue Service uses to
help determine whether the artist is a hobbyist or not is the expertise
of the taxpayer.
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IRS Regulations stress extensive study, but equally
important is the acceptance of your art as evidenced by
gallery exhibitions, tangible encouragement by agents or
dealers, the winning of prizes, professional memberships,
or critical recognition of your work in articles or books.
Use of professional equipment and techniques can also be
important. Appointment to a teaching position, if the
appointment is based, at least in part, on professional art
ability, further demonstrates expertise. (Crawford, 1976,
p. 62).



III. PROCEDURE

Introduction

9

One of the purposes of this study was to identify factors which
are related to success as a fiber artist. The investigator devised a

method for rating the artist's success and compared the success
ratings with such variables as age, sex, training, techniques used,
and products made.

Skills and knowledge which contribute to the success of the

artists were identified and categorized according to where they could

best be learned. These evaluations were used to draw up recommenda-

tions for use by colleges and universities to facilitate the evaluation of
programs designed to train fiber artists.

A summary of the thesis and additional descriptive information
was prepared and sent to the artists who participated in the study.

Definitions

Fiber art: Art or craft in which textile fibers are the primary
materials used by the artists in creating their work. The term includes,

but is not limited to the following: weaving, hand and machine stitchery,
soft sculpture, applique, batik, tie and dye, block printing, silk screen,
crochet, macrame, quilting, and piecework. The fibers may be used

in any form, including: fibers, threads, yarns, or fabric.
Fiber artists: Persons skilled in creating original designs using

one or more of the above techniques and whose major activities revolve

around their artwork.
Original designs: Made up from one's own thoughts or feelings

rather than copied, imitated, or made from a kit.
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Construction techniques: Techniques in which fibers, threads,
yarns, or fabrics are put together to create a finished piece of work.

For example: weaving, crochet, piecework, macrame.
Surface embellishment techniques: Techniques in which fibers,

threads, yarns, fabrics, dyes, or other elements, such as beads,
are applied to the surface of a fabric to create a design. For example:

stitchery, quilting, batik, applique.
Successful artists: Artists who exhibit their work in one-person

and invitational shows; receive awards, recognition, grants and com-
missions for their work; who are known by other artists; and serve as
jurors for art exhibits. The level of success of an artist is based on

the degree of participation in these activities.
Self rating of success: An individual's perception of personal

success as an artist.

Hypotheses

The following null hypotheses were tested in order to carry out

the first objective. (See page 2. )

1. There will be no relationship between scores on the Investigator's
Rating of Success and Self Rating of Success measures.
2. There will be no relationship between scores on the Investigator's
Rating of Success and each of the following variables:

a. Number of years doing work
b. Hobbyist/professional self-rating
c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork

3. There will be no relationship between scores on the Self Rating of
Success and each of the following variables:

a. Number of years doing work
b. Hobbyist/professional self-rating
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c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork

4. There will be no differences in scores on the Investigator's
Rating of Success measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface embellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or other

worn articles and those who do not.
h. have had formal training and those who have not.
i. have had informal training and those who have not.
j. sell work through public outlets and those who do not.
k. sell work through private outlets and those who do not
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who
do not.

o. are females and those who are males.
5. There will be no differences in scores on the Self Rating of Success
measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface embellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or

other worn articles and those who do not.
h. have had formal training and those who have not.
i. have had informal training and those who have not.
j. sell work through public outlets and those who do not.
k. sell work through private outlets and those who do not.
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who
do not.

o. are females and those who are males.
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Development of the Questionnaire

A questionnaire was developed to obtain the information needed

to fulfill the objectives of the study and to test the hypotheses. (See

the Appendix for a copy of the questionnaire).

Artists were asked about their work, their training and education,
their income from artwork, and the extent of their involvement in such
activities as teaching, exhibiting their work, writing, lecturing, and
serving as jurors for art exhibits. Information was also obtained

regarding skills and knowledge which the artists feel contribute to

their success and how these may best be learned.
The artists were asked to evaluate their own success and to

explain what criteria they used to evaluate their success. They were

also asked to indicate to what extent they considered themselves to be

hobbyists or professionals. In addition, the questionnaire was used

to obtain the names of other artists the investigator could interview.
Some additional descriptive information was obtained to be

included with the summary of the study which was sent to the partici-

pants.

Development of the Measure of Success

Newspaper and magazine articles about artists often indicate
whether artists teach or have exhibited work and where they have

exhibited it. Artists and persons acquainted with artists indicate
that in addition to teaching and exhibiting work, artists generally
earn income from sales of their work; receive grants, awards, or

commissions for their work; receive recognition from other artists;
and may also write articles or books, lecture, demonstrate their
work, or serve as jurors for art exhibits.



13

The expertise of the artist is one of the criteria which the
Internal Revenue Service uses to determine whether the artist is a
hobbyist or a professional. Expertise may be demonstrated in part
by exhibitions in art galleries, awards and recognition received for
work, and possibly by teaching. (Crawford, 1976).

In order to determine which of the above activities may be con-
sidered good indicators of success as an artist, a rating sheet was
sent to directors of ten art galleries in Oregon, one in Washington,
and one in California which have shown or regularly show fiber art;
and to the editors of Shuttle, Spindle and Dyepot, Handweaver and

Craftsman, and Craft Horizons. The directors and editors were
asked to rate the following items according to whether the item did
not indicate success; was a weak, good, or strong indicator of success,
or definitely indicates success as an artist:

Art-related activities are income-producing
Art-related income is self-supporting
Commissions are received for work
Grants are received for work
Awards/recognition are received for work
Artist teaches classes in medium
Artist trains apprentices
Artist writes articles or books
Artist lectures or demonstrates art/artwork
Artist personally feels successful
Artist is known to other artists
Artist serves as a juror for art exhibits
Artist exhibits in one-person shows
Artist exhibits in juried shows
Artist exhibits in non-juried shows
Artist exhibits in invitational shows
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Ten rating sheets were returned, one of which included the
opinions of two more editors, for a total of twelve responses, or 80%.
The score for each success factor was tallied on a scale from 1 to 5
(does not indicate success to definitely indicates success) and a com-
posite rating of each factor was obtained by averaging the individual

scores. (See Table 1. ) A natural break allowed separation of the

factors into two groups. The nine factors which were rated as less
than 3. 1 in importance were eliminated; the seven factors which were
rated more than 3. 3 in importance were designated as the Success
Indicators, and formed the basis for the Investigator's Rating of

Success.
Some of the directors and editors wrote additional comments

on the rating sheets. These are discussed in the conclusions. (See

page 33).

During personal interviews, each artist interviewed was asked
to indicate which Success Indicator(s) was (were) the best indicator(s)

of success, second, third, etc. An average rank score was obtained

by averaging the individual responses. Numerical values were then

assigned to each of the Success Indicators with greater weighting
given to the Success Indicators which were ranked higher and the
least weighting given to the Success Indicator which was ranked the

lowest. (See Table 2. )
Each artist was scored according to the number of invitational

and one-person shows in which they had exhibited during the last three
years; the number of commissions, grants, and awards they had
received during the last three years; the number of times they had
served as jurors for art exhibits during the last three years; and the
number of times other artists named them as someone else the

investigator should interview. Each of these raw scores was standar-

dized (using the formula Z = x X ) and multiplied by the weighting



Table 1. Success Factors as Rated by Art Gallery Directors and Editors of Selected Publications

Success Factors Does Not
Indicate
Success
(Score 1)

Weak
Indicator
of Success
(Score 2)

Good
Indicator

of Success
(Score 3)

Strong
Indicator
of Success
(Score 4)

Definitely
Indicates
Success
(Score 5)

Average*(a)
Rating

Artist exhibits in
invitational shows 1 0 2 4 5 4.00

Grants are received for
work 0 1 3 5 3 3.83

Commissions are received
for work 1 0 3 6 2 3.67

Awards/recognition are
received for work 1 0 4 3 3 3.64

Artist exhibits in one-
per son shows 1 2 2 4 3 3.50

Artist serves as juror for
art exhibits 1 2 2 3 3 3.45

Artist is known to other
artists 1 2 2 4 2 3.36

Artist exhibits in juried
shows 2 3 0 4 2 3.00

Artist writes articles or
books 2 1 5 2 1 2.91

Artist lectures or demon-
strates art/artwork 2 1 5 2 0 2.70

Artist personally feels
successful 4 2 1 2 2 2.64

Art-related income is
self- supporting 4 1 2 3 1 2. 64

(continued)



Table 1. Continued

Success Factors Does Not
Indicate
Success

(Score 1)

Weak
Indicator
of Success
(Score 2)

Good
Indicator

of Success
(Score 3)

Strong
Indicator
of Success
(Score 4)

