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Abstract 

Craft and activism are two movements that do not initially seem to have much in common and yet 

they have been coinciding since the early 19th century as evidenced by the avid use of embroidery in 

the Suffragettes politicised banners. The significance of craft activism to our political ideologies is 

increasing as it may radically alter the form of the protest process. But how effective are these 

practices in producing politically engaged art? The collaborative project We are all Everyday 

Superheroes should provide the opportunity to explore this issue. 

Crafts with gendered stereotypes such as knitting and crochet are also said to have the potential to 

aid wellbeing (Corkhill 2012). Offering therapeutic qualities, the processes of crafting for people 

suffering from long term mental health problems could be drastic and life affirming (Vercillo 2012). 

This project aims to disseminate a collaborative community based artwork to a wider audience in 

order to address derogatory preconceptions of mental health to try and prevent prejudice in 

normative society towards those who suffer from long term mental illness.   

This paper and the subsequent socially engaged project which I have initiated will aim to highlight 

the historical importance of crafts relationship to activism and mental health; address critiques of 

current uses of Craftivism and ultimately pose the question of whether craft has the ability to 

provide alternative therapeutic coping methods for those who suffer from mental health issues and 

thusly whether craft can be an affective mode of political expression.  
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Introduction 

The objective of this project entitled We are all Everyday Superheroes, as stipulated in the learning 

agreement is to design a project that will expand upon and critique my research on Craftivism; 

examining its potential as a form of political activism. Craftivism describes a recent cultural 

development which describes the use of craft to produce politicised objects/messages (Greer 2011: 

p. 175) I have focused on fibre based crafts such as knitting, crochet, cross-stitch and sewing. Whilst 

this artwork will draw upon a previous collaborative community based project, I aim to produce 

through a dialogical and ethnographic working method, outcomes which reflect the messages of the 

participants I work with and which also provides an insight into the effect craft processes can have 

on the mental health of the individual, so that this work might inform further studies into the 

effective use of crafts for alternative non-pharmaceutical rehabilitation. 

With these aims and objectives in mind I have split the project into two main practices – the 

personal practice which will involve using documented dialogue and conversations from a previous 

socially engaged artwork to create textile objects that reflect traditional modes of protest such as a 

banner and pamphlet (discussed in more detail in section Personal practice – Super Crochet Girl). The 

second is an extension of the previous project with Charnwood Arts, collaborating solely with Raw 

Art, a creative group for adults with mental health issues, where I intend on facilitating textile based 

workshops where participants will respond to their own creative writing (Appendix B) and 

experiences as inspiration for their textile artwork. The individual pieces will then be attached 

together to form the whole, the message - to be disseminated to another audience. During the 

workshops I will be utilising and developing on the notion of dialogical aesthetics as theorised by 

Grant Kester in Conversation Pieces: Community and Communication in Modern Art (2004).  

 We are all Everyday Superheroes explores the gendered crafts, also termed ‘fabriculture’ in Jack 

Bratich and Heidi Brush’s Fabricating Activism: Craft Work, Popular Culture, Gender (2011: p. 233) 

and ‘fibre arts’ in Beth Ann Pentney’s Feminism, Activism, and Knitting: Are the Fibre Arts a Viable 

Mode for Feminist Activism? (2008: p. 1) specifically their potential in tackling issues of mental 

health wellbeing and radical activism. The use of the term ‘gendered’ here illustrates my awareness 

of textile crafts historical context and its recurrent association with the feminine.  

The title for this project was inspired by my own alter ego, Super Crochet Girl (Fig 1) and by an 

introductory essay written by Mel Jordan. The essay, We are all everyday superheros (Jordan 2014) 

addresses the notion of the everyday hero and the rarity of public intervention and interruption into 

people’s lives.  

It is through social interventions that we transform public spaces into political places: being 

a passer-by is not boundless; we all have the capacity to interfere, act up and protest (Jordan 

2014: p. 240) 

As a result of this exaggerated response to public interventions the actions themselves are launched 

into the realm of the extraordinary, and unachievable. Super Crochet Girl was designed originally as 

a visual aid for a PHD conference poster (Fig 2) however she was soon launched into the public realm 

to disseminate the works and messages from the previous project. She was, at the time, my physical 

interpretation of Knit Graffiti, a form of Craftivism (explained below) that juxtaposes knitting with 

the public realm (Moore and Prain 2009: p. 20) and provided me with a mechanism and form with 
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which I could transform myself into an activist, a protestor, to interrupt social norms and produce 

social interventions and interactions that transformed public spaces into political places.  

