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ABSTRACT 

This paper explores the potential of adapting concepts applied in Fair Trade and artisan 

cooperatives in the developing world for social action art therapy.  Impoverished regions 

of the United States, such as Appalachia, experience extreme poverty, but also encounter 

several barriers to accessing individual therapy.  Additionally, poverty impacts women 

uniquely and research shows high need and low resources are a consistent pattern for 

women in these underdeveloped areas.  The researcher highlights similarities between 

Appalachia and Bolivia, a region in the developing world where artisan cooperatives 

have been successful, as well as the economic growth of the Fair Trade and handmade 

markets to make a case for the application of similar methods to address similar issues.  

Furthermore, the researcher discusses the therapeutic benefits of artisan cooperative 

participation demonstrating these strategies are appropriate for adaptation into a 

therapeutic modality such as social action art therapy. 
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CHAPTER I 

INTRODUCTION 

 It is in our design, in our very biology, that humans are creators (Daido Loori, 

2005).  With the potential to embody new life as it manifests, women hold a powerful 

role in the creative process of evolution.  As new life passes through our bodies, what 

once was intangible takes shape and enters the physical realm.  It is like this with the art 

making process as well.  Is it any wonder then that rich and powerful things happen when 

women come together for the purpose of sharing their creative energy? 

 In 2006, after a series of chance encounters with community mothers who were 

also artists, the researcher noticed a trend.  Most of these women had discontinued their 

personal art making after having children.  This meant that at one of the most significant 

and stressful transition periods in their lives, these women no longer permitted 

themselves to access what had once been a primary coping mechanism.  As a result of 

this observation, the researcher and four of these women came together to form Mother 

Artists at Work (MAW), a networking and support group for mothers working in the arts 

(Bell Smith, 2011).  This union of five mothers who were no longer making art has 

developed into over thirty developing, professional and award winning artists who have 

received community recognition for their achievements.  More than an art group for 

mothers, MAW is a community that was developed around art.  Sharing inspiration and 

resources has been healing for all who are members. 

 In 2012, the researcher had the opportunity to travel to Bolivia with Global 

Gallery, retailers and educators of Fair Trade Artisan goods, to participate in their 

orphanage project. Poverty in Bolivia is extreme.  The researcher accompanied the 



  

   

2 

director of Global Gallery on several meetings with women’s artisan cooperatives to buy 

merchandise for retail sales. Listening to the descriptions of how the cooperatives were 

developed and resources are shared, in witnessing the mother nursing her baby while 

meeting with potential buyers, in feeling the sense of community and support the women 

had for one another, the researcher recognized many of the healing qualities familiar to 

her from her own experience in MAW.  Indeed, there is healing and power when women 

come together and create.       

Problem Statement 

To date, no professional art therapy literature has been found exploring the 

potential application of a Fair Trade/Artisan Cooperative model for healing communities 

within the United States.  In developing nations worldwide, women are significantly 

improving the quality of their lives and the lives of their family members utilizing this 

community building strategy centered on cultural art making traditions (Edgar, 2011; 

Kristoff & WuDunn, 2010).  Therefore, adapting these strategies for local applications in 

Social Action Art Therapy could benefit whole communities; particularly those with 

barriers to individual therapy, such as lack of financial resources, lack of providers, or 

cultural values that do not permit seeking assistance from outsiders.   

Recent trends in consumerism are worth considering when looking at future 

potential for artisan cooperatives and Fair Trade strategies for building and healing 

communities.  The Fair Trade Movement, though it has been in existence for more than 

forty years, has in recent years become commonly understood as the support of products 

developed in an egalitarian relationship with the developing small business producer and 

with a strong consideration for sustainability of the producers, the communities within 
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which they live and the planet (De Pelsmacker, Leisbeth & Rayp, 2005; Edgar, 2011; 

Moore, 2004).  Sales of such products have steadily increased.  This trend is predicted to 

continue (Moore, 2004).   

 The Handmade Movement was born in the late 1990’s out of a wave of young, 

feminist, punk rockers on the Northwest coast known as Riot Girls (Levine, 2008).  Greer 

(2008), artisan and author, stated that her participation in the Handmade Movement has 

been an empowering political commentary against the overconsumption of the 

mainstream culture.  Like Fair Trade items, sales of handmade items have also increased 

steadily (Etsy, 2012).   

Growth in the Fair Trade and Handmade Movements are indicators of a shift in 

consumerism that honor meaningful purchasing that contribute to a greater good.  This 

trend could prove beneficial in the adaptation of the development of a Fair Trade/Artisan 

Cooperative Model to address issues of poverty in American communities by building 

partnerships between developing artisan cooperatives and established Fair Trade vendors.   

Basic Assumptions 

Appalachia has been called “the third world of America.”  Similar to women in 

developing countries, women of Appalachia experience compounded distresses of 

poverty due to isolation and lack of support networks, existing within a value system that 

does not support the advancement of women outside of traditional caregiver roles, and 

higher incidences of violence against women (Cantrell, 1994; Smith & Reed, 2010).   

Like the Andes Mountains in Bolivia, the Appalachian Mountains have been 

severely exploited by corporations existing outside of the region with almost identical 

consequences for the people who live there.  Corruption of government and extreme 
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poverty has made it nearly impossible for communities to thrive.  Both Appalachian and 

Bolivian mountain people are mistrustful of outsiders.  For this reason, resilience and 

creative problem solving is essential for survival.  What was once making something out 

of nothing, has since translated into cultures that see artisan craft traditions as personal 

triumphs.  It is for this reason that the handicraft tradition would seem a fitting strategy 

for addressing issues of poverty among Appalachian women.   

Purpose of this Research 

The purpose of this study is to execute a systematic literature review examining 

the potential applicability Fair Trade/Artisan Cooperative models in social action art 

therapy within the United States.  From this information base, a program will be created 

as a pilot study to develop a women’s artisan cooperative in Appalachia that explores 

community building and Appalachian artisan traditions in order to empower participants 

to develop and market their own culturally significant handicrafts for the purpose of 

supplementing income and increasing support networks.   

Definitions 

Artisans are skilled workers, who produce trade goods or handicrafts, often using 

traditional methods (www.merriam-webster.com).   

Cooperative is a term used to describe an enterprise or organization owned by and 

operated for the benefit of those using its services (www.merriam-webster.com). 

Disempowerment includes acts that deprive power, authority, or influence; to make weak, 

ineffectual, or unimportant (www.merriam-webster.com). 

Economic Development is to build up the economic capacity of an area to improve its 

economic future and the quality of life for all (www.worldnank.org).  

http://www.merriam-webster.com/
http://www.merriam-webster.com/
http://www.worldnank.org/


  

   

5 

Empowerment is to promote the self-actualization or influence of a person or group of 

people (www.merrian-webster.com). 

Ethical Consumerism describes the consumption of products created with the intention of 

sustaining the people who made them and the land where they came from (De 

Pelsmacker, Driesen, & Rayp, 2005). 

Fair Trade is unlike conventional trade ideologies wherein cost is determined by 

consumer demand and producers must strive to make more for less in order to increase 

profit often resulting in exploitative practices.  The alternative of Fair Trade describes an 

agreement between producers and consumers allowing the quality of the product, the 

integrity of production methods, and the well-being of the communities of the producers 

to factor into the determination of the value of the products (www.fairtrade.net).  

Handicrafts are articles made by hand or methods of creating with the hands 

(www.merriam-webster.com). 

Handmade describes items made by hand or by a hand process (www.merriam-

webster.com). 

Impoverished describes those who are deficient in that which is necessary to thrive and 

grow (www.merriam-webster.com). 

Poverty is defined as having little or no money, goods, or means of support 

(www.dictionary.reference.com). 

Self-reliance is defined as reliance on one’s own efforts and abilities (www.merriam-

webster.com). 

Social Action Art Therapy is defined as the practice of using art therapy tools and 

techniques to facilitate social change in individuals and in communities (Kaplan, 2007b). 

http://www.merriam-webster.com/
http://www.merriam-webster.com/
http://www.dictionary.reference.com/
http://www.merriam-webster.com/
http://www.merriam-webster.com/
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CHAPTER II 

METHODOLOGY 

Visits to the region of Appalachia revealed conditions of extreme poverty unlike anything 

the researcher had ever seen before.  In 2011 as a part of her coursework, the researcher 

completed a cultural study of the region and gained new insights about her rich cultural heritage 

and the complex systemic poverty of the region that is so daunting for individuals to overcome.  

In 2012, a service trip to Bolivia revealed similarities in both the disparity and the resilience of 

the people of the Andes Mountains of the developing world and the people of the Appalachian 

Mountains in the developed world.  Bearing witness to the impact artisan cooperatives have on 

the quality of life for women in Bolivia inspired the question: Can the concepts of Fair Trade and 

Artisan Cooperatives be adapted in Social Action Art Therapy to address issues of poverty in 

Appalachia?  The following is a discussion of the methods used to gather information pertinent to 

answering this question. 