Definitely
Indicates Average*(a)
Success Rating

(Score 5)
Art-related activities are

income-producing 3 2 4 2 0 2.45
Artist trains apprentices 3 2 4 2 0 2.45
Artist teaches class in

medium 4 3 3 1 0 2. 09
Artist exhibits in non-

juried shows 4 6 1 0 1. 73

(a)* The Average Ratings were computed as follows:
1. The number of times the Success Factor was placed in each category was multiplied by

the category score.
2. The above numbers were summed, then divided by the number of responses.
For example: Artist trains apprentices: /(3x1) + (2x2) + (4x3) + (2x4) + (0x5)/ ; 11 = 2.45

(b) Over 3.3 retained for Investigator's Rating of Success



Table 2. Artists' Ranking, Average Rank Scores, and Assigned Weight of Indicators of Success

Indicator of Success No
Response

High
1 2 3

Rank

4 5 6
Low

7

Avg. *
Rank
Score

Weight*

Awards/recognition are
received for work 5 22 23 15 11 8 8 3 38.0 10

Artist exhibits in one-
person shows 5 16 16 18 23 10 5 2 41.1 9

Artist exhibits in invita-
tional shows 5 12 20 21 9 14 9 5 44.9 8

Grants are received for work 6 19 12 15 9 8 12 14 47.7 7
Artist is known to other

artists 5 19 17 7 11 13 12 11 47.4 7
Commissions are received

for work 6 10 15 12 14 15 17 6 50.1 6

*The Average Rank Score and the Weight of each Indicator of Success was computed as follows:
1. Each rank number was multiplied by the number of times the Indicator of Success was placed in

that rank.
2. The numbers obtained above were summed, then divided by 7 to obtain the Average Rank Score.
3. The Average Rank Scores were arranged in order from low to high, spaced within ten equal

intervals.
4. The first interval was assigned a weight of 10; the second a weight of 9; the third, 8; etc.
For Example:
Awards/recognition: LT lx22) + (2x23) + (3x15) + (4x11) + (5x8) + (6 8)+ (7x3 E÷ 7 = 38.0
Average Rank Scores: 38.0 41.9 44.9 47.7 50.1 64.6

47.4
Intervals: 37-39 40-42 43-45 46-48 49-51 52-54 55-57 58-60 61-63 64-66
Assigned Weights: 10 9 8 7 6 5 4 3 2 1
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factor, then summed to obtain the Investigator's Rating of Success
(See Figure 1. ) The raw scores were standardized, multiplied by the
weights, and summed entirely by the computer, therefore, no record
was made of the individual standardized scores. A constant was added
to the total scores to make these values positive.

Since the frequency distribution of the total scores showed that

they were skewed toward the lower end, the Investigator's Rating of
Success scores were normalized /by LN(IRS + 6. 35)/ in order to
obtain more meaningful statistical results.

Figure 1. Computation of Investigator's Rating of Success

Artist's Activities Raw Standardized Weight FactorWeight'Score Score

# of awards/recognition x 10 =

# of one-person shows x 9 =

# of invitational shows x 8 =

# of grants x 7 =

# of times named
by other artists x 7 =

# of commissions x 6

# of times served
as juror x 1

Investigator's Rating of Success Score = TOTAL =

*Weight derived from artists' average rank ordering of Success
Indicators
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Self Rating of Success

A self rating of success was obtained by asking the artists to
rate their own success on a scale from 1 (not very successful) to 10
(very successful). They were instructed to base their answer on
their own definition of success. To aid the investigator in the inter-
pretation of the results, the artists were also asked to explain what
criteria they used to evaluate their own success.

Selection of Sample

Names of Oregon fiber artists were obtained from various
sources, including: art schools and art galleries, newspaper and
magazine articles, and other fiber artists. Phone calls were made
to the artists to determine if they were willing to participate in the
study and to arrange interviews with those who were willing and able

to participate.
Each artist interviewed was asked for the names of other artists

the investigator should interview. These additional artists were con-
tacted and interviewed as time permitted.

Collection of Data

Personal interviews were conducted, utilizing the questionnaire.
Before the interviews began, artists were informed that the informa-
tion would be confidential, and that a summary of the information
collected would be sent to them. Interviews were conducted in the

artists' homes, or in a few cases, at the school or shop where they
worked. Ninety-five interviews were completed between August 25

and November 18, 1976.
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Analysis of Data

The product moment coefficient of correlation was used to

correlate scores on the Investigator's Rating of Success with scores
on the Self Rating of Success and each of these success scores with:
age, income from artwork, years doing work, years of formal
training, time spent doing artwork each week, and hobbyist/professional
rating. Artists were divided into groups based on the techniques used,
products made, type of training, sales outlets, sources of commissions,
and sex; t-tests were used to test for differences between groups on
scores on the Investigator's Rating of Success

Success measures.
Tables 5 and 6 (pages 27 and 29) show how the artists rated the

importance of skills and knowledge needed for success and how they

could best be learned. Interpretation of these data was based on the

investigator's examination of the results of the artists' evaluations
and was used to support recommendations drawn up for use by colleges
and universities to facilitate the evaluation of programs designed to

train fiber artists.

and the Self Rating of

Summary (aggregation) of Data for Fiber Artists

A summary of the thesis, frequency statistics, and tables
showing the types of training, products made, techniques used, and
other descriptive information was prepared and sent to the artists
participating in the study.



IV. RESULTS

Description of Sample

2,1

Ninety-five Oregon fiber artists from twenty-six cities and
towns were interviewed; eighty-eight were females and seven were
males. One hundred other artists' names were obtained; these artists
were not included in the study for the following reasons: investigator
was unable to locate fourteen artists; eight artists had moved out of

the state (according to other artists who knew them); twelve artists
were unable to participate; investigator reached the time limit for

completing the interviews and made no attempt to contact the remain-

ing sixty-six artists.
Since the sample was not randomly selected, nor did it include

all of the fiber artists in Oregon, the results of this study cannot be
applied outside of the selected sample. The percentage of known

artists interviewed was 48. 7 %; the percentage of participation of those

artists contacted was 88. 8 %.

Testing of Hypotheses

The product moment coefficient of correlation was used to
correlate scores on the Investigator's Rating of Success with scores on
the Self Rating of Success, and each of these success scores with: age,
income from artwork, years doing work, years of formal training, time
spent doing artwork each week, and hobbyist/professional rating.
Artists were divided into groups based on the techniques used, products
made, type of training, sales outlets, scources of commissions, and
sex; t-tests were used to test differences between groups on scores on
the Investigator's Rating of Success and the Self Rating of Success

measures.
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Hypothesis 1: There will be no relationship between scores on the
Investigator's Rating of Success and Self Rating of Success measures.

The product-moment correlation coefficient for these two
variables was . 187, which is not significant at the . 05 level. (See

Table 3). The Investigator's Rating of Success and The Self Rating of
Success appear to be measuring different variables. The null hypothesis
is not rejected.

Table 3. Correlation Coefficient Matrix Between Investigator's
Rating of Success Scores, Self Rating of Success

and All Other Variables

VARIABLE INVESTIGATOR'S
RATING OF SUCCESS

SELF RATING
OF SUCCESS

Self Rating of Success 0. 187

Years Doing Work 0. 247* -0. 006

Hobbyist/Professional Rating 0.255* 0. 279**

Years of Formal Training 0. 168 -0. 077

Age 0. 172 0. 055

Hours of Work Each Week 0. 279** 0. 088

Income from Artwork 0. 172 0. 017

*p < 05, 93 df
**p < . 01, 93 df

Hypothesis 2: There will be no relationship between scores on the
Investigator's Rating of Success and each of the following variables:

a. Number of years doing work
b. Hobbyist/professional self-rating
c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork
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The product-moment correlation coefficients for these variables
appear in Table 3. The Investigator's Rating of Success was found to

be significantly related to the number of years doing work, to the
hobbyist/professional self-rating, and to the number of hours doing
work each week. There were no significant relationships between
scores on the Investigator's Rating of Success and years of formal
training, age, or income from artwork. This hypothesis cannot be

totally accepted or rejected.

Hypothesis 3: There will be no relationship between scores on the
Self Rating of Success and each of the following variables:

a. Number of years doing work
b. Hobbyist /professional self- rating
c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork
The product-moment correlation coefficients for these variables

appear in Table 3. The only significant relationship found was that of

the Self Rating of Success scores with the hobbyist/professional self-

rating. The Self Rating of Success scores were not related to any of

the other variables. The null hypothesis cannot be rejected.

Hypothesis 4: There will be no differences in scores on the Investi-
gator's Rating of Success measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface embellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or

other worn articles and those who do not.
h. have had formal training and those who have not.
i. have had informal training and those who have not.
j. sell work through public outlets and those who do not.
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k. sell work through private outlets and those who do not.
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who do
not.

o. are females and those who are males.
T-tests were used to assess differences in the Investigator's

Rating of Success scores of artists divided according to the above

categories. The t-values appear in Table 4. The t-table value at

.95 was 1.986 at 93 df. Significant differences were found in the

Investigator's Rating of Success scores of artists in each of the first
three categories; no other significant differences were found. The

null hypothesis cannot be totally accepted or rejected.