Craftivism is a recent cultural concept, the term was coined in 2003 by theorist and craft activist 

Betsy Greer and describes a form of activism that utilises craft as a mode of creative political 

expression (Greer 2011: p. 175); there are a number of cases that cite the creative process as an 

integral element to the development of the political message (Corbett 2013: p. 6) (Greer 2011: p. 

176). However there are also a number of issues relating to crafts use in political activism addressed 

in Robertson’s Rebellious Doilies and Subversive Stitches (2011: p. 189), and Portwood-Stacer’s Do-It-

Yourself Feminism: Feminine Individualism and the Girlie Backlash in the DIY/Craftivism Movement 

(2007). I shall discuss these issues in more detail in Theories, highlighting how they have informed 

my personal practice.  

Recent contemporary exhibitions such as the Victoria and Albert Museum’s Disobedient Objects an 

exhibition about the art and design produced by grassroots social movements, opened 26th July 

2014, and The Craftivist Collectives latest project #wellMAKING Craftivists Garden (I have been made 

a regional partner for the project in conjunction with Charnwood Arts), launched on 18th July 2014 is 

evidence of the current interest in radical crafts and politicised action. 
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Fig 1. Super Crochet Girl Hero Pose [Photograph 2013].  
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Fig 2. Super Crochet Girl’s Comic Book Encounters [Poster 2014].  
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Theories  

In this section of the report I will focus on the theories that have informed my artistic practice, 

including the contemporary concept of Craftivism, examining also the discourse surrounding crafts 

downfalls in relation to activism. The historical background of craft within second wave feminist 

theory will also provide us with some contextualisation to help us understand the issues we face 

when we work with a medium that possesses such an entrenched association with the feminine.  

Moving on then to discuss the narrowly researched area of crafts relationship to mental health 

wellbeing where I will hopefully provide some interesting information pertaining to the slow 

processes of craft which will explain why I have chosen to use textile crafts as the medium for this 

project. Much of this is primary sourced research through email correspondence (Appendix A) and 

meetings with theorists and practitioners such as Fiona Hackney, Sarah Desmarais, and Sarah 

Corbett whose work focuses on crafts relationship and/or use in providing and aiding wellbeing.  

Feminism versus Craftivism 

Before entering into the contemporary literature that focuses on Craftivism it is worth mentioning 

certain historical feminist literature, given that during the 1970’s and 1980’s the Feminist Movement 

began to address issues concerning the treatment of women’s art in a hegemonic art world.  

The most prominent was Rozsika Parker’s The Subversive Stitch (1984). Although Parker’s text was 

one of the latter theories written about women’s relationship to craft (embroidery) it still remains 

one of the most comprehensive and thoroughly researched texts on the subject. With Parker we 

examine the history of embroidery and its initial use as a tool for distinguishing and defining the 

feminine through to its use as a tool in women’s struggle for equal rights, starting with the 

Suffragette Movement in 1903, figure 3 exemplifies a banner from 1910.  

The art of embroidery has been the means of educating women into the feminine ideal, and 

of proving that they have attained it, but it has also provided a weapon of resistance to the 

constraints of femininity (Parker quoted in Adamson 2007: p. 491).  

We realise here that the Craftivism concept has existed since the early 19th Century but only recently 

has the term Craftivism been employed as the practice has developed a greater level of social 

involvement and media coverage. It was through Parker’s text that my interest in the historical 

precedents of the Craftivist Movement began. The uses of craft for political activism during the early 

19th Century  and the form that these political outputs took, such as embroidered banners and DIY 

pamphlets informed the decisions I made for my own artworks.  