 The researcher collected data regarding Appalachian Culture and Artisan Traditions, 

Appalachian Women, Artisan Cooperatives, Fair Trade, and Social Action Art Therapy with 

preliminary database searches beginning in 2011.  This data collection continued at various 

intervals over the course of a three-year period.  The data was then analyzed for relevance to the 

overall goal of developing a pilot Fair Trade Artisan Cooperative for Appalachian Women.  Table 

1 illustrates a list of the databases searched.  Table 2 illustrates key phrases and terms entered into 

the databases.  Table 3 offers an overview of the data by publication date demonstrating the 

development of this pilot program was based on the most recent information available.  Some 

older resources outlining Appalachian culture and traditions were included and considered to 

have present day relevance, as data of a historical nature does not change.  
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Table 1 

Databases from Which References Were Retrieved (Alphabetical) 

   Name of Database  

Academic Search  

EBSCO 

Education Resources Information Center (ERIC)  

Google Scholar 

JSTOR 

PsycARTICLES  

PsycINFO 

SocINDEX with full text (EBSCO) 

Taylor & Francis Online 
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Table 2 

Search Terms 

   1st Term 2nd Term 3rd Term 4th Term 

    

Appalachian  Cultural  History  Traditions 

Appalachian  Arts Crafts Traditions 

Appalachian Women Leadership  Development 

Artisan Cooperatives Women Fair Trade 

Fair Trade Marketing Ethical  Consumerism 

Social Action Art Therapy  
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Table 3 

Publication Dates of Resources 

Publication Date Number Percentage 

2005-2014 63 59 

1995-2004 17 16 

1985-1994 9 8 

1975-1984 4 4 

1965-1974 2 2 

1955-1964 1 1 

No Date 11 10 
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CHAPTER III 

REVIEW OF THE LITERATURE 

Social Action Art 

 Art has historically been associated with politics. From the vantage point of the 

royal courts, artists had a unique perspective as an individual privy to the function, or 

perceived dysfunction, of policy makers.  Explorations of the earliest origins of art 

created in the context of a society indicate that the roles of the artist were often that of 

craftsmen and documentarians.  In the democratic age of Ancient Greece, craftsmen 

created items that would be deemed as art by modern standards.  This was a time when 

democracy was practiced very literally.  Any matters regarding the work of craftsmen 

held the same esteem as all other matters concerning the city and were voted on by the 

people (duBois, 1994).  Author duBois stated, “Citizens considered artistic projects 

together, debated them, argued, disagreed, voted, financed, and supervised their 

production” and therefore concludes that from these earliest beginnings, art had its place 

in politics (p. 2).  Later, the role of art in society became one of influence.   

 Artist Kuryluk (1994) cited the career of French artist Jacques Louis David, a 

royal painter for King Louis XVI, as an example of the role of the artist shifting from 

craftsman to that of one having social esteem.  During the French Revolution (1789-

1799), artist Jacques Louis David sided with the radicals.  He was elected into a role of 

leadership among them and eventually voted for the death of the king resulting in the 

execution of King Louis XVI (Kuryluk).  Much of his work documents politically 

charged events and portraits of important people of the time.  The association of art with 

radical political statements is a long-standing tradition that became more overt in the 
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politics of the twentieth century where artists and musicians alike influenced a culture on 

issues of race, gender, and war.   

 One of the greatest composers of the modern age, Leonard Bernstein, deemed 

artists the “feelers and thinkers of the world” (Bernstein & Ledbetter, 1989).  This could 

be due to the possibility that artists can serve as both witness and conscience of the 

collective culture.  There is perhaps no better example of this than Picasso’s Guernica.  

Painted in response to the bombing of Guernica, Spain in 1937 by German forces, 

Picasso brought to life the horrors of war, portraying the killing of innocent women and 

children on an 11.5’ by 25.5’ canvas (van Hensbergen, 2004).  A haunting and perpetual 

plea for peace, a copy of this painting hangs outside the United Nations, communicating 

to all the world’s leaders, their role in this vital mission.  As social action art, Guernica 

serves to commemorate, to communicate and to heal.   

An Overview of Social Action Art Therapy     

As artists first, art therapist have often moved beyond addressing the needs of 

individual clients to addressing needs within their communities.  There are many 

documented and undocumented examples of this work.  In 1954, art therapist Don Jones 

created and distributed imagery in Topeka, Kansas that conveyed the impact of 

segregation on innocent children in response to the infamous Brown vs. Board of 

Education of Topeka (personal communication, March 17, 2010).  Allen confronted 

stereotypes in her community with the “Facing Homelessness” project (2007a).  Lev-

Weisel and Slater facilitated a study of the therapeutic implications of art in response to 

terrorism (2007).  Miller and the Peace Paper Project teach the transformative properties 

of paper making to groups of trauma survivors, helping them transform significant 
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clothing items, such as a military uniform, into paper (Matot, Mahan & Miller, 2012).  

The paper can then be used for expressive art purposes.  While these experiences provide 

obvious benefits to the participants, do they promote social change? 

Many in the field of art therapy recognize that qualities inherent to creating art 

make it a fitting tool for initiating social dialogue and that with the added training of 

therapist, the art therapist can play an important role.  Allen (2007b) has described the 

role of art therapist in social action as that of witness.  By “taking up residence in the 

problem,” the art therapist can then observe, absorb, decipher, and then finally depict 

what she has witnessed (p. 72.)  It is from this standpoint that art therapists and others 

alike can view the problem objectively and begin to identify new solutions.  Borowsky 

Junge described this process similarly as artists possessing the unique ability to see what 

lies beyond words and art therapists having the added ability to help others see in this 

deeper way (Borowsky Junge, Finn Alvarez, Kellogg, & Volker, 2009).  Joseph (1997) 

believed the motivation behind the creative process is to resolve contradiction and saw it 

as an obligation of the creative to apply this to society at large.  

The art forms of music, dance, and visual arts have historically been a part of 

public ritual and celebration dating back to our tribal ancestors.  Some members of the 

field have acknowledged the community building properties inherent to the art process as 

befitting for social action.  Communal art making can revive communities through 

reminding individuals that they are part of a greater whole (Levine, 2011).  Art materials 

have the ability to bring people together by decreasing interpersonal tensions and 

inhibitions, offering a common external focus.  The ability of the art process to 

communicate what is beneath words makes it especially appropriate in overcoming 
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differences of culture and language allowing for deeper sharing and trust to be achieved 

(Kapitan, Litell, & Torres, 2011).  Art easily becomes the common language.  This is also 

true when differences of any kind result in conflict.  

The work of art Liebman (1996) explored how naturally the art process can be 

adapted from the internal drive of resolving contradiction to being applied externally in a 

social context.  In her edited book entitled Arts Approaches to Conflict, she identified 

these key attributes of the art making process as the culprits for this success: art allows all 

members to participate fully, art creates distancing that allows for the emergence of new 

insight, art allows experimentation with new solutions and roles with little risk, and art 

moves beyond words to deeper parts of participants allowing for intimate understanding 

and consideration of one another (Liebman, 1996).  Her work has inspired many.  Kaplan 

(2007a) has expanded on these ideas adding that the association of art with language can 

help people “see” what cannot be “heard.”  Additionally, she has explained how the 

transformative properties of art can capture in time that which can be reflected upon and 

integrated later as well as decrease the charge of emotions (Kaplan).  Expressive therapist 

Knill (2011) testified to the decentering properties of art making that allows for groups to 

let go of tightly held perceptions and open up to new perspectives in a chapter he wrote 

entitled “Communal Art Making and Conflict Transformation.”  He also credits the 

ability of art as able to invite and expand a sense of play through use of the imagination 

as what makes art suitable for conflict resolution and ultimately for allowing groups to 

invent new strategies and recognize solutions (Knill).  

Hocoy (2007) presented a transpersonal framework that explored the connection 

between individuals and community.  He asserted that the issues of a community are a 
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collection of the “shadow selves” of those within the community and that by therefore 

addressing the repressed parts of individuals, a shift occurs in the community.  Hocoy 

further explained that to be effective, therapists must first address their own “shadow 

selves” and then address social issues directly within their communities.  Simultaneously, 

the therapist can work to address social issues indirectly with the client by serving as a 

representation of a healthier version of society for the client.  This way the client can 

begin to understand him or herself within a new social context and can experience 

transformation rather than remaining limited to a concept of self that has formed within 

the framework of an unhealthy society.  According to Hocoy, this transformation in turn 

causes a shift in society as the client restores full participation within the larger social 

group.  Therefore, art therapists must address social change by working towards change 

within self, client and society simultaneously (Hocoy, 2007).  