Hypothesis 5: There will be no differences in scores on the Self
Rating of Success measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface emoellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or

other worn articles and those who do not.
h. have had formal training and those who have not.
i. have had informal training and those who have not
j. sell work through public outlets and those who do not.
k. sell work through private outlets and those who do not.
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who
do not.

o. are females and those who are males.
T-tests were used to assess differences in the Self Rating of

Success scores of artists divided according to the above categories.

The t-values appear in Table 4. The t-table value at .95 was 1.986



Table 4. T-Value Matrix Between Investigator's Rating of Success Scores, Self Rating of Success
and All Other Variables

Group of Artists Investigagor's
Rating of Success

Those who
Those who
T hose who
Those who
Those who
Those who

do not

use weaving techniques and those who do not
use techniques other than weaving and those who do not
use construction techniques and those who do not
use surface embellishment techniques and those who do not
produce interior pieces and those who do not
produce clothing or other worn articles and those who

Those who produce objects other than interior pieces, clothing, or
other worn articles and those who do not

Those who have had formal training and those who have not
Those who have had informal training and those who have not
Those who sell work through public outlets and those who do not
Those who sell work through private outlets and those who do not
Those who receive commissions for work and those who do not
Those who receive commissions through display of their work

and those who do not
Those who receive commissions through other sources and those

who do not
Those who are females and those who are males

Self Rating
of Success

2. 336* -O. 218
-2. 238* -0. 140
2. 053* 1. 718

-1.302 -1.990*
-0. 663 .303

.205 1.682

.372 -0. 518
-0.483 1.324
-0. 035 . 637
-1.636 -0. 102
-0.923 1.337
-0. 864 -1. 743

-1. 015 -0. 539

. 436 . 373
-0. 728 -1. 644

*p 05, df = 93
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at 93 df. Significant differences were found in the Self Rating of

Success scores of artists in the fourth category, those who use surface
embellishment techniques and those who do not. No other significant

differences were found. The null hypothesis is not rejected.

Analysis of Factors which Contribute to Success

One objective of this study was to identify factors which contrib-

ute to the success of a fiber artist in Oregon, including skills and
knowledge gained from training or experience. To this end, artists
were asked to rate a list of skills and knowledge which facilitate the
work of an artist according to their importance in contributing to
success. The artists' responses and the average rating are shown in
Table 5. No statistical analysis of these responses was done. The

results which are reported here are the investigator's interpretation
based upon an examination of the number of responses in each category

and the average rating of each factor.
Artists rated the list of skills or knowledge according to their

importance in contributing to success on a scale of 1 (low) to 5 (high).

The two skills which were rated the highest in contribution to success
were design ability and expertise in technique(s). Other skills which

were rated very highly were items related to exhibiting work. Income

and money management skills were rated relatively high.
How to obtain grants, use of contracts, and how to set up a

studio were skills who high and low ratings were almost equally

distributed among the five categories.
Skills which were rated relatively low in contribution to success

were: ability to write, ability to lecture, and ability to teach.



Table 5. Contribution of Skills and Knowledge to Success as an Artist (N=95)

Contribution to Success
Low High No Average*

Skill or Knowledge 1 2 3 4 5 Response Rating

Design ability 0 0 1 5 88 1 4.93
Expertise in techniques(s) 1 2 3 5 83 1 4.78
Getting good photos of your work 1 2 14 26 51 1 4.32
Organization of work 1 4 14 26 49 1 4.26
How to exhibit 5 5 13 15 55 2 4.18
Where to exhibit 2 4 18 24 45 2 4.14
How to put portfolio together 4 4 26 22 38 1 3.91
Ability to obtain materials at reasonable cost 5 9 28 22 28 3 3.64
How to get commissions 6 7 29 24 27 2 3.63
How to price artwork 4 10 25 32 22 2 3.62
Keeping good records of income and expense 7 9 29 17 30 3 3.59
Management of income 5 12 26 25 25 2 3.57
How to get grants 10 18 28 21 15 3 3.14
How to set up studio 15 18 25 18 18 1 3. 06
Use of contracts 18 13 28 15 17 4 3.00
Ability to write 27 26 25 10 6 1 2.38
Ability to lecture 31 24 19 11 8 2 2.36
Ability to teach 37 20 22 5 10 1 2.27
* The average rating was calculated as follows:
1. Each rank number was multiplied by the number of times the skill or knowledge was placed in

that rank.
2. The above numbers were summed, then divided by the number of responses.
For example: Design ability /(1x0) + (2x0) + (3x1) + (4x5) + (5x88)4.94 = 4.93
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Room was left at the bottom of the rating sheets for artists to
write-in other factors which they felt were important. Additional

items were listed and rated as follows:
Substantial financial backing or income (Rated 5)

Degree of ambition 5)

Treating art as a profession 5)

Strong self-concept 5)

Determination 5)

Independent research (historical) 5)

Willingness to experiment 5)

Belonging to good craft organizations (to start) 4)

Subscribe Fiberworks News or equal 4)

Analysis of Where Factors Contributing to Success Can Best be Learned

Another objective of the study was to draw up recommendations

for use by colleges and universities to facilitate the evaluation of pro-

grams designed to train successful fiber artists. To help meet this

objective, the artists were asked to indicate where each skill could

best be learned--through training, experience, or a combination of

training and experience. The artists' responses are shown in Table
6; these data are also summarized in Figure 2, p. 39. The results

which are reported here are the investigator's interpretation based

upon an examination of the number of responses in each category.

(See pages 38 to 42 for the recommendations drawn up for the use of

colleges and universities which are based on these results. ) No

statistical analysis of these responses was done. The category

"training and experience" means that both are needed in the learning

of the skill or knowledge. For example, forty-six artists indicated

that design ability could best be learned through both training and

experience.



Table 6. Artists' Indications of Where Skills and Knowledge Can Best Be Learned (N = 95)

Skill or Knowledge Training
Mostly
Training

Training
and

Experience
Mostly
Experience Experience

No
Response

Use of contracts 40 13 24 3 10 5
How to obtain grants 38 19 18 3 13 4
How to put portfolio together 36 22 23 6 7 1

Getting good photos of your
work 33 15 24 8 14 1

Ability to write 27 20 35 4 7 2
Expertise in technique(s) 24 9 44 8 9 1

Design ability 20 12 46 6 8 3
Ability to teach 17 12 43 7 14 2
Ability to lecture 15 10 37 12 19 2
Management of income 6 7 30 22 28 2
How to exhibit 12 8 33 12 29 1

How to price artwork 5 7 29 16 37 1
How to obtain commissions 7 9 24 24 29 2
Organization of work 9 6 25 19 34 2
How to set up studio 4 8 23 20 37 3
Where to exhibit 11 7 19 21 36 1

Ability to obtain materials
at reasonable cost 3 6 26 14 43 3

Keeping good records of
income and expenses 19 18 22 12 22 2
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Skills which the artists indicated could best be learned through

training include: use of contracts, how to obtain grants, how to put

a portfolio together, and getting good photos of your work. Ability to

write could best be learned mostly through training or both training

and experience, according to the responses.
Expertise in technique(s), design ability, and ability to teach

were skills which almost half of the artists indicated could best be

learned through both training and experience. However, about one-

third of the artists indicated that these could be learned through
training or mostly through training with some experience.

Skills which the artists indicated could best be learned through

both training and experience or through experience were: ability to
lecture, management of income, how to exhibit, and how to price

artwork.
Skills which were identified as those which could best be learned

with some training but mostly through experience include: how to

obtain commissions, organization of work, how to set up a studio,

and where to exhibit. Almost half of the artists indicated that ability

to obtain materials at reasonable cost could best be learned through

experience. However, more than one-fourth indicated that this could

best be learned through both training and experience.
Keeping good records of income and expenses was the only skill

whose ratings were relatively evenly divided among the five categories.

Summary for Fiber Artists

A summary of the results and other descriptive information was
prepared and sent to the participating artists. (See Appendix p. 59).



V. CONCLUSIONS

Testing the Hypotheses

31

Hypothesis 1: No significant relationship was found between the

Investigator's Rating of Success and the Self Rating of Success.

The Investigator's Rating was based on scores received for a
variety of activities in which artists are often involved, such as
exhibiting their work and serving as jurors for art exhibits. When the

artists were asked how they evaluated their own success, most of them
said that the criteria they used were how they felt about their work, or
how closely their work came to expressing the ideas or feelings they
were trying to express.

It is not surprising that the Investigator's Rating of Success and
the Self Rating of Success are not significantly related since they are
based on very different criteria. The Investigator's Rating of Success
is based on external criteria such as recognition by others and partici-
pation in art activities. Some artists may use these external criteria
to assess their own success, while others may use internal criteria,
such as how they feel about their work.