More contemporary texts such as Extra/Ordinary: Craft and Contemporary Art (2011) edited by 

Maria Elena Buszek proposes that the reason for the recent surge in the popularity of craft activities 

is a community response to the technology saturated environment that we now live in; stating that 

it is no surprise that ‘such old-fashioned, handmade images and objects should resonate with artists 

and audiences in our high-tech world. In today’s information age the sensuous, tactile ‘information’ 

of craft media speaks ... of a direct connection to humanity that is perhaps endangered’ (Buszek 

2011: p. 1). Whilst the social turn to crafts is addressed in Buszek’s introductory text she does not 

delve into counterproposals or address the support that technology such as Facebook and YouTube 

has given to the rise of the Craftivist Movement. This is instead addressed by Pentney in Feminism, 
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Activism, and Knitting: Are the Fibre Arts a Viable Mode for Feminist Political Action? (2008) who 

examines how the abundance of online knitting resources has ‘amplified knitters access to 

communities and provided them with a global platform for both virtual and ‘real life’ events 

planning, interpersonal relationships, and outreach’ (Pentney 2008: p. 4).  

Critique and analysis of the Craftivist Movement can be found in Kirsty Robertson’s Rebellious Doilies 

and subversive Stitches (2011) and also in a paper presented at the International Communication 

Association Convention: San Francisco, in 2007 by Laura Portwood-Stacer, Do-It-Yourself Feminism: 

Feminine Individualism and the Girlie Backlash in the DIY/Craftivism Movement.  

 
Robertson attends to the inherent problem of craft as a nonviolent political action. She questions 

whether due to its inherent unthreatening nature it can actually affect social and political change; 

using examples of media coverage of Craftivist actions she illustrates how often the only focus is on 

the curiosity factor in the event and on its reversal of stereotype rather than its inherent content. It 

can also be derived, dismissed or critiqued not just based on its gender stereotype but also often on 

its supposed ‘futility’.  The idea is that the tactics for rebellious knitting and crafts as a form of 

political action are so ‘non-confrontational as to be completely ineffective’ (Robertson 2011: p. 188).  

Now personally this was not the most pressing of issues to come out of Robertson’s text at this point 

– lots of protests and politicised action is unthreatening, peaceful and successful; what bothered me 

was her examples of media coverage of Craftivist actions that illustrated how often the only focus is 

on the curiosity factor in the event and on its reversal of stereotype rather than its inherent content. 

Beth Ann Pentney suggests that we can combat this by thinking of feminism as a practice; she 

expands on this notion by using Anne Gray’s expanded concept of feminism; Gray does not assume 

that there is a correct way to practice feminism; rather she ‘acknowledges that different practices 

can be taken up in the spirit and cause of feminism, and, in the process, feminism can be widened to 

embrace those who may not otherwise identify with the term’ (Pentney 2008: p. 2). Pentney goes on 

to explain how knitting ‘can be used for feminist goals because it is grounded in a gendered cultural 

practice that can readily be politicised for different purposes by different groups and individuals’ 

(Pentney 2008: p. 2). 

Portwood-Stacer’s text takes a more critical viewpoint and argues that the Craftivist project 

undertaken by ‘girlies’ is at worst, ‘a regressive reification of normative gender roles, and, at best, an 

apolitical form of individual expression.’ (Portwood-Stacer 2007: p. 2) She states that the real 

problem with ‘girlie’ feminism such as Craftivism is its inherent lack of knowledge or even blatant 

ignorance or misunderstanding of earlier second wave feminists rejection of ‘feminine’ crafts; 

therefore a mere re-appropriation of gender roles does nothing to change or abolish them. 

Portwood-Stacer makes a very succinct argument against the politicisation of the gendered crafts 

however in the light of their popularity and the continuing politicisation of crafts, if crafting is 

undertaken with the political aim of social change it may be able to enter the realm of activism. In 

light of this Portwood-Stacer mentions the work of the Revolutionary Knitting Circle. The group 

makes no claims to Feminism, it approaches knitting as a means to raising consciousness about 

social issues in a thought provoking way. This suggests that there is a place for the gendered crafts in 

activist actions by using its gendered associations to draw attention to political issues, however its 

relationship to Feminism is likely to remain difficult and is not going to be rectified by simply 

asserting that ‘we craft because we can’.  
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Craft and Wellbeing 

Gendered crafts such as knitting are also said to have the potential to aid wellbeing, defined by the 

World Health Organisation (WHO) in their constitution as ‘a state of complete physical, mental and 

social well-being and not merely the absence of disease or infirmity’ (WHO 1989: p. 3). The process 

of knitting or even crochet can produce in the practitioner a sort of meditative state or frame of 

mind, the physical activity not only engages the body but also the mind which prevents previous 

ruminating thoughts, essentially the act of crafting interjects the mental spiral (Corkhill 2012: p. 12), 

stimulates the mind and encourages the brain to produce certain chemicals, such as serotonin, 

which relate to feeling happy (Vercillo 2012: p. 35). 