 Additionally, Hocoy (2007) also explained how an art therapist might 

unintentionally reinforce unhealthy societal views if he or she has not thoroughly 

explored these within him or herself.  When this is the case, therapists are merely helping 

clients adapt to unhealthy situations and therefore potentially to become more 

maladaptive.  This would not be in accordance with the ethical code of the profession.  

The American Art Therapy Association’s code of ethics Section 1.0 states “Art therapists 

endeavor to advance the welfare of clients, respect the rights of those persons seeking 

their assistance, and make reasonable efforts to ensure that their services are used 

properly” (AATA, 2011).  Therefore, it is imperative that all art therapists must engage in 

regular self study in order to effectively “advance the welfare” of their clients (AATA, 

2011). 
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 While social responsiveness has often been natural for art therapists as evidenced 

by the above documented examples, the professional standard for social action is unclear.  

Though the American Art Therapy Association formed the Social Justice Caucus in 2010 

to open up dialogue about Social Action Art Therapy within the profession, more can be 

done (Allen, 2010).  Considering the potential for harm, consistent standards should be 

created beyond multicultural competencies to expand professional understanding of the 

relationship between society and the individual and the role of the art therapist in service 

to both.  The possibility of unintentionally encouraging clients to become more 

maladjusted in an attempt to help them adjust to an unhealthy society should be explored 

deeply in training programs (Hocoy, 2007).  Frostig (2011) presented a curriculum for an 

art activism course she believed should be developed in order to inspire commitment on 

the part of all up and coming art therapists to recognize their full potential as agents of 

social change.  While the Social Justice Caucus serves to facilitate discussions that will 

eventually clarify professional standards for art therapists as agents of social change, 

there is no need to “reinvent the wheel.”  Good leadership builds on the accomplishments 

of the leaders that served before (Sweeney, 2012).  Looking at developments in other 

areas of mental health can serve as inspiration for not only clarifying the roles of art 

therapists as agents of social change but also to both celebrate and integrate what has 

been a longstanding legacy within the field.  

Social Action and Other Mental Health Professions  

 Many mental health professionals recognize that problems occurring on the 

individual level are created on the social level.  Psychologist Dale (2008) stated, “Social 

consciousness requires social action” and developed the American Institute of Urban 
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Psychological Studies, Inc. to assist other psychologists in becoming socially engaged (p. 

791).  Counselor Sweeney (2012) asserted in his chapter “Leadership for the Counseling 

Profession,” that the enemy of progression of the betterment of society is the servant with 

the ability to lead, but refuses to do so (p.4).   

The American Psychological Association (APA) acknowledged responsibility for 

both the individual and society as far back as 1936 with the development of Division 9, 

the Society for the Psychological Study of Social Issues.  This subcommittee of the APA 

was created to promote socially relevant research and to prevent the field from becoming 

too insular (Vasquez, 2012).  Currently, APA Bylaw 1.1 states, “The objects of the 

American Psychological Association shall be to advance psychology as a science, a 

profession, and as a means of promoting health, education and human welfare” (APA, 

2008).  Furthermore, justice is listed as the fourth of five General Principles in the APA 

Code of Ethics (APA, 2010).   

In 2003, the American Counseling Association (ACA) formally adopted a set of 

Advocacy Competencies (Lewis, Arnold, House & Toporek, 2003).  With this they called 

on their membership to recognize their responsibility to advocate for the vulnerable 

members of society that all too often form the basis of their clientele.  Outlined in the set 

of competencies is a description of how counselors are expected to promote change 

within individuals, systems/communities and social/political arenas (Lewis, Arnold, 

House & Toporek, 2003).  Additionally, the governing body that accredits educational 

programs for counselors, the Council for Accreditation of Counseling and Related 

Educational Programs (CACREP), has developed a set of standards that all counselors 

must meet and therefore all educational programs training counselors must provide 
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(CACREP, 2009).  Within these standards, it is stated that students must be taught about 

the “processes needed to address institutional and social barriers that impede access, 

equity, and success for clients” (CACREP, 2009, p. 10).  Additionally, it is stated that 

students must be educated in “developing cultural self-awareness, promoting cultural 

social justice, advocacy and conflict resolution, and other culturally supported behaviors 

that promote optimal wellness and growth of the human spirit, mind, or body” (CACREP, 

2009, p. 11).  It is further stated that students must be taught the counselor’s role in 

“eliminating biases, prejudices, and processes of intentional and unintentional oppression 

and discrimination” (CACREP, 2009, p. 11).  Clearly a new wave is moving through the 

counseling profession. 

 Lee (2012), former president of the ACA, believed that social justice is the fifth 

force of counseling behind psychodynamic approach, the cognitive-behavioral approach, 

the humanistic approach and multiculturalism.  He explored this further in his chapter of 

the edited book, entitled “Professional Counseling Excellence Through Leadership and 

Advocacy,” explaining that social justice is advocating for the equity of opportunities that 

enable all people to fully participate in society and is the logical next step following the 

development of multicultural competencies in counseling (Lee, 2012).  Additionally, Lee 

outlined a developmental process all agents of social change must pass through in order 

to be effective advocates with and on behalf of clients.   

These are: 

  1. Explore life meaning and commitment 
 
  2. Explore personal privilege 
 
  3. Explore the nature of oppression 
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  4. Strive for cultural competence 
 
  5. Commit to becoming globally literate 
 
  6. Establish a personal social justice compass 
 

With the development of advocacy competencies for the profession and 

guidelines for the development of future counselors as agents of social change it is clear 

that counselors have come to recognize their place in the social justice arena.  The 

profession realizes the insights about macro level problems that come from having both 

macro and micro level interactions are valuable pieces of information that naturally must 

be shared with policy makers in order to have an impact on culture.   

The Development of a Culture 

Appalachia is a region of the eastern United States covering 205,000 square miles 

of within the Appalachian mountain range stretching from southern New York to 

northern Mississippi (http://www.arc.gov/).  The area includes portions of thirteen states 

including Alabama, Kentucky, Georgia, Maryland, Mississippi, New York, North 

Carolina, Ohio, Pennsylvania, South Carolina, Tennessee, Virginia, and West Virginia.  

Of these, only West Virginia can claim to be entirely held within the region.  The area is 

rich in natural resources including rivers, forests, oil, gas and minerals such as gold, 

copper and coal (Abramson & Haskell, 2006; Rouse & Greer-Pitt, 2006). 

Native Americans were the sole inhabitants of Appalachia up until the early 

1700’s when Europeans began immigrating to the region.  Of the tribes scattered across 

area lands, the largest was the Cherokee.  The Cherokee people generally received the 

European newcomers well.  This resulted in much inter-marriage and blending of culture 

through the sharing of farming techniques and the trading of goods (Jackson, 2006).  
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Though Scottish and Irish made up the majority of immigrants that settled in the area at 

this time, other European nations were also finding their way in a culture quickly 

epitomizing America’s “melting pot.”  In the late 1800’s, the discovery of coal led to the 

need for manpower than could not be met by the communities of Appalachia alone 

(Jackson, 2006).  Coal companies recruited from the Deep South, New York and 

eventually from Europe (Jackson, 2006).  As a result, people immigrated from a variety 

of cultures including Italy, Hungary, Poland, Rumania, Albania, and Greece (Jackson, 

2006).  African Americans began to enter the area at this time for the promise of work 

and to escape post-Civil War troubles of the south (Jackson, 2006).  Needless to say, 

there were some tensions between the diverse groups given the rate at which these 

cultures came together in the region (Jackson, 2006).  However, prejudice did not fully 

develop until the lumber and coal companies began manipulating the various groups to 

impede their ability to come together to form labor unions and to deflect the attention of 

the workers from the rich company owners (Sarnoff, 2003).   

One cannot fully understand the Appalachian people without first understanding 

the role coal mining played in the social and political dynamics of the region.  Coal 

mining is an expensive and risky venture that yields a low return (Abramson & Haskell, 

2006).  To increase profits, coal companies bought land cheaply in order to develop 

housing communities for workers wherein rent was deducted from their pay (Brown, 

2008). Whole families sometimes worked in the mines (Brown, 2008).  Men, women, and 

children worked elbow to elbow in the black coal dirt.  Often, instead of being paid in 

cash, miners were paid in tokens that could only be used in stores owned by the mining 

companies (Brown, 2008).  With little to no cash exchanging hands, miners and their 
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families became entirely dependent on employers who became increasingly powerful 

over the land and its people through continued exploitation.  With power came more 

influence over the politics and law enforcement of the region (Shannon, 2006).   