Hypothesis 2: The Investigator's Rating of Success was found to
be significantly related to the number of years doing work, to the
number of hours doing work each week and to the self assessment of
status as a professional artist. There was no significant relationship
between the Investigator's Rating of Success and years of formal train-
ing, age, or income from artwork.

If the Investigator's Rating of Success is primarily measuring
participation in art activities, it makes sense that it would be related
to the artist's rating of herself or himself as a professional (that is,
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the more professional the person, the higher the Investigator's Rating
of Success); and that the Investigator's Rating of Success would be
related to the number of hours of work each week. (Probably the

greater the participation, the more time spent on the activities, and
on production of work. )

Why the number of years doing work is related to the Investiga-

tor's Rating of Success is not as clear. The success scores were
based on activities during the last three years only, as a means of
somewhat equalizing the differences between those who had been fiber

artists longer than others. The other factor which made up the success
score was how many times the artist was mentioned as someone else

the investigator should interview. Perhaps the longer the artist had
been doing work, the more times she or he would be mentioned, and

this would have the effect of increasing the success score.

Hypothesis 3: The only significant relationship found was that

of the Self Rating of Success with the hobbyist/professional self rating;
the Self Rating of Success was not related to any of the other variables.
Both the Self Rating of Success and the hobb,ist/professional ratings
were self ratings based on a scale from 1 to 10, Perhaps the more
positive the artists felt about their success, the more positive they
felt about their level of professionalism. (See Tables 10 and 11 in

the Appendix).

Hypothesis 4: Significant differences were found between the

Investigator's Rating of Success scores of artists who weave and

those who do not; artists who use any other techniques (except
weaving) and those who do not; and artists who use construction tech-

niques and those who do not.
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The writer has observed that there seem to be more activities

for weavers and that more artists are doing weaving than any other

fiber art. Weaving seems to be more accepted as an art form than

the other fiber techniques. People who weave know other people who

weave, especially other weavers in their locale. Many weavers have

been brought together through the Weavers Guild meetings and work-

shops.

Hypothesis 5: Significant differences were found between the

Self Rating of Success scores of artists who use embellishment tech-

niques and those who do not,but no other significant differences were

found.

Factors which Contribute to Success

When the art gallery directors and editors of selected publica-

tions were asked to rate the list of Indicators of Success, they were

also asked to make additions to the list or any other comments. One

of them wrote that talent and creativity definitely indicates success

and another wrote that the quality of the artists' work should be the

only factor for success.
When the artists themselves rated the list of skills and knowl-

edge which contribute to success, there was almost total agreement

about the importance of design ability and expertise in technique. The

artists seem to be saying the same thing as the art gallery directors- -

the design and execution of their work contributes to their success

more than anything else. No other skill or knowledge came close to

having the high rating of these two items.
An examination of the next five highly rated skills show that they

are all related to the display of work. These include: how and where
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to exhibit, getting good photos of your work, organization of work,

and how to put a portfolio together. These skills are important to the

artists who are interested in exposure of their work to the public,

becoming known, and selling work.
The artists' relationship to the art gallery is crucial if their

work is to be displayed and sold. The artists know this or they would

not have rated these skills so highly. Knowing how and where to

exhibit and presenting yourself well to gallery personnel through a
good portfolio, and good photos of your work, are factors that pro-
fessional artists feel contribute highly to their success. Organization

of work (including management of time and resources) implies a

businesslike or professional attitude toward the work.
The next most highly rated skills were: how to get commissions,

ability to obtain materials at reasonable cost, management of income,
keeping good records of income and expenses, and how to price art-

work. These are all related to money and income. Most of these

artists are making less than $7500 per year (See Table 21 in the
appendix) so their money management skills are important to their

success and survival.
The ratings for these three skills were almost evenly divided

among the five categories: how to get grants, use of contracts, and

how to set up a studio. Many artists had no experience with grants

or with the use of contracts, so they were probably not sure how to

rate these items. The importance of setting up a studio may be a

very personal matter--many artists seemed to feel that it was impor-

tant to have a particular space in which to do their work, though they

would not necessarily call this space their studio. They may not have

been sure of the importance of having a studio in relation to being

successful, and therefore rated setting up a studio in the middle.
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Skills which were rated low in contribution to success were:
ability to teach, ability to write, and ability to lecture. It is under-
standable that these rate low in contribution to successthey really
have little direct relation to being an artist. However, many artists

seem to rely on teaching for a substantial part of their income.
Teaching, therefore, while not directly contributing to artistic success
does contribute to ability to make a living. Ten artists listed teaching
art as their sole occupation; thirteen artists listed teaching art in
addition to being an artist or doing their artwork; and one artist listed
homemaking as her occupation in addition to teaching art. Forty-one

artists earned 50% or more of their art income from teaching art;
twenty-three artists earned from 1% to 49% of their art income from
teaching art; and only thirty-one artists did not earn income from

teaching art. (See Appendix for details. )

Where Factors which Contribute to Success Can Best Be Learned

It was the investigator's impression that the artist's response
to the question about training or experience seemed to be influenced
by the person's experience. Some artists who expressed negative
feelings toward their experiences in school seemed to indicate that
almost nothing could be learned in school or that experience was
definitely the better teacher, while those artists currently involved in
the formal educational system seemed to indicate that many of these
skills could be learned in school. Despite the intervention of these

feelings in the responses, the data serve to provide some basis for
recommendations for use by colleges and universities. (See pages

38 to 42 for recommendations to colleges and universities. )
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Additional Observations and Conclusions

Art and artists are difficult to assess in a objective manner.
Perhaps studying artists through the use of quantitative methods is
impossible. A simple numerical rating score may not really repre-
sent the artist's level of success, since personal feelings of success
may vary from day to day. So many factors are involved in assess-
ing personal success that it is difficult for an artist to summarize
and reduce a complex evaluation to a single score. One artist refused

to rate herself and many others had difficulty assigning a number to
represent what they found difficult to explain even in words.

Many artists mentioned that politics and "who you know" are so

often the determining factors in where one exhibits. Many have "been
through all that"--exhibiting and trying to promote themselves and

their work--and are no longer concerned with these things. Since the

Investigator's Rating of Success is based on external criteria such as
recognition by others, it may not be an effective measure of success
of artists who do not participate in these activities.

Some artists felt that the "Indicators of Success" which they
were asked to rank order were superficial indicators or were not

really indicators of success at all. A few artists chose not to rank

the indicators because they did not believe these factors indicated
success or the indicators were different from their own.

Some of the art gallery directors suggested that the talent and
creativity of the artist indicates success rather than any of the other
factors which they were rating. The artists themselves rated design
ability and expertise in technique the highest in terms of contribution

to their success. If there were an objective way to measure the

success of an artist according to the artist's talent and creativity,

perhaps it would be a more meaningful measure of success than the

one used in this study.
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The investigator believes that the most personally beneficial
result of the study was the opportunity to meet the artists who partici-
pated in it; and the most valuable information obtained was that which
dealt with the skills and knowledge needed for success and how these

can best be learned.
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VI. RECOMMENDATIONS

Recommendations to Colleges and Universities

The second objective of this study was to draw up recommenda-
tions for use by colleges and universities to facilitate the evaluation of
programs designed to train fiber artists. Fiber artists participating
in the study rated a list of skills and knowledge which contribute to
success and indicated where each could best be learned. This infor-

mation, summarized in Figure 2., forms the basis for the recommen-
dations which follow.

The artists ranked design ability and expertise in technique(s)
much higher than any other skills which contribute to their success

as an artist. Most of the artists felt that these skills could best be
learned primarily through equal amounts of training and experience,
but many artists also rated training and mostly training as the way in

which these skills could best be learned.
In a university fiber arts program, there should be a very strong

emphasis on design--what is good design and how to produce artwork

that is well-designed--and quality of the techniques that are used.
College and university programs may help student artists become
successful professional artists by providing a strong background in
design, as well as quality of workmanship in all of the classes that are

taught.
The group of skills which were rated very high by the artists

were related to exhibiting their work. Putting a portfolio together and

getting good photos of your work are the two skills in this group which

the artists felt could best be learned through training. Skills which the

artists felt could best be learned more through experience than through
training are how and where to exhibit, and organization of work. These



Figure 2. Summary of Investigator's Interpretation of Artists' Ratings of Contribution of Skills and
Knowledge to Success and Where They Can Best Be Learned (N=95)

Contribution Skill or Knowledge
To Success Training

Where Each Can Best Be Learned*
Mostly Training & Mostly
Training Experience Experience Experience

Extremely Expertise in technique(s) 20-30% 42-52%
High Design Ability 20-30% 42-52%

How to put portfolio
together 31-41% 20-30% 20-30%

Getting good photos
of your work 31-41% 20-30%

Very How to exhibit 31-41% 31-41%
High Organization of work 20-30% 20-30% 31-41%

Where to exhibit 20-30% 20-30% 31-41%

Management of income 31-41% 20-30% 20-30%
How to price artwork 31-41% 31-41%

Relatively How to obtain commissions 20-30% 20-30% 31-41%
High Ability to obtain materials at

reasonable cost 20-30% 42-52%
Keeping good records of income

and expenses 20-30% 20-30% 20-30%

Use of contracts 42-52% 20-30%
Medium How to obtain grants 31-41% 20-30%

How to set up studio 20-30% 20-30% 31-41%

Ability to write 20-30% 20-30% 31-41%
Low Ability to teach 42-52%

Ability to lecture 31-41% 20-30%
% of artists agree
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skills are important in the presentation of oneself and one's artwork
to galleries, prospective clients, juried craft fairs, and artist& agents,
and could certainly be included in coursework.