Research into the beneficial effects of knitting have been explored by Betsan Corkhill, founder of 

Stitchlinks (2005) a not for profit company which is pioneering a new approach to healthcare which 

could have global implications and a massive, positive impact on wellbeing as exemplified by their 

manuscript Knitting to Facilitate Change (2012) which accompanied the conference Therapeutic 

Knitting, 15th June 2012 in Bath’s Royal Scientific and Literary Institution. Other textile crafts have 

also been associated with aiding wellbeing in the book Crochet Saved my Life (2012) by Kathryn 

Vercillo, which collects a number of personal stories from individuals who have found comfort and 

pleasure in the craft of crochet, many explain how the craft has prevented them from self-harming 

or even committing suicide, and how it has drawn them back into society. Vercillo explains in the 

outset that she has not verified these stories and that she is by no means an ‘expert’ but that she is a 

person who has dealt with mental health problems herself, she has ‘experienced firsthand how the 

craft of crochet can be a benefit during rough times’ (Vercillo 2012: p. 10). She has also done 

extensive research into this area.   

In a meeting with PHD Student Sarah Desmarais (conversation occurred 16th July 2014, London), 

currently studying the effects of craft on wellbeing at Falmouth University I was privy to information 

from her community crafting groups set up for the ethnographic study. She has been documenting 

the reactions and feelings of her participants through weekly meetings and group creative sessions – 

documenting behaviours from a distance has allowed her to collect a body of evidence which 

supports and highlights the positive effects of craft processes to her participants. I have been 

working in a similar way however I aim to bring this documentation into a visual format so that a 

wider audience is able to interact and relate to what I have discovered during the project. This is my 

rationale for fabricating a situation where knitting, crochet and stitching facilities will be provided for 

the duration of the exhibition in which gallery goers will be encouraged to engage in discourse 

between each other and the artist whilst also engaging physically with the work.  
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Fig 3. Deeds not words [Fabric banner 1910]. 
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Methodology  

As previously mentioned I will be developing a socially engaged project in collaboration with 

Charnwood Arts. The following will examine current theories and concepts that I have used to 

develop my methodology.  

According to the text Education for Socially Engaged Art (2011) by Pablo Helguera, ‘Socially engaged 

art falls within the tradition of conceptual process art’ (Helguera 2011: p. 2). But not all process-

based art is socially engaged. Therefore what sets social practices apart from all other art 

movements is its focus on meaningful social engagement. In Paul O’Neill’s Three Stages in the Art of 

Public Participation (2010) O’Neill discusses participation as not only a form of co-production but 

also as an end product in itself (2010: p. 1). In previous decades art based on social interaction was 

termed ‘relational aesthetics’, as theorised by Nicolas Bourriaud in his book of the same name 

(1998), it has since been referred to as ‘community art’, ‘collaborative’, participatory’ and 

‘dialogical’, all of which describe social practices but with focus on different specific elements such 

as the change in the role of the artist from object maker to a producer of social situations. The term 

‘social practice’ according to Helguera ‘democratizes the construct, making the artist into an 

individual whose speciality includes working with society in a professional capacity’ (Helguera 2011: 

p. 3).  

Kester in his text Conversation Pieces: Community and Communication in Modern Art (2004) focuses 

on artworks that define dialogue as fundamentally aesthetic, where dialogue and conversation 

become integral elements of the work itself. Through a myriad of examples of artists and collectives 

such as Suzanne Lacy, Stephen Willats, and Superflex Kester explores how conversation is ‘reframed 

as an active, generative process that can help us speak and imagine beyond the limits of fixed 

identities, official discourse, and the perceived inevitability of partisan political conflict’ (Kester 2004: 

p. 8).  