Violence and oppression were used to keep miners from unionizing.  When 

miners went on strike, scabs from other cultures such as African American and Italian 

were brought in (Brown, 2008).  Mining companies pitted the different groups against 

one another to sabotage unionization by throwing the striking workers out of the 

company owned homes, and providing for the scab workers (Sarnoff, 2003; Shannon, 

2006).  The coal company portrayed the locals as “backward” and “ignorant hillbillies” to 

the minority communities (Sarnoff, 2003).  Additionally, the term “redneck” was a 

derogatory term coined by mining officials to describe union organizers who identified 

themselves by wearing red bandanas around their necks (Sarnoff, 2003).  These negative 

stereotypes have been perpetuated by the powerful and have been used to attack those 

opposed to their exploits.  By 1933, in spite of the perpetuation of stereotypes and the use 

of violence and sabotage the miners succeeded in unionizing (Brown, 2008).  This 

expounded the need for the coal companies to exert their power through politics.    

Over ten of the last Kentucky governors have direct ties to the coal industry 

(Brown, 2008).  Through political office in Kentucky and elsewhere, coal companies 

have successfully self-promoted as creators of jobs and liberators of Appalachian people 

from poverty, when in fact, it is their actions that have created the culture of poverty that 

exists in Appalachia to this day (Brown, 2008; Sarnoff, 2003; Shannon, 2006).  It was 

common practice for these companies to move their whole operation abruptly once the 

mines were emptied of their coal, leaving whole towns of dependent workers desolate 
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(Brown, 2008; Shannon, 2006).  This contributed to even more blending of cultures 

within the region as workers often changed locations to follow work (Shannon, 2006). 

Demographics 

 Appalachia remains an area of socioeconomic distress today.  Generational 

poverty created by exploitative labor practices and geographical limitations have had 

negative and lasting effects on education, employment and environment.  While great 

strides have been made to provide for the people of the region in the way of government 

programs since America’s declaration of War on Poverty of the 1960’s, the area still 

claims poverty rates three times the national average in some places (see Figure 1) (ARC, 

2011). 
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Figure 1 Relative Poverty Rates in Appalachia 2005-2009, Appalachian Regional Commission Report on 
Poverty, March 2011 

With a population exceeding 24,000,000, Appalachian poverty is a significant national 

issue (ARC, 2009).  Though job market and high school graduation rates have 

consistently increased since 1980, these successes have had little effect on bridging the 

gap between Appalachia and the rest of the nation (ARC, 1980, 1990, 2000).  This is 

mostly due to the job market increasing primarily in the low wage, service sector 

(Sarnoff, 2003).  Simultaneously, college graduation rates in the region have steadily 

increased but remain below twenty percent (ARC, 1980, 1990, 2000).  Therefore, it is 
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difficult to attract corporate entities with higher salary job creating potential to the area 

when confidence in an educated workforce is lacking (Sarnoff, 2003).   

Though Appalachia has seen some improvement in the last fifty years, 

socioeconomic progress continues to lag behind the national averages.  Mining and 

deforestation have created erosion and flooding that has ruined area soil and rivers 

(Shannon, 2006).  This has had devastating effects on the people of the region who live in 

a near constant state of recovery from economic or environmental trauma. 

Assessing Needs for Women of the Region 

Women in poverty often face unique challenges.  Appalachian women are no 

exception.  Appalachian culture is steeped in pride of family, religion and self-reliance.  

Greenlee and Lantz (1993) found in their research on the resiliency of the Appalachian 

working poor that families are heavily interdependent.  They pool resources and talents, 

such as finances, hunting, fishing or working on cars, in order to survive (Greenlee & 

Lantz, 1993).    Autonomy may be seen as a threat to survival.  Women of the region are 

typically socialized to forego education and careers and devote themselves to caring for 

their families (Smith & Reed, 2010).  Even if women of Appalachia want to pursue 

personal development, quality educational and career opportunities are lacking.  This is 

largely due to underdevelopment and strong gender bias in the area (Smith & Reed, 

2010). 

Further complicating advancement of Appalachian women is lack of adequate and 

affordable childcare services.  There are whole counties in the region that do not have any 

childcare services.  Those in existence often do not offer infant and toddler services.  In 
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the vent that they do, minimum wage earnings are not sufficient in covering the costs 

(Smith & Reed, 2010).   

Women in Appalachia are also more likely to become victims of violence.  

Studies indicate that violent behaviors are nearly as prevalent as non-violent behaviors in 

Appalachian families and that over one third of all Appalachian women have experienced 

incestuous abuse before the age of 18 (Cantrell, 1994; Rinaldo Seitz, 1995; Smith & 

Reed, 2010).  Absent from this figure are those that remain silent and those who have 

experienced non-incestuous abuse.  Additionally, domestic abuse is three times more 

likely in households experiencing financial distress (WVCADV, 2011).   

Economic distress and the breakdown of the family unit contribute to the growing 

single parent phenomena in the region.  Female-headed households make up over half of 

all families living in poverty in some Appalachian areas (Smith & Reed, 2010).  In order 

to juggle family responsibilities and earning a livelihood, women are often forced to seek 

out part-time employment in the low wage sector or apply for government assistance 

(Rinaldo Seitz, 1995; Smith & Reed, 2010).   

Women experiencing such hardships are more likely to develop a sense of 

powerlessness.  They are therefore less likely to seek out opportunities for advancement 

(Rinaldo Seitz, 1995; Smith & Reed, 2010).  This effects the development of families and 

therefore whole communities.  Women in underdeveloped communities all over the 

world are experiencing similar challenges. 

Cross Cultural Similarities  

Bolivia is a land locked country located in the Andes Mountains of South 

America that has been severely exploited by outside entities for natural resources 
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(Werner, 2009).  Foreign corporations have repeatedly corrupted the government for their 

own gain in natural resources (Werner, 2009).  This has severely crippled development in 

the country contributing to conditions such as weak economic structures, inadequate 

housing, largely unpaved roads, lack of access to employment and education (Werner, 

2009).  In two decades there has been less than a five percent reduction in the rural 

population living in extreme poverty (World Bank, 1996).  It is common in these families 

that fathers will leave their wives and children in search of work only to set up house 

elsewhere and never return.  Mothers are left to bear the roles of both caregivers and 

providers for their children in an underdeveloped country ruled by a patriarchal value 

system.  All of this paints a familiar picture.  

Psychologist and expressive arts therapist Atkins (2012), described a long 

standing relationship between Appalachian State University and various social and 

education projects in Bolivia in her piece entitled “Art as a Gift: Expressive Arts in 

Bolivia.”  Tennessee musician, Herranen (2010), has performed at Appalachian State 

University to highlight the cross-cultural connection of the area with Bolivia.  Now a 

longtime resident of Cochabamba, Bolivia, Herranen has noted similarities between 

Appalachia and the Bolivian Andes in his works.  At home on two continents, he 

affectionately calls the people of South America “Andean Hillbillies” and the people of 

Appalachia “Appalachian Capesinos” (Herranen, 2010).  When translated, the latter is 

understood as “Appalachian peasants.”  His politically charged lyrics are inspired by his 

personal experiences growing up in Appalachia and from his work with Bolivian labor 

groups (Herranen, 2010).  Perhaps the words to his song “From Appalachia to Potosi” 

illustrate best his understanding of the roots of poverty in the two regions: 
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  From the coal towns of Kentucky, 

  and eastern Tennessee, 

  Down through Guanajuato, 

  And on to Potosi, 

  The mines may be for silver, gold, tin, or coal, 

  But history remains the same, 

  Put the poor man in the hole (Herranen, 2010). 

Social scientist Rinaldo Seitz (1995) has made similar connections.  She used 

women in the South American developing world as basis of comparison for exploring 

issues of economics, gender, and family in her book Women, development and 

communities for empowerment in Appalachia. She noted parallels between the Andes 

and Appalachia that impact the lives of women such as unstable economic systems based 

on industry controlled by outside entities and patriarchal systems that determine work and 

family structures that marginalize women (Rinaldo Seitz, 1995).   

Bolivia has been exploited for natural resources by outside entities that never 

intended to reinvest profits in the area (Werner, 2009).  Political corruption has enabled 

this exploitation to continue for generations (Werner, 2009).  As a result, the people of 

the Andes have suffered systematic poverty as well.  Much like the people of Appalachia, 

Bolivian people have developed interdependent family systems and communities for 

survival.  They, too, are mistrustful of outsiders.  Self-reliance is highly regarded 

resulting in the promotion of creative problem solving often with one’s own hands with 

materials that are readily available.  This has led to strong artisan and crafting traditions 

within the culture.    