The writer recommends that coursework include how to evaluate
galleries and agents; how to make contacts with prospective clients;
and how to deal with the political aspects of exhibiting work. The

college-level textile arts program could give the students practical
experience in exhibiting their work and hanging shows, so that they

would have some exposure to what is involved. Photographing and

exhibiting work could be included in every textile design class, taught
as a special class, or taught as a photography course and a display
course.

Money and income management skills were rated as contributing

highly to the success of the artists. Most of them felt that these skills
could be learned primarily through both training and experience or

through experience. Although income management varies greatly

according to the individual's personal situation, much of what an
artist-businessperson needs to know about it could be included in
coursework. The writer recommends that a course such as "Business
Fundamentals for Artists" could deal with such topics as: Internal
Revenue Service regulations concerning hobbyists versus professional
artists; marketing and economics for artists; accounting methods;
setting up a small business; and laws pertaining to artists and artwork.

Many artists apparently did not feel that knowledge about how to

get grants or the use of contracts contributed to success as an artist.
The ratings for these items were almost evenly divided among the five

categories of contribution to success. The writer feels that many of

the artists interviewed had had little or no experience with grants or
with using contracts, and this may be why the ratings did not show a

more definite contribution to success. Only three artists earned
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income from grants. (See Table 23 in the Appendix. ) Both of these

skills could best be learned primarily through training, according to

the artists' ratings.
The writer would recommend that coursework for artists include

information about how to obtain grants, such as their availability and

how to apply for them. Applying for a grant or writing a proposal for

a grant and submitting it to a granting agency could be one of the

course requirements. The use of contracts seems to be a fairly new

idea but one which the writer feels has some merit. Coursework could

include when or why writing a contract may be necessary or desirable;

what information should be included; what are the artists' rights and

obligations as the creator of the artwork; what are the buyers' rights

and obligations. This information could be included in a "Business

Fundamentals" course or as part of a display course.
The ability to lecture, to teach, and to write were rated very low

in their contribution to success as an artist. While it is true that these

skills do not relate to artistic success, artists who have these skills

may use them to supplement income from sales of their work. Three

artists reported earning some income from publishing; ten artists

reported earnings from lecturing; sixty-four artists earned income

through teaching their art. Art centers were most frequently men-

tioned as the place where artists taught classes, followed by community

colleges (Adult Education courses), colleges and universities, art

schools, private classes, weaving or stitchery guilds, and various

other organizations. Several artists also taught children's classes,

some through the Craftsmen in the Schools or Artists in Residence

programs. Only four artists reported training apprentices. Forty-

two artists reported that they have lectured or demonstrated their

work. (See Table 20 in the Appendix).
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Not all of the students in a textile arts program will be
interested in publishing, lecturing or demonstrating, or teaching.

However, since most of the artists in this study were involved in teaching

and many demonstrated their work, the writer would recommend that

some training in these areas may be appropriate for textile arts

students.

Improvement of the Present Study

Future investigators who might wish to study participation in art
activities by similar means should be aware of the following problems

encountered in the wording of certain items in the questionnaire and in

the scoring procedure.
Question 12 asked the artists to rank order "indicators of

success". Some artists saw a "sequence" to the indicators which

made them difficult to rank order; they said they would arrange them

in a sequential order. For example, serving as a juror for an art
exhibit may not happen until an artist is known.

The tone of the interview seemed to change with pages three and

four. Questions on these pages were to obtain information needed for

the Investigator's Rating of Success scores. Maybe the artists felt

defensive if they could not answer affirmatively. Rewording of the

questions may be necessary.
If future investigators wish to find out if the artists could

support themselves through artwork alone, the wording of question 30

should be changed from "If you did not have an additional source of

income... " to "... source of support... ". This question was not

clear to artists who did not have a source of income other than their

artwork but who may or may not have had additional support from a

spouse, parents, or some other source.
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Artists were asked to indicate where skills and knowledge con-
tributing to success could best be learned (question 27). Until it was

explained more thoroughly, artists were confused as to how to make

an indication along the line. Using numbers as in the contribution to

success rating, or using letter designations, might have been easier

to understand. Putting this rating on a different page and expanding

it may be even better. To obtain more useful information, artists
could be asked where or how they learned each skill, in addition to
where they think it could best be learned. An additional question
could be: would you recommend that this skill be taught in a course

for people who want to pursue fiber art as a career?

Suggestions for Further Study

1. Since the Investigator's Rating of Success apparently was not a

good measure of success, a future investigator may wish to develop

a different method of measuring success as an artist.

2. Validate the Investigator's Rating of Success used in the present

study to see if it really is a measure of participation in art activities.
3. The investigator believes that the most valuable information
obtained was that which dealt with the skills and knowledge needed for

success and how these can best be learned. Further study could be

done in this area, concentrating on the artists' training and what they

would recommend be included in coursework for artists. The artists'
goals could be identified and a university textile arts program could

be developed based on the skills and knowledge artists feel are needed

in order to reach their goals.
4. Further study could be done to identify and compare hobbyists and

professional artists, using criteria found in the literature (such as
training as an artist, commitment to and quality of work, membership
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in professional organizations, extent of support from artwork). Con-

clusions could be drawn up concerning the advantages and disadvantages
of artists conducting themselves as self-employed businesspersons
(as opposed to hobbyists), for example in terms of dealing with galleries,
clients, agents, etc., and in taking allowable deductions for income
tax purposes.
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VII. SUMMARY

The objectives of this study were:

1. To identify factors which contribute to the success of a
fiber artist in Oregon, including skills or knowledge gained from
training or experience.

2. To draw up recommendations for use by colleges and univer-
sities to facilitate the evaluation of programs designed to train
successful artists.

3. To provide fiber artists with a summary of general informa-
tion regarding their Oregon peers.

The investigator interviewed ninety-five fiber artists from twenty-
six cities and towns in Oregon; eighty-eight were females and seven

were males.
A measure of success was devised and used to rate the artists.

The Investigator's Rating of Success and the artists' own rating of
success were compared and correlated with several other variables.

Five hypotheses were tested with the following results:

Hypothesis 1: There will be no relationship between scores on the
Investigator's Rating of Success and Self Rating of Success measures.
No significant relationship was found; the null hypothesis is not

rejected.

Hypothesis 2: There will be no relationship between scores on the
Investigator's Rating of Success and each of the following variables:

a. Number of years doing work
b. Hobbyist/professional self-rating
c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork

Significant relationships were found between the Investigator's Rating

of Success Scores and the number of years doing work, the hobbyist/
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professional self-rating, and the number of hours doing work each

week. This hypothesis cannot be totally accepted or rejected.

Hypothesis 3: There will be no relationship between scores on the

Self Rating of Success and each of the following variables:

a. Number of years doing work
b. Hobbyist/professional self-rating
c. Number of years of formal training
d. Age
e. Number of hours of work each week
f. Income from artwork

The only significant relationship found was that of the Self Rating of

Success with the hobbyist/professional self-rating. The null hypothesis

cannot be rejected.

Hypothesis 4: There will be no differences in scores on the Investiga-

tor's Rating of Success measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface embellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or

other worn articles and those who do not.
h. have had formal training and those who have not.
i. have had informal training and those who have not.
j. sell work through public outlets and those who do not.
k. sell work through private outlets and those who do not.
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who
do not.

o. are females and those who are males.

T-tests were used to assess differences in the Investigator's Rating of

Success scores of artists divided according to the above categories.
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Significant differences were found in the scores of artists in each of

the first three categories; the null hypothesis cannot be totally

accepted or rejected.

Hypothesis 5: There will be no differences in scores on the Self Rating

of Success measure for artists who

a. use weaving techniques and those who do not.
b. use techniques other than weaving and those who do not.
c. use construction techniques and those who do not.
d. use surface embellishment techniques and those who do not.
e. produce interior pieces and those who do not.
f. produce clothing or other worn articles and those who do not.
g. produce objects other than interior pieces, clothing, or other

worn articles and those who do.not.
h. have had formal training and those who have not.
i. have had informal training and those who have not.
j. sell work through public outlets and those who do not.
k. sell work through private outlets and those who do not.
1. receive commissions for work and those who do not.

m. receive commissions through display of their work and
those who do not.

n. receive commissions through other sources and those who
do not.

o. are females and those who are males.