  

   

27 

The Fair Trade/Artisan Cooperative Solution 

Though in existence for over sixty years, Fair Trade has in recent years become 

commonly understood as the support of products developed in an egalitarian relationship 

with the developing world small business producer and with a strong consideration for 

the environment (DeCarlo, 2007; Edgar, 2011; Moore, 2004; Pelsmacker, Leisbeth & 

Rayp, 2005).  The Fair Trade Movement was developed in the late 1940’s and early 

1950’s by businesses rooted in Mennonite and Brethren religious affiliation (Grimes, 

2000).  Two of these companies, Ten Thousand Villages and SERVV International, are 

responsible for over half of Fair Trade sales in the United States and have grown to 

generate multi-million dollar sales through successful catalogue campaigns and hundreds 

of successful retail shops across the nation (Grimes, 2000).  In 1997, posting earnings of 

$4,992,000, SERVV reported payments directly to their artisans totaling nearly 

$2,000,000 (Grimes, 2000). Though the growth of United States Fair Trade has been 

significant, it is estimated that the European Fair Trade market is eight times that of the 

U.S. (Grimes, 2000).  Moore (2004) estimated that the value of the Fair Trade world 

market was around $500 million dollars in 2002.  The success of this market has 

prompted researchers to try to understand a consumer’s willingness to pay more for 

products that contribute to a greater social good and to label such an act as ethical 

consumerism. While food items and coffee make up the majority of this figure, sales of 

culturally significant handicrafts are noteworthy contributors to this world market figure.  

 Artisan cooperatives have proven to be a successful strategy for women in 

overcoming challenges of the developing world. With over 80 percent of all artisan 

cooperatives that US Fair Trade wholesalers purchase from being women led, this 
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illustrates the powerful role women play in the Fair Trade market  (Grimes, 2000).  An 

important factor in determining the success of artisan cooperatives in alleviating poverty 

is having a structure that is flexible enough to accommodate the domestic and child 

rearing responsibilities of the participants (MacHenry, 2000).  Artisan women share 

inspiration, resources, materials, childcare and mutual support while carrying out product 

development, production, and sales of handicrafts.  Other factors that contribute to the 

effectiveness of artisan cooperatives are identifying and effectively utilizing materials 

and skills that already exist within the community and educating participants about 

quality control (Lynd, 2000; MacHenry, 2000).  These concepts decrease overhead, 

turnaround time on production, and increase demand for products. 

The Handmade Movement    

When discussing trends in Fair Trade and ethical consumerism in America, it is 

important to also consider the Handmade Movement.  Through the creation of the Riot 

Girl craft “zines” in the late 1990’s and the Internet, a counterculture of underground 

crafting has grown into a sociopolitical movement.  Etsy.com, arguably the most 

successful of hundreds of internet indie arts and crafts market sites, sold over $500 

million in handcrafted goods in 2011 and boasts over 15 million members and over 1 

billion page views a month (Etsy, 2012).  Etsy and artisan market sites like it, urge 

members to sign the “Handmade Pledge” encouraging a personal decision to make the 

things you need yourself or support those who make things you need by buying their 

products.   
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Appalachian Creative Traditions 

Much like the Bolivian people, in Appalachia, values of self-reliance and 

independence are deeply ingrained into the culture (Helton & Keller, 2010; Jones, 1994).  

Self-reliance translates into making and doing things independently.  This lends itself to 

creativity.  Crafting has therefore, been a natural byproduct of these values within the 

Appalachian culture.  The result has been the development of a cultural heritage rich in 

creative expression through music, fiber arts, pottery, doll making, furniture making and 

basket weaving (Wigginton, 1972, 1973, 1975, 1980, 1984).  

 In the 1930’s, Appalachia experienced a short-lived revitalization through the 

Folk Festival Movement and the development of a market for traditional Appalachian 

Folk-Art (Becker, 1998; Brown, 2008).  However, the commercialization of Appalachian 

Folk-Art resulted in mass development and consumption of low quality products void of 

the “true indigenous cultural expressions of the people” (Becker, 1998; Brown, 2008).  

Lost was the value of tradition and personal expression in the creative process.  Along 

with it went the market for Appalachian Folk Art. 

Therapeutic Benefits of Developing an Artisan Cooperative in Appalachia 

Because Appalachians do not like to be told what to do or what to believe, there 

exists a deeply ingrained pattern of not seeking financial, medical, or mental health 

assistance (Salyers & Ritchie, 2006). If one does seek help from a mental health 

professional, the individual will likely be confronted with feelings of guilt, shame and 

humiliation.  Families of Appalachia are often enmeshed and intensely loyal (Greenlee & 

Lantz, 1993).  Individuals are likely to experience feelings of having betrayed their 

families in exchange for their own mental healing in therapeutic situations (Salyers & 
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Ritchie, 2006).  Additionally, feelings of being inherently bad have become a part of the 

identity of many Appalachians creating shame and an overall sense of unworthiness that 

inhibits motivation to seek help or change their current circumstances (Salyers & Ritchie, 

2006).  And finally, the value of self-reliance so heavily influences the actions of the 

people of this region that every decision is viewed through this filter first.  When an 

individual is not able to solve his or her problems alone, this perpetuates feelings of 

inherent badness compounding feelings of guilt and shame compounding resistance to 

outside help. Simultaneously, the issue of attracting qualified, well-trained practitioners 

to the area has been an ongoing struggle for healthcare in Appalachia (Sarnoff, 2003). 

Add to the above lack of job resulting in lack of insurance, poor road conditions, 

inclement weather, and lack of reliable transportation and one begins to see the 

difficulties faced when seeking mental health services in the region (Blakeney, 2006).  

These challenges illustrate the importance of developing other strategies to serve the 

mental health needs of populations where cultural norms and environment create 

insurmountable obstacles to getting help.  Artisan cooperatives can serve as an effective 

strategy.  

Much of the literature has discussed the primary benefit of artisan cooperatives as 

a decrease in isolation for participants (Eber, 2000; Littrell & Dickson, 2010; Lynd, 

2000).  Additionally, by design artisan cooperatives enhance the psychological, social, 

and material well-being of participants by offering a sense of belonging, increasing 

support networks where the sharing of life’s difficulties bring a host of perspectives and 

potential solutions, and generation of income increases esteem both personally as well as 

within the family (Littrell & Dickson, 2010; MacHenry, 2000).  Artisan cooperatives also 
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provide opportunities for the reinforcement of social identity and even ethnicity or 

cultural heritage (Eber, 2000; Grimes, 2000; Lynd, 2000).  

Psychologist and fiber artist Ann Futterman Collier (2012) discussed the benefits 

of using fiber in therapy in her book Using Textile Arts and Handcrafts in Therapy With 

Women.  The sensual qualities of fiber have the ability to facilitate flow, or the entering 

into a state of present moment awareness wherein the passage of time is no longer 

noticed (Futterman Collier).  Many techniques call for the interweaving of fibers, a rich 

metaphor for the ways in which lives are interwoven with others and even with the earth 

(Futterman Collier).  The defined and practical uses of many fiber arts and handicrafts 

make them appear more worthwhile than other forms of creative expression for many 

women (Futterman Collier).  And finally, fiber arts and handcrafts are cross culturally 

accepted as feminine endeavors (Eber, 2000; Futterman Collier, 2012; Lynd, 2000; 

MacHenry, 2000).  As techniques have been widely shared and are common knowledge 

among many groups of women, textiles and handcrafts can be a great starting point for 

opening dialogue and building trust with other women (Lynd, 2000).   

An artisan cooperative wherein participants make traditional handicrafts is a 

compassionate way of introducing development and empowerment without imposing 

outside views or challenging the patriarchal value system currently in place.  In her 

article entitled “Social Action Art Therapy,” Art therapist Golub (2005) discussed her 

work in China and the importance of working within the value system of a culture, even 

when at times it might seem counterintuitive.  Forcing change too quickly is not in the 

best interest of participants.  It may promote mistrust early on, resulting in the 

undermining of the success of the project.  It could also result in conflict within the 
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primary support relationships of participants. An artisan cooperative in Appalachia would 

allow for the above-mentioned psychological, social, and material benefits to occur 

within the existing value system of the culture.  

Summary 

 Artists have held a longstanding position as social commentators.  Art therapists, 

being artists first, have from very early on in the professions, applied tools of the trade to 

their communities in Social Action Art Therapy.  There is a great need in the region of 

Appalachia, particularly for women.  As the region shares commonalities with Bolivia, it 

stands to reason that Fair Trade and Artisan Cooperative strategies that have proven 

successful there, may be adapted to develop programming that can be applied to women 

in Appalachia.  There is potential for the development of a women’s artisan cooperative 

in the region to address economic needs as well as have important therapeutic benefits. 
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CHAPTER IV 

RESULTS 

Adapting Artisan Fair Trade/Artisan Cooperative Strategies to Social Action Art Therapy 

Based on the literature review, the researcher summarizes artisan cooperatives as 

creating support and community around a common creative technique or product, and fair 

trade as placing relationships with the producers of artisan products and the communities 

they are produced in ahead of any personal gain from the partnerships.  In adapting these 

strategies to social action art therapy, the researcher envisions this as creating a 

sustainable, long-term program that allows for meaningful relationships to develop 

between cooperative members as well as the facilitators.  Additionally, Fair trade 

concepts to be applied will be the creating of opportunities for the advancement of 

women as well as including a component of the program that promotes participants 

addressing a social issue within their community (DeCarlo, 2007).  Research supports a 

growing market in ethical consumerism as well as the Hand-made Movement (Etsy, 

2012; Greer, 2008; Grimes, 2000; Moore, 2004).  Culturally significant artisan craft items 

appeal to both markets (Etsy, 2012; Moore, 2004).  Therefore, it is reasonable to think 

that traditional handcrafts created by Appalachian women hold income generating 

potential and affirms the development of an artisan cooperative as a strategy for 

addressing the poverty and disempowerment of women in the region.   