T-tests were used to assess differences in the Self Rating of Success

scores of artists divided according to the above categories. Signifi-

cant differences were found in the Self Rating of Success scores only

for artists who do/do not use surface embellishment techniques. The

null hypothesis is accepted.
The artists were asked to rate a list of skills or knowledge

according to the extent to which they contributed to success as an

artist, and to indicate where each could best be learned. The two

skills which were rated the highest were design ability and expertise

in technique(s). Other skills which were rated very high were: how

to exhibit, getting good photos of your work, organization of work,

where to exhibit, and how to put portfolio together.
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Five skills were rated relatively high: how to get commissions,
ability to obtain materials at reasonable cost, management of income,
keeping good records of income and expenses, and how to price artwork.

How to obtain grants and how to set up a studio were skills whose
high, medium, and low ratings were almost equally distributed. Skills

which were rated relatively low in contribution to success were:
ability to teach, ability to write, and ability to lecture.

Skills which the artists indicated could best be learned through
training include: use of contracts, how to obtain grants, how to put
portfolio together, and getting good photos of your work. The ability

to write could be learned mostly through training or through both
training and experience, according to the ratings.

Expertise in technique (s), design ability, and ability to teach
were skills which most artists indicated could best be learned through
both training and experience, while many artists also said that these
could best be learned through training or mostly through training.

The results showed that the ability to lecture, management of
income, how to exhibit, and how to price artwork may be learned
mostly through both training and experience or through experience.
Skills which the artists indicated could best be learned through exper-
ience were: how to obtain commissions, organization of work, how to
set up a studio, where to exhibit, and ability to obtain materials at
reasonable cost.

Keeping good records of income and expenses was the only skill
whose ratings were evenly divided among the five categories of where

each skill could best be learned.
To meet the second objective of the study the following recom-

mendations, based upon the artists' ratings of the factors which contrib-
ute to success, were drawn up for the use of colleges and universities:
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1. That university textile arts programs provide a strong back-
ground in design and emphasize quality of workmanship.

2. That coursework deal with the skills necessary for the
successful exhibiting of work, and provide practical experience in

photographing and exhibiting work as part of every course, or as

separate courses in photography and display.

3. That the textile arts programs include a "Business
Fundamentals" course covering such topics as income management,
marketing, accounting, and laws pertaining to artists and artwork.

4. That coursework for artists include information about
getting grants and the use of contracts.

5. That some training in publishing, lecturing or demonstrating
work, or teaching be included in coursework for textile arts students

who are interested in these areas.
Suggestions for further study were:

1. To develop a method of measuring success as an artist
different from the Investigator's Rating of Success used in the present

study.

2. To validate the Investigator's Rating of Success used in the
present study to see if it really is a measure of participation in art
activities.

3. To identify artists' goals and to develop a university textile
arts program based on the skills and knowledge artists feel are needed
in order to reach their goals.

4. To identify and compare hobbyists and professional artists

and to draw up conclusions concerning the advantages and disadvantages

of artists conducting themselves as self-employed businesspersons.



50

The third objective of the study was to provide fiber artists with
a summary of general information regarding their Oregon peers. The

following is a summary of the information which was sent to the artists

participating in the study.
Ninety-five fiber artists (eighty-eight females and seven males)

from twenty-six cities and towns in Oregon were interviewed between

August 25 and November 18, 1976. Almost half of the artists were

between the ages of 30 and 34, three-fourths were between 25 and 39.
Most of the artists listed their major occupation as artist/craftsperson,
designer, or teacher of art. Artists were asked to place themselves
on a continuum from 1 (hobbyist) to 10 (professional); most of the
artists placed themselves at the professional end of the continuum.
Artists were also asked to indicate on a scale from 1 (not very
successful) to 10 (very successful) how successful they felt they were

at this point in their careers as fiber artists (basing their answer on
their own definition of success). Most of the artists rated themselves
between seven and ten on the scale; one artist chose not to rate herself

at all.
Most of the artists listed weaving as the technique they used the

most; and wall hangings were the products most often produced.
Most of the artists interviewed have been doing fiber art for less

than ten years and spend from eleven to fifty hours a week doing their

work.

Seventy-five artists reported that they were self-taught; sixty-
seven artists had some university training; and fifty had training
from various kinds of workshops. About one-third of the artists had

more than five years of formal training; about one-third had from

one to four and one-half; and the rest had less than one year or no

formal training.
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The principal sales outlets of the artists were art galleries
and craft fairs or shops. Display of work and word of mouth were

the main sources for commissions.
Art centers were listed most frequently as the location where

classes were taught by the artists. Four artists reported that they
train apprentices; forty-two artists lecture or demonstrate their work;
thirty artists reported having served as jurors for art exhibits.

Most of the artists earned less than $7500 annually from art-
related activities, which were the only source of income for fifty-

eight artists. The greatest percentage of art income was earned by

teaching, followed by direct sales and commissions. Thirty-three
artists said that their art income would be enough to support them at
the present time if they did not have an additional source of income;
sixty-two artists said that it would not.
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Dear

I am conducting a study of Oregon fiber artists. A primary purpose of
this study is to identify factors which contribute to success in the field

of fiber art. Other objectives are to define success in fiber art, to
describe successful fiber artists, and to draw up recommendations for use by
colleges and universities to facilitate the evaluation of programs designed
to train successful fiber artists.

I have developed a questionnaire which will be used to obtain information
about the artists, their work, the extent to which they support themselves
with their artwork, and the extent of their involvement in various art-related
activities. The questionnaire will also include a means of rating the success

of each artist. The data will be collected through personal interviews with
the artists.

I would appreciate it if you would help me in developing this measure
of success by identifying and rating some factors which indicate to you that

an artist is successful. These factors should be those you look for when
deciding whose work you will exhibit or include in your publications. A
score sheet and a self-addressed, stamped envelope are included for your
convenience.

Since I need to have this information before I begin my interviews, I
would appreciate it if you will return the score sheet as soon as possible.
I plan to start interviewing the artists by the middle of July and the study
will take another six to eight months to complete.

I would be happy to send you the results of the study if you would like

to have a copy. In the meantime, if you have any questions please call me
collect at home at (503)-928-1585 or leave a message with my department at

OSU at (503)-754-3796. Thank you.

Sincerely,

Barbara E. Smith
Graduate Student
Clothing, Textiles,
and Related Arts

Holly L. Schrank
Advisor
Clothing, Textiles,
and Related Arts



54

Attached is a list of factors which may indicate success in the
field of fiber art. Please look at each factor individually and decide
(1) if it is or if it is not an indicator of success and (2) if it is, to
what extent.

Put a check (V ) in the space which best describes to what extent
each factor indicates success or that it does not. Remember that
these should be factors which you look for in artists whose work you
wish to exhibit or include in your publications.

There is room at the bottom of the page to write-in and rate
other factors which are not listed. Please make any additional
comments on the back of the page. Thank you.



Score Sheet - Indicators of Success

Art-related activities are income-
producing

Art-related income is self-supporting

Commissions are received for work

Grants are received for work

Awards/recognition are received
for work

Artist teaches classes in medium

Artist trains apprentices

Artist writes articles or books

Artist lectures or demonstrates
art/artwork

Artist personally feels successful

Artist is known to other artists

Artist serves as juror for art
exhibits

Artist exhibits in one-person shows

Artist exhibits in juried shows

Artist exhibits in non-juried shows

Artist exhibits in invitational shows
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does not weak good strong

indicate indicator indicator indicator
success of success of success, of success

definitely
indicates
success



Questionnaire - Oregon Fiber Artists

1. What is your major occupation?

56

2. Where would you put yourself on this continuum?
hobbyist 1 2 3 4 5 6 7 8 9 10 professional

3. Which techniques do you use in your artwork?

Basketry Applique Needlepoint
Bobbin Lace hand Piecework
Crocket machine hand
Knitting machine

D
Looping/Network

Dyeing /Printing
batik Quilting/Trapunto

Sprang -
tie & dye hand

Weaving (types):
block print machine

Other (describe):

silk screen
other:

Stitchery
hand
machine

5. What are the major products which you make?

5. Do you primarily produce one-of-a-kind items? yes no

6. What kind of work are you most well-known for?

7. In which technique has most of your work been produced during the last year?

8. How long have you been doing fiber art?

9. On a scale of 1 to 10 with 1 representing not very successful and 10 representing very successful,
how successful do you feel you are at this point in your career as a fiber artist? (Base your
answer on your own definition of success. )
not very 1 2 3 4 5 6 7 8 9 10 very
successful successful

10. What criteria do you use to evaluate your own success?
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11. How did you obtain the major portion of your training and how long did you spend in training?