In the practical applications of the concepts of Fair Trade and artisan 

cooperatives, it is important to also consider the difference between a program designed 

to provide a set structure for the production of handicrafts and a program designed to 

hold the space for transformation to occur.  McNiff (2011) encouraged those adapting art 
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process to social action to preserve that part of art making that helps participants accept 

uncertainty.  By moving forward without a solid agenda, change is allowed simply to 

happen.  It is the researcher’s intention to develop a structure that can successfully 

contain the experience and ensure progress with flexibility that allows for an unfolding to 

occur without redirecting or misguiding the inherent potential of the group.  Additionally, 

programs should be designed to belong to the participants and allow them to self-identify 

strengths and weaknesses as well as solutions to their own problems (Golub, 2005; 

Kapitan, Litell, & Torres, 2011).  In order to create groups that are sustainable, it is 

important to note the talents and materials that are already in existence within the 

community and help build the group around them (Lynd, 2000; MacHenry, 2000).  

Taking these things into account, there is a certain measure of this pilot program that will 

not be able to be preconceived.   

What has been preconceived of this program is rooted in both theory and the 

researcher’s personal experience.  Erikson (1968) proposed that psychosocial identity is 

what grounds individuals and allows them to find meaning and cope with the 

impermanence of existence. America is a nation constructed by immigrants and therefore, 

most Americans are of diverse cultural backgrounds.  It is the researcher’s personal 

experience that individuals integrating values from multiple cultures can encounter 

internal conflict when these values are opposing, thus jeopardizing identity.  

Understanding the self as a cultural being allows for integration of these internal 

differences, thus strengthening identity overall.  The “Where I’m From” writing exercise 

and collage as well as exploration of Appalachian cultural artisan traditions in this 

program have been included to celebrate the existing Appalachian value system and to 
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facilitate the exploration of identity and culture in the hopes of strengthening personal 

identity overall of participants (Fraley, 2007; Gottlieb, 2001; Lantz & Harper, 1997).  

Bearing in mind all of the above, what follows is a framework that can and should be 

altered to fit the participants as needed. 
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INTRODUCTION: PROGRAM FORMAT 
TWELVE MONTHLY MEETINGS - 120 MINUTES 

AND SIX BI-MONTHLY WORKSHOPS - 180 MINUTES 
 

Overview: This program was developed based on preliminary research and is subject to 
change as more data is collected.  Participants will be identified and recruited by a social 
worker at a partnering social service agency.  Candidates, who are female and 
experiencing the effects of poverty, disempowerment, or both as well as having 
demonstrated creativity or expressed an interest in becoming creative, will be asked to 
participate.  The group will be limited to ten participants.  Meetings will take place on 
weeknight evenings or a weekend day.  Childcare will be provided.   
 
Month One:       Time Frame   
  

1. Introductions: Cultural Crest Nametags  15 minutes 
 2. Program Overview & Questions   30 minutes 
 3. Where I’m From Writing Prompt & Collage 60 minutes 
 4. Closing Ritual     15 minutes 
 

Notes: For this meeting and all that follow, tables and chairs should be arranged 
in a circular fashion to ensure that all participants can see one another while creating and 
talking.  Introductions should include name, cultural heritage including any creative 
traditions that have been significant.  The closing ritual will entail each member sharing 
one thing she brought to the group and one thing that she will take with her.  Procedures 
for Crest Nametags can be found in Appendix D.  Procedures for Where I’m From 
Writing Prompt and Collage can be found in Appendices E and F respectively.  The 
actual writing prompt can be found in Appendix G. 

 
Month Two: 
  

1. Check In      15 minutes 
 2. Idea Share      30 minutes 
 3. Making Connections Casting Our Nets  60 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: For check in, each group member will be given the opportunity to share 
feelings, struggles or triumphs.  Sharing current creative interests, endeavors or future 
ideas will be encouraged.  This segment of the meeting offers opportunity for anyone in 
the group to share more in depth by showing off a project, demonstrating a process or 
sharing a sketchbook.  Feedback will be encouraged.  The closing ritual will stand 
although changes can be made to suit the group as necessary.  Procedures for Casting Our 
Nets can be found in Appendix H. 
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Month Three: 
  

1. Check In      15 minutes 
 2. Idea Share      30 minutes 
 3. Sharing Inspiration/Solidarity Wearable Art 60 minutes 
 4. Closing Ritual     15 minutes 
 

Notes: Meeting format is now familiar.  A request can be made of a member of 
the group to prepare a creative workshop for the group.  Another option is to arrange 
outside guests to lead workshops exploring Appalachian artisan traditions.  Procedures 
for Solidarity Wearable Art can be found in Appendix I.   
 
Month Four through Ten: 
  

1. Check In      15 minutes 
 2. Idea Share      30 minutes 
 3. Member Led/Guest Led Mini Workshop  60 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: Group members who plan on leading a mini workshop will have the 
opportunity to develop in the areas of leadership and organization while contributing to 
the overall enrichment to the group.  Mini workshops should be planned according to 
“Mini Workshop Guide” handout (see Appendix J). 
 
Month Eleven: 
  

1. Check In      15 minutes 
 2. “Where Do We Go From Here?” Discussion 60 minutes 
 3. Personal Geographies Map    30 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: This meeting should be used to begin to prepare the group for transition.  
The researcher will no longer act as a facilitating member, but will begin to serve as a 
consultant.  Her presence at the meetings will gradually become less and less.  
Prospective leadership and future direction of the group will be discussed.  Procedures for 
Personal Geographies Map directive can be found in Appendix K.   
 
Month Twelve: 
  

1. Check In      15 minutes 
 2. Evaluate Successes of the Group   30 minutes 
 3. Group Vision Collage    60 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: This meeting should have a celebratory feel.  Recapping successes in 
relationships, group dynamics and product development is crucial to building momentum 
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for the continuation of the group.  Procedures for Group Vision Collage can be found in 
Appendix L. 
 
Workshop One:  

Product Development and Marketing   Time Frame 

 1. Workshop Overview    15 minutes 
 2. Introduction to Product Development  30 minutes 
 3. Product Development Panel Q&A   30 minutes 
 4. Product Samples/Networking   30 minutes   
 5. Introduction to Marketing    30 minutes 

6. Marketing Panel Q&A    30 minutes 
 7. Closing      15 minutes 
  
 Notes:  This workshop is designed to give group members an overview of how an 
average person can develop a product and sell it.  The product development panel will 
include Fair Trade and Artisan Vendors offering insights into product quality and 
marketability as well as consumer trends in their own stores.  Product samples will be 
provided by local artisan businesses.  The business owners will make up the panel on 
marketing, offering insight into strategies that have worked for them.  All participants are 
invited to participate in the closing ritual to enhance a sense of community.  The point 
should be made that networking is creating community.      
  
Workshop Two: Basket Weaving 

 1. Introduction and Check In    15 minutes 
 2. Guest Demo and Questions    30 minutes 
 3. Creating Together     120 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: The guest will be identified as an Appalachian artisan who successfully 
sells products.  The guest artisan will be asked to share information about product 
development and marketing with the group while in the Creating Together phase of the 
workshop.  Materials used in the workshop will be readily available items such as 
grapevine or recycled fiber.  The cultural significance of each artisan tradition presented 
in the series of workshops will be highlighted. 
   
Workshop Three: Doll Making 

 1. Introduction and Check In    15 minutes 
 2. Guest Demo and Questions    30 minutes 
 3. Creating Together     120 minutes 
 4. Closing Ritual     15 minutes 
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Notes: Group members will be encouraged to bring scraps of fabric and 
embellishments to the workshop.  Additional supplies necessary would include scrap 
fabrics, recycled doll parts, paint, brushes, miscellaneous mixed media items, sewing 
needles and thread.   
 

Workshop Four: Soap Making 

 1. Introduction  and Check In    15 minutes 
 2. Guest Demo and Questions    30 minutes 
 3. Creating Together     120 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: A venue with a kitchen is optimum for this workshop.  However, electric 
burners could be used.  Traditional soap making methods will be explored in addition to 
modernizations.  Group members will be encouraged to personalize whatever they make.   
      