Where obtained
Amount of Area of Certificate
training study or degree

friends /relatives

self-taught

art school

college /university

adult ed. classes

arts center

club /organization

apprentice

12, On these cards are listed items which describe some components of an artist's career. Will you
put them in order according to their value as indicators of how successful an artist is? In other
words, which item is the best indicator of success, second best, third, etc.

Awards/recognition are received for work

Artist exhibits in invitational shows

Artist exhibits in one-person shows

Artist serves as juror for art exhibits

Grants are- received for work

Artist is known to other artists

Commissions are received for work

13. Have you exhibited your work during the last three years? yes

How many one-person shows? Invitational shows?

14. Do you sell your work? yes no

What are your principal sales outlets?

Exhibitions Craft fairs

Galleries Craft shops

Other:

no

Own studio/showroom

Commissions

15. Have you received grants for your work: yes no

How many during the last three years?

16. How many commissions have you received during the last three years?
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17. What have you found is the best way for you to obtain commissions and/or grants?

Word of mouth Exhibitions

Regular customers Apply for them

Patron Actively seek them

Other:

18. Have any articles been written about you and your work, or have pictures of your work been
published? yes no About how many times in the, last three years?

19. Have you received any awards, such as purchase awards or ribbons, for your work? yes

no Will you describe the number and kinds of awards you have received during the last

three years?

Number Description

20. Have you received any other kind of recognition for your work?

21. Do you teach classes in any of the techniques you use? yes no

Describe the types of classes you have taught during the last three years:

22. Do you train apprentices? yes no

For how long have you been training apprentices ?

23. Do you lecture or demonstrate your work? yes no

About how many times have you lectured or demonstrated your work during the last three

years?

24. Have you served as a juror for an art exhibit during the last three years? yes no

About how many times?

25. Would you indicate into which of these age brackets you fit?

20-24 30-34 40-44 50-54 60-64

25-29 35-39 45-49 55-59 65/over



26. Sex:
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27. Here is a list of skills or knowledge which facilitate the work of an artist. Please rate them
according to their importance in contributing to success. Also, according to your own exper-
ience, indicate to what extent each would best be learned through training or by experience.

how to exhibit

where to exhibit

how to get grants

how to get commissions

use of contracts

design ability

expertise in technique(s)

ability to obtain
materials at reasonable
cost

organization of work

management of income

keeping good records
of income & expenses

ability to teach

ability to write

ability to lecture

how to set up studio

how to price artwork

how to put portfolio
together

getting good photos
of your work

Contribution to
success as artist through by

training or experience
Low High (such as (on-the-job)

school)

Where do you think each
can best be learned?

1 2 3 4 5 I i i

1 2 3 4 5 I i I

1 2 3 4 5 I I l

1 2 3 4 5
1 I i

1 2 3 4 5 j I I

1 2 3 4 5 I I i

1 2 3 4 5 1 I i i

1 2 3 4 5 I I i i

1 2 3 4 5 i I i

1 2 3 4 5
I I I

1 2 3 4 5
I

1 2 3 4 5 I j
I.

1 2 3 4 5

1 2 3 4 5

1 2 3 4 5 I I I

1 2 3 4 5 I I I

1 2 3 4 5 I i I

1 2 3 4 5 I I

1 2 3 4 S 1 I

.1

I

1 2 3 4 5 I 1

1 2 3 4 5 I I 1

1 2 3 4 5
I

1 1
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28. Students in fiber arts want to know if it is possible to make a living doing artwork and art-
related activities, or if they should plan to have an additional source of income. Are your
art-related activities (listed below) your only source of income? yes no Approxi-
mately what percentage of your total income is derived from art-related activities?

29. Approximately what percentage of your art income is from each of these sources:
% Direct sales % Grants % Lecturing

% Commissions % Teaching (art) % Publishing

% Other:

30. If you did not have an additional source of income, would your art-related income be enough
to support you at the present time? yes no

31. Where on this scale does your yearly art-related income fit?

0-$3,000 $3,000 - $7,500 $7,500- $10,000

$10,000-$15,000 $15,000-$20,000 $20,000/over

32. Approximately how much time do you spend doing art-related activities each week?

33. I want to include as many fiber artists as possible in this study. Who are some other people I
should interview? What is her/his speciality? Where does she/he live? Anyone else?

Name Address Specialty
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1889 NW Sunny Lane
Albany, Oregon 97 321
March 16, 1977

Dear

Thank you very much for participating in my study of Oregon
fiber artists.

Enclosed is a summary of the thesis and information obtained
during personal interviews with ninety-five artists. I hope this will
be of interest to you.

If you have any questions or comments, please feel free to
contact me. If you should wish to read the entire thesis, a copy
is available through the Oregon State University Library.

Thank you again for your assistance.

Sincerely,

Barbara Smith
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Fiber Artists of Oregon

Summary of the Study for the Participants

The following is a summary of "Fiber Artists of Oregon, " a thesis submitted to Oregon State
University in partial fulfillment of the requirements for the degree of Master of Science, by Barbara
E. Smith, June 1977.

The objectives of this study were:

1. To identify factors which contribute to the success of a fiber artist in Oregon, including skills
or knowledge gained from training or experience.

2. To draw up recommendations for use by colleges and universities to facilitate the evaluation
of programs designed to train successful artists.

3. To provide fiber artists with a summary of general information regarding their Oregon peers.

Tables S and 6 show how the participating artists rated factors which contribute to success as an
artist and where they can best be learned. For example, in Table 5, on a scale from 1 (low) to 5
(high), design ability was rated five by eighty-eight artists. Table 6 shows that forty-six artists
indicated that design ability could best be learned through both training and experience. Figure 2

summarizes the information in Tables 5 and 6.

To meet the second objective of the study the following recommendations, based upon the
artists ratings of the factors which contribute to success, were drawn up for the use of colleges and
universities:

1. That university fiber arts programs provide a strong background in design and emphasize
quality of workmanship.

2. That coursework deal with the skills necessary for the successful exhibiting of work, and
provide practical experience in photographing and exhibiting work as part of every course, or as
separate courses in photography and display.

3. That the fiber arts programs include a "Business Fundamentals" course covering such topics
as income management, marketing, accounting, and laws pertaining to artists and artwork.

4. That coursework for artists include information about grants and the use of contracts.

5. That some training in publishing, lecturing or demonstrating work, or teaching be included
in coursework for fiber arts students who are interested in these areas.

The following tables summarize descriptive information about the participating artists.

Ninety-five fiber artists (eighty-eight females and seven males) were interviewed between
August 25 and November 18, 1976. Artists were from the following cities and towns:



Table 5. Contribution of Skills and Knowledge to Success as an Artist (N=95)

Contribution to Success
Low High No Average*

Skill or Knowledge 1 2 3 4 5 Response Rating

Design ability 0 0 1 5 88 1 4.93
Expertise in techniques(s) 1 2 3 5 83 1 4.78
Getting good photos of your work 1 2 14 26 51 1 4.32
Organization of work 1 4 14 26 49 1 4.26
How to exhibit 5 5 13 15 55 2 4.18
Where to exhibit 2 4 18 24 45 2 4.14
How to put portfolio together 4 4 26 22 38 1 3.91
Ability to obtain materials at reasonable cost 5 9 28 22 28 3 3.64
How to get commissions 6 7 29 24 27 2 3.63
How to price artwork 4 10 25 32 22 2 3.62
Keeping good records of income and expense 7 9 29 17 30 3 3.59
Management of income 5 12 26 25 25 2 3.57
How to get grants 10 18 28 21 15 3 3.14
How to set up studio 15 18 25 18 18 1 3.06
Use of contracts 18 13 28 15 17 4 3.00
Ability to write 27 26 25 10 6 1 2.38
Ability to lecture 31 24 19 11 8 2 2.36
Ability to teach 37 20 22 5 10 1 2.27

* The average rating was calculated as follows:
1. Each rank number was multiplied by the number of times the skill or knowledge was placed in

that rank.
2. The above numbers were summed, then divided by the number of responses.
For example: Design ability / ( lx0) + (2x0) + (3x1) + (4x5) + (5x88)÷ 94 = 4.93



Table 6. Artists' Indications of Where Skills and Knowledge Can Best Be Learned (N = 95)

Skill or Knowledge Training
Mostly
Training

Training
and

Experience
Mostly
Experience Experience

No
Response

Use of contracts 40 13 24 3 10 5
How to obtain grants 38 19 18 3 13 4
How to put portfolio together 36 22 23 6 7 1

Getting good photos of your
work 33 15 24 8 14 1

Ability to write 27 20 35 4 7 2
Expertise in technique(s) 24 9 44 8 9 1

Design ability 20 12 46 6 8 3
Ability to teach 17 12 43 7 14 2
Ability to lecture 15 10 37 12 19 2
Management of income 6 7 30 22 28 2
How to exhibit 12 8 33 12 29 1