Workshop Five: Quilting  

 1. Introduction and Check In    15 minutes 
 2. Guest Demo and Questions    30 minutes 
 3. Creating Together     120 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes:  Traditional quilting methods will be explored in addition to art quilting 
techniques.  Group members will have the opportunity to create personalized quilting 
squares.  Recycled fabrics will be used.  Needles and thread will be provided for hand 
sewing and at least one sewing machine will be available.  
 
Workshop Six: Rag Rugs  

 1. Introduction and Check In    15 minutes 
 2. Guest Demo and Questions    30 minutes 
 3. Creating Together     120 minutes 
 4. Closing Ritual     15 minutes 
 
 Notes: Materials used will be recycled fabrics.  Each group member will have the 
opportunity to create a placemat using the technique of making a rag rug.  Group 
members will be encouraged to try to come up with other products that could be created 
using this method. 
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CHAPTER V  

DISCUSSION AND CONCLUSION 

Discussion 

 Research demonstrates systemic poverty in Appalachia that affects women 

uniquely.  Generations of government corruption by corporate entities serving outside 

interests have led to poor development of the region (Brown, 2008; Shannon, 2006).  

This has severely limited access to education and job creation opportunities to the low 

wage sector (Sarnoff, 2003).  Existing within a value system that places women primarily 

in care- giver roles socializes girls and women not to seek out advancement in education 

and employment (Smith & Reed, 2010).  Those that do seek advancement are confined to 

options within the low wage sector (Smith & Reed, 2010).  Lack of childcare options 

often further limits employment options to part-time positions within the low wage sector 

(Smith & Reed, 2010).  This greatly affects the self-esteem of Appalachian women as 

well as the harmony of the households (Smith & Reed, 2010).  Violence towards women 

is a significant issue in Appalachia with economic duress cited as a contributing factor 

(Cantrell, 1994; Smith & Reed, 2010; WVCADV, 2011).  A trend towards increasing 

divorce rates leaves women as the sole providers and caregivers for their children.  Given 

the economic climate within which they attempt to meet all the needs of their families 

alone, the children suffer and therefore success of the community is undermined. 

 Women in the developing world are facing the challenges of poverty and 

disempowerment by coming together to form artisan cooperatives as the researcher 

observed in Bolivia.  By sharing resources, companionship, and inspiration, women are 

able to earn a living while maintaining their roles as caregivers.  The women are able to 
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have an impact on the growth and development of their families.  With the incomes that 

they earn, they can improve health and educational opportunities for their children 

(Edgar, 2011).  It is this researcher’s belief that Appalachian women can benefit from a 

similar strategy.  It is also this researcher’s belief that the success of artisan cooperatives 

is not determined solely by product quality and sales, but by the community that is 

created around the creative process.  Community is created by mutual support and the 

development of trust.  It is these qualities that increase the exchange of ideas, inspiration, 

and motivation to continue to develop new products.  It is also these qualities that 

mitigate the effects of poverty and isolation among the participants.  The pilot program 

developed attempts to foster these qualities while engaging the women in creative 

endeavors that reconnect them with a sense of cultural pride and community.  

Empowerment and leadership will be explored by educating group members about 

product development and marketing as well as offering opportunities to lead workshops.  

Additionally, the women will be given the opportunity to identify a problem within the 

community and then develop strategies to address it.  This component of the pilot 

program enables group members to see themselves as agents of change and valuable 

contributors within their community.   

Conclusions 

 Appalachia has been called the third world of America.  Research reveals levels of 

poverty in Appalachia over three times the national average in some areas (ARC, 2011).  

Women in the third world are successfully employing Fair Trade/Artisan Cooperative 

strategies to mitigate the effects of poverty and isolation.  Preliminary findings support 

the potential application of similar strategies to address the same issues among 
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Appalachian women.  A program has been created to serve as the working model for a 

pilot program.  It is this researcher’s hope that the success of this model will add to social 

action art therapy methods that are used to address community issues and foster healing 

community wide.  

Personal Art Reflections   

 

Figure 2 "The Clothesline" by Melissa Ayotte 

Figure 2, entitled The Clothesline, documents the researcher’s exploration of deep 

vulnerability on the way to a newfound authenticity as she explored her family history.  It 

was completed prior to the initial research on Appalachia.  The clothesline armature 

represents the humble way of life reminiscent of the researcher’s Appalachian heritage, 

and vivid memories of helping her mother hang clothes on the line as a young girl.  The 
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clothesline posts also resemble unstable crosses, which may serve to express feelings of 

insecurity about both family and self.  Human imperfection becomes part of the aesthetic 

of this piece as the photos are hung with torn, rough edges.  Photos of family members 

were washed with watercolor to convey the emotions stirred in the researcher when she 

looked at them. Next, the photos were hung on the line placing the image of the 

researcher in the center.  Her parents are on each side of her, then, their parents are to the 

sides of them.  The colloquialism “airing dirty laundry” comes to mind.    

And yet, after further contemplation on the piece, the squares containing images 

are reminiscent of a Buddhist prayer flag.  A Buddhist prayer flag is created out of a 

string of fabric squares upon which prayers are printed. They are then hung outside and 

allowed to tatter in the weather.  Every thread that is carried off on the wind or by birds is 

a prayer taken out into the world so that it may be answered.  This new association with 

the clothesline brings transformation for the earlier feelings of vulnerability.  Each image 

will represent prayers of healing for each family member and for a brighter light to shine 

on each generation to come. 

The researcher’s studies on Appalachian Culture have had a profound personal 

impact.  Through growth in understanding the people, she has discovered new meaning in 

the art and music of the region.  When viewed through a cultural lens, what she once 

misunderstood as a family history of poverty, pain, and trauma, has been given new 

perspective, integrated, and celebrated.  Expansiveness has been achieved that allows for 

the presence of both pain and beauty simultaneously.   
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Figure 3 "Personal Altar" by Melissa Ayotte                           Figure 4 “Personal Altar” interior detail           

Figure 5 "Personal Altar" side view                                             Figure 6 “Personal Altar” exterior detail  
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 Personal Altar (see fig. 3-6) was created as an exploration of the aforementioned 

celebration and expansiveness after the completion of the literature review.  The 

researcher formed a tent like structure by tying sticks together with brightly colored yarn 

and fabric strips.  Old journal pages became the medium for the interior walls of the altar.  

Pages of memories, inspiration, insight, and despair were torn and thrown into a pile.  

Pieces were selected at random and sewn together.  There was power in the destruction of 

the pages as well as in their reconstruction into walls for a spiritual space.  Groupings of 

partial sentences randomly positioned formed new “stories” and offered new insight.  

Next, the exterior walls were sewn in a “crazy quilt” style.  “Crazy quilts” according to 

the researcher’s grandmother, were created from pieces of scrap cloth sewn together 

randomly in order to make use of resources that might otherwise go to waste and from 

patching threadbare blankets again and again (Personal communication, no date).  As in 

The Clothesline (see fig. 2), imperfection becomes a part of the aesthetic as the fabric 

pieces are fitted together and overlapped playfully.  This element celebrates Appalachian 

heritage and the researcher’s fond memories of being warmed by family quilts (see fig. 

6.)  The roof of the structure was covered with a strand of strips of fabric tied together 

and then wound around the peak of the structure and its supports.  Light comes through 

and shines on a blue Buddha that was placed inside the sacred space to represent the 

“wise mind” or higher self of the researcher that has been achieved through much self-

study through the course of this research.  The Buddha sits peacefully among the words, 

harmonious with both the positive and despairing reflections. 

 When viewed in comparison to The Clothesline (see fig. 2), the structure of 

Personal Altar is more stable indicating the self is more secure.  The brightly colored 
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fabric and thread of this piece evoke joy.  The Buddha evokes peace.  Transformed are 

the somber overtones.  This speaks to the power of integration of the self and culture.    
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APPENDIX B 

CULTURAL CREST NAMETAGS 

Materials: Adhesive nametags, images of crests, fine tip markers, variety of stickers that 
can serve as cultural or personal symbols. 
 
Procedure: Ask each group member to create a nametag that demonstrates cultural pride 
and heritage. 
 
Rationale: This activity was designed to facilitate early group exploration of the self 
within the context of culture and as a way of opening up communication in the beginning 
stages of group development.  
 