How to price artwork 5 7 29 16 37 1

How to obtain commissions 7 9 24 24 29 2
Organization of work 9 6 25 19 34 2
How to set up studio 4 8 23 20 37 3
Where to exhibit 11 7 19 21 36 1

Ability to obtain materials
at reasonable cost 3 6 26 14 43 3

Keeping good records of
income and expenses 19 18 22 12 22 2



Figure 2. Summary of Investigator's Interpretation of Artists' Ratings of Contribution of Skills and
Knowledge to Success and Where They Can Best Be Learned (N=95)

Contribution Skill or Knowledge
To Success Training

Where Each Can Best Be Learned*
Mostly Training & Mostly
Training Experience Experience Experience

Extremely Expertise in technique(s) 20-30% 42-52%
High Design Ability 20-30% 42-52%

How to put portfolio
together 31-41% 20-30% 20-30%

Getting good photos
of your work 31-41% 20-30%

Very How to exhibit 31-41% 31-41%
High Organization of work 20-30% 20-30% 31-41%

Where to exhibit 20-30% 20-30% 31-41%

Management of income 31-41% 20-30% 20-30%
How to price artwork 31-41% 31-41%

Relatively How to obtain commissions 20-30% 20-30% 31-41%
High Ability to obtain materials at

reasonable cost 20-30% 42-52%
Keeping good records of income

and expenses 20-30% 20-30% 20-30%

Use of contracts 42-52% 20-30%
Medium How to obtain grants 31-41% 20-30%

How to set up studio 20-30% 20-30% 31-41%

Ability to write 20-30% 20-30% 31-41%
Low Ability to teach 42-52%

Ability to lecture 31-41% 20-30%
% of artists agree
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Table 7, Artist's Residences (N = 95)

Albany 1 Oregon City 1

Blodgett 1 Otis 1

Cannon Beach 3 Parkdale 1

Corvallis 7 Portland 30
Eugene 19 Rickreall 1

Glenwood 1 Salem 8

Halsey 1 Scio 1

Hood River 2 Sheridan 1

Lake Oswego 3 Sherwood 1

McMinnville 4 Silverton 1

Milwaukie 1 South Beach 1

Monmouth 2 Springfield 1

Monroe 1 The Dalles 1

Almost half of the artists were between the ages of 30 & 34; three-fourths were between 25 & 39.

Table 8. Ages of Artists (N = 95)

overAge: 20-24 25-29 30-34 35-39 40-44 45-49 50-54 55-59 60-64
65

# : 2 16 43 13 8 3 3 2 1 4

The artists reported the following as their major occupations (the total is greater than 95, since
some artists listed more than one occupation):

Table 9, Major Occupations of Artists

OCCUPATION NUMBER OF ARTISTS

Doing art or craft 33

Artist /Craftsperson 31

Teaching art/craft 24

Various other occupations 14

Homemaking 10

Designer 3

Teaching (other than art) 3

Artists were asked to place themselves on a continuum from 1 (hobbyist)to 10 (professional),
Most of the artists placed themselves at the professional end of the continuum. The results were:
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Table 10. Hobbyist/Professional Self Rating (N = 95)

HOBBYIST PROFESSIONAL

Rating: 1 2 3 4 5 6 7 8 9 10

Number: 0 0 0 1 2 5 12 26 8 41

Artists were also asked to indicate on a scale from 1 (not very successful) to 10 (very successful)
how successful they felt they were at this point in their careers as fiber artists, basing their answer
on their own definition of success.

Table 11. Self Rating of Success

The results were:

(N = 94)*

LOW HIGH

Rating: 1

Number: 0

2

1

3

1

4

2

5

17

6

7

7

17

8

26

9

8

10

15

*One artist chose not to rate herself on this scale.

Techniques used by the artist interviewed were as follows (total number of responses is greater
than 95, since many artists practice more than one technique):

Table 12. Techniques Used by Artists

TECHNIQUES NUMBER OF ARTISTS

Weaving/floor loom 36

Various other techniques 17

Weaving/"off loom" and other 16

Embroidery/hand or machine 12

Applique /Piecework 8

Dyeing, etc. (batik, tie & dye, silkscreen) 8

Basketry 6

Quilting 5

Weaving/in combination with other techniques

Crochet 3

Knitting 2
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Major products made by the artists interviewed were as follows (total number of responses is
greater than 95, since many artists produce more than one kind of article):

Table 13. Products Made by Artists

PRODUCTS NUMBER OF ARTISTS

Wall hangings 58

Clothing and other worn articles 39

Functional interior pieces 30

Art pieces 29

Containers 11

Various other articles 11

Artists were asked how long they had been doing fiber art. Most of the artists interviewed had
been doing work for less than 10 years. The results are as follows:

Table 14. Years Doing Fiber Art (N = 95)

Years: 0-5 6-10 11-15 16-20 21-25 26-30 31-40 41-45

Number: 38 37 13 5 0 1 0 1

The approximate number of hours spent doing work each week was reported as follows:

Table 15. Hours of Work Each Week (N = 95)

Hours: 1-10 11-20 21-30 31-40 41-50 51-60 61-70 81-90

Number: 2 21 24 20 16 7 3 2

Artists obtained the major portion of their training in the following ways (total is greater than
95 since many artists have had more than one type of training):
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Table 16. Types of Training

TYPE OF TRAINING NUMBER OF ARTISTS

Self taught 75

College /university 67

Various kinds of workshops 50

Art/craft school 29

Various other kinds of training 23

Apprentice /private 10

The number of years of formal training the artists have had are:

Table 17. Years of Formal Training (N = 95)

Years: None

Number: 22

Less
1-2 1 /2 3-4 1/2 5-6 1/2

S

than or
even

one more

6 14 20 22 11

Artists reported the following principal sales outlets (the total is greater than 95 since some
artists sell work through more than one outlet):

Table 18. Principal Sales Outlets of Artists

SALES OUTLETS NUMBER OF ARTISTS

Art galleries 37

Craft fairs/shops 31

Personal contacts 26

Exhibitions 22

Commissions 20

Interior designers or shop 7

Not applicable 4

The following were listed as sources of commissions. (The total is less than 95 since some

artists do not do commissions. )
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Table 19. Source of Commissions

SOURCE NUMBER OF ARTISTS

Display of work 39

Word of mouth 26

Have agent/know someone 17

Just happen 7

Artists reported teaching classes through the following institutions and organizations (the total
number of responses is greater than 95 since some artists teach classes in more than one place):

Table 20. Where Artists Teach Classes*

WHERE CLASSES ARE TAUGHT NUMBER OF ARTISTS

Art center/museum 26

Community College/Adult Ed. 19

College /university 18

Various other organizations 18

Arts/crafts school 13

Private 12

Weaving/stitchery guilds 10

Weaving/craft shop 8

Jr. High/High School 6

*Four artists reported that they train apprentices.

Forty-two artists lecture or demonstrate their work; thirty artists reported having served as
jurors for art exhibits.

Artists reported their annual income from art-related activities as follows:

Table 21. Annual Income from Art-related Activities

Income: $0- $3,000- $7, 500- $10,000- $15,000- over
$3,000 $7,500 $10,000 $15,000 $20,000 $20,000

Number: 51 25 7 6 5 1
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The percentage of the artist's annual income derived from art-related activities was as follows:

Table 22. Percent of Income Derived from Art-related Activities

Percent: 0%

Number: 1

1-
9%

6

10-
19%

5

20-
29%

3

30-
39%

5

40-
49%

1

50-
59%

7

60-
69%

2

70-
79%

2

80-
89%

0

90-
99%

5

100%

58

Art-related income was earned from various sources. The table below shows how many
artists reported income from each source by percent of art-related income earned from each source.
For example, 31 artists did not earn income from teaching art; 3 artists earned 1-9% of their art
income from teaching- art; 4 artists earned 100% of their art income from teaching.

Table 23. Percent of Art Income from Various Sources

% 1- 10- 20- 30- 40- 50- 60- 70- 80- 90- 100%
SOURCE

9% 19% 29% 39% 49% 59% 69% 79% 89% 99%

Teaching Art 31 3 8 7 3 2 4 7 6 9 11 4

Direct Sales 12 13 9 19 12 4 10 1 4 2 7 2

Commissions 32 11 12 8 12 3 9 1 3 2 1 1

Other 82 0 0 6 2 1 2 0 0 0 1 1

Lecturing 85 5 4 1 0 0 0 0 0 0 0 0

Grants 92 0 0 1 1 0 0 1 0 0 0 0

Publishing 92 1 1 1 0 0 0 0 0 0 0 0

Artists were asked if their art income would be enough to support them at the present time if
they did not have an additional source of income. Thirty-three artists answered "yes"; sixty-two
said "no. "

A copy of the entire thesis is available through the Oregon State University Library if one should
wish to read it.

Permission to reproduce the results of this study may be obtained by writing to:
Barbara Smith
1889 NW Sunny Lane
Albany, Oregon 97321

Thank you again for your help in making this study possible.