Level of Expressive Therapies Continuum: Symbolic 
 
Additional Comments: If time permits, the group leader/facilitator may help deepen the 
exploration of self within the context of cultural by posing such questions such as: “What 
cultural heritages are you proud of?”, “What cultural heritages are you not so proud of?”, 
“How do you think others view your culture?”  These questions can be asked rhetorically 
to stimulate personal thought processes and can be used to effectively transition into the 
program overview which highlights the overarching cultural theme of the group.   
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APPENDIX C 

WHERE I’M FROM WRITING PROMPT  

Materials: George Ella Lyon’s (n.d.) “Where I’m From” writing prompt handout (see 
Appendix J), pens, pencils 
 
Procedure: Ask group members to fill in the blanks of this writing prompt and then 
rewrite it on another piece of paper.  Changes can be made to the format for more 
individual expression if group members choose to do so. 
 
Rationale: This writing exercise was included to engage group members in deeper 
exploration of the influence of family history, cultural tradition and location in the 
development of self.  The structure provides a framework for a successful and eloquent 
piece of poetry even for non-writers.  
   
Level of Expressive Therapies Continuum: Cognitive 
 
Additional Comments: Sharing these poems invites deeper sharing and trust building 
within the group.  It allows group members to begin to safely explore self composition 
with a reflective distance and triggers imagery.  This provides a great transition into the 
corresponding collage exercise. 

 

 

 

 

 

 

 

 

 

 

 

 



  

   

63 

APPENDIX D 

WHERE I’M FROM COLLAGE 

Materials: Magazines depicting a variety of places and people, scissors, glue sticks, 
11”x14” white paper, any personal items group members brought for embellishment  
 
Procedure: Ask group members to create a collage depicting personal memories and 
experiences regarding family, heritage and location.  Revisiting questions such as: “What 
cultural traditions are you proud of?”, “What cultural heritages are you not so proud of?”, 
“How do you think others view your culture?” 
   
Rationale: This activity was included to allow a deeper exploration of self within the 
context of cultural and to offer opportunity for group members to find meaning in cultural 
traditions. 
  
Level of Expressive Therapies Continuum: Cognitive 
 
Additional Comments: Deeper exploration can potentially facilitate deeper sharing 
within the group.  The group leader can assist in leading the group in the direction of 
building trust and a supportive discussion by helping establish ground rules for sharing 
and by employing effective blocking techniques when members become unproductive.  
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APPENDIX E 

“WHERE I’M FROM” WRITING PROMPT 

By George Ella Lyon (n.d.) 

I am from _______ (specific ordinary item), from _______ (product name) and _______. 

I am from the _______ (home description… adjective, adjective, sensory detail). 

I am from the _______ (plant, flower, natural item), the _______ (plant, flower, natural 
detail) 

I am from _______ (family tradition) and _______ (family trait), from _______ (name of 
family member) and _______ (another family name) and _______ (family name). 

I am from the _______ (description of family tendency) and _______ (another one). 

From _______ (something you were told as a child) and _______ (another). 

I am from (representation of religion, or lack of it). Further description. 

I’m from _______ (place of birth and family ancestry), _______ (two food items 
representing your family). 

From the _______ (specific family story about a specific person and detail), the _______ 
(another detail, and the _______ (another detail about another family member). 

I am from _______ (location of family pictures, mementos, archives and several more 
lines indicating their worth). 
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APPENDIX F 

CASTING OUR NET 

Materials: Pre-made net secured in a frame or on a cardboard structure, polymer clay, 
polymer clay clear finish, acrylic paints, brushes, small toaster oven, and toothpicks 
 
Procedure: Ask group members to create twelve uniform beads by rolling the polymer 
clay and then creating a hole in the center of each one by poking a toothpick through it.  
Place all beads on foil sheet and bake in the toaster oven.  Beads can be painted with 
acrylic paint and then sealed with polymer clay finishing medium.  When beads are dry, 
ask each group member to sew a bead on the Fisherman’s Net at the place where two 
fibers cross.  The remainder of the beads will be saved for another mini workshop.  
 
Rationale: This activity is based on the concept of Indra’s Net which stresses the 
interconnectedness of all things.  In this activity, the bead represents the self.  The net 
represents interpersonal exchanges within the group and within the larger community.  
The exercise of sewing the bead onto the net at cross points illustrates that our actions 
and words have an impact on our environment and the people we encounter. 
   
Level of Expressive Therapies Continuum: Sensory and Symbolic 
 
Additional Comments: The group leader can facilitate a discussion about the types of 
contributions group members make to the group and to their community lead to the 
overall quality of both.  Examples provided in nature can aid in further exploring the 
concept of interrelatedness such as quality of water leads to the health of the fish that live 
there.  The concept of Indra’s Net, on which this exercise is based, can be used to 
highlight the feminine energy and power of the group as long as the Buddhist origin 
would not be offensive to group members. 
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APPENDIX G 

SOLIDARITY THROUGH WEARABLE ART 

Materials: Beads created during the Casting Our Net mini workshop, additional beads, 
needle nose pliers, jewelry fasteners, jewelry chord, and needle nose pliers 
  
Procedure: Ask each group member to place their beads on a small paper plate and place 
them on a centrally located table.  Next, ask each person to select a fresh paper plate and 
select one bead from each plate on the table.  While this is happening, the group leader 
can pass out chord and fasteners to the group.  Once all beads have been selected, group 
members can then incorporate the beads into a bracelet or necklace design with the 
elements provided. 
  
Rationale: This activity serves to create an object that symbolizes group solidarity and to 
foster a sense of connection even in between meeting times. 
 
Level of Expressive Therapies Continuum: Symbolic 
 
Additional Comments: This exercise can highlight where group development is at and 
serve as a point for discussion that can move group development towards cohesion. 
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APPENDIX H 

GUIDE FOR MEMBER LED WORKSHOPS 

Planning Your Workshop 
 
Decide workshop date: _________________ 
 
Two Months Before  
 
What do you want to demonstrate?  It should be something you love and are experienced 
at doing. 
________________________________________________________________________ 
 
Create your plan. Allow 20 minutes or less for demonstration and at least 10 minutes for 
questions. 
________________________________________________________________________
________________________________________________________________________
________________________________________________________________________
________________________________________________________________________
________________________________________________________________________ 
 
Decide if you will work independently or with a partner(s). ____Independent ____ 
Partner 
 
Create your materials list and give a copy to the group facilitator.  Discuss quantities and 
any difficult to get 
materials.________________________________________________________________ 
________________________________________________________________________ 
________________________________________________________________________
________________________________________________________________________
________________________________________________________________________ 
 
One Month Before   
 
Create a checklist of all materials and check things off as you obtain them.  Ask for 
assistance for any hard to get items. 
 
One Week Before 
 
Visual demonstrations without written procedures are fine.  Writing them in large print 
on poster board is also acceptable.  
Gather your materials in easy to carry bags 
Gather your demonstration example and additional materials 
 
 



  

   

68 

Day Of 
 
Arrive at least 15 minutes early for set up with all necessary materials. 
 
Have fun!  Share your enthusiasm!  Don’t forget to ask for help whenever you need it. 
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APPENDIX I 

PERSONAL GEOGRAPHIES MAP 

Materials: 11”x14” white paper, magazines with a variety of map and location images, 
old maps, colored pencils, crayons, markers, watercolor paints, personal items for 
embellishment 
   
Procedure: Share images from the book You are Here: Personal Geographies and Other 
Maps of the Imagination (2004) by Katherine Harmon.  Ask group members to consider 
their journey before joining this group, while participating in this group and thoughts 
about the future of the group while creating an imaginative map depicting their journey.  
Ask them to also consider how their personal contribution has directed the course of the 
group and/or will influence the future of the group. 
   
Rationale: This exercise is included to empower individuals through encouraging 
thought about personal responsibility in the continuation and direction of the group. 
      
Level of Expressive Therapies Continuum: Cognitive/Symbolic 
 
Additional Comments:  The group leader can facilitate a discussion wherein each group 
member shares her map as well as how she sees her role developing in the group in the 
future. 

 

 

 

 

 

 

 

 

 

 

 

 



  

   

70 

APPENDIX J 

GROUP VISION COLLAGE 

Materials: Scissors, a variety of magazines, glue sticks, one poster board 

Procedure: Ask group members to cut out 3-5 magazine images that represent their 
wishes for the future of the group.  Each member will be asked to share her images one at 
a time.  After sharing, individuals will glue the images to the poster board, creating a 
group collage depicting members’ future wishes for the group. 
 
Rationale: This activity is designed to enhance discussion about future directions for the 
group.  It also serves to bring the group together on a shared vision.  It is important to 
address these things as the group structure shifts from being a facilitated group to being a 
self- governed group.   
  
Level of Expressive Therapies Continuum: Cognitive 
 
Additional Comments: The group facilitator should attentively open discussion about 
similarities and differences envisioned for the group by the members.  Asking members 
to identify strengths and weaknesses of the group as it transitions can help facilitate early 
problem solving strategies.  Maintaining contact as a consultant can assist in supporting 
this transition.  

 

 