Claire Bishop also addresses why participation is important in contemporary art in Participation 

(2006) and Artificial Hells (2012), explaining how ‘it rehumanises a society rendered numb and 

fragmented by the repressive instrumentality of capitalist production’ (Bishop 2012: p. 11). However 

she also expands upon participatory art practices and how they can falter as works of art.  

the urgency of this social task has led to a situation in which socially collaborative practices 

are all perceived to be equally important artistic gestures of resistance: there can be no 

failed, unsuccessful, unresolved, or boring works of participatory art, because all are equally 

essential to the task of repairing the social bond’ (Bishop 2012: p. 13)  

Bishop goes on to suppose that elements of discomfort and frustration can be crucial to a work’s 

aesthetic impact and are essential to gaining new perspectives on our condition. I personally 

disagree to some extent with this hypothesis; had I fabricated a situation that was deemed 

frustrating or antagonistic I would have alienated my participants and the psychological impact could 

have been detrimental to their mental health; therefore I needed to adopt a methodology that was 

centred towards care. As such the notion of ‘dialogical aesthetics’ as theorised by Kester (2004), 

focusing on discursive exchange and negotiation, turning the act of communication into an aesthetic 

form sits comfortably with my desired objectives. 
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Everyday Activism as a Dialogical Practice: Narratives of Feminist Daughters (2012) written by Jenna 

Stephenson-Abetz investigates the experiences of young women raised by feminist activist mothers 

and brings together a collection of their stories and experiences, which represents a unique 

opportunity to understand the development of a political and social consciousness as a 

communicative process that develops and evolves over time. The daughter’s everyday interactions 

with their activist mothers generated a language that allowed them to know the ‘importance of 

voice, the consequences of silence, the pain of invisibility, and the political nature of personal 

experience’ (Stephenson-Abetz 2012: p. 96) The continued dialogue with my participants acts in 

much the same way – introducing them to the political and giving them the space to voice their own 

politics freely. As stated by Stephenson-Abetz historically activism conjures images of rallies, large 

scale protests and antagonistic even aggressive and violent connotations (Stephenson-Abetz 2012: 

p. 96), yet according to Sowards and Renegar in Reconceptualizing Rhetorical Activism in 

Contemporary Feminist Contexts (2006) the demands for today’s Feminism have created a need for 

other kinds of activism that may include or stray from traditional forms of protest. For example, they 

suggest that feminist activism may occur in private settings, such as engaging in daily conversation, 

sharing stories, or using humour (Sowards and Renegar 2006: p. 60). This notion is central to the 

continuation of dialogue within the group project, in order to develop and make them aware of their 

own political ideologies, giving them a means of expressing their messages clearly and confidently.  
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Practice, design, development and implementation 

Personal practice – Super Crochet Girl   

 

The following section of this report will describe and explain the creative processes I have 

undertaken and the rationale behind the decisions I have made. The aim was to produce fibre 

artworks based upon conversations and dialogue collected in the form of letters during a previous 

socially engaged project which culminated in a performance with Super Crochet Girl at Charnwood 

Arts Picnic in the Park, 14th June 2014 (Fig 4 & 5). However as I pulled out significant information that 

addressed my relationship to my alter ego Super Crochet Girl the content of my work altered 

slightly. As I set participants on a project which explored their own experiences of mental health 

(discussed in the next chapter) it suddenly seemed pertinent that I should do likewise. 

Super Crochet Girl, as well as allowing me to spread messages, gave me the opportunity to interact 

with the audience – she is visually unusual, the vibrant colours grab people’s attention but the 

materials used (crochet) put people at ease; associations with the home, the familial and the 

feminine have been used to my advantage here as with the Suffragettes use of embroidery (Rozsika 

1984: p. 197), they have allowed me to get closer to my audience and to engage that audience with 

the issues or topic for discussion.  

Other artists who have created alternate personas include Hester Reeve, Mark Newport and Anna 

Maltz. Mark Newport and Anna Malts are particularly interesting as they have also used similar 

materials and processes to create alternative personas (Fig 6 & 7). Neither of them however utilise 

their characters further as I have done with Super Crochet Girl, preferring rather to create numerous 

alternative ‘costumes’ rather than creating personalities. Hester Reeve has adopted the memories 

and persona of a Suffragette and performs as this character in much the same way as I use Super 

Crochet Girl.   

But Super Crochet Girl was not just a means to an end, her character did more than just allow me to 

interact with an audience, she helped me come to terms with and manage issues of depression and 

severe social anxiety. I have drawn upon historical research into crafts use in rehabilitation and 

therapy exemplified in the work of British prisoner of war Major Alexis Casdagli during the Second 

World War (Fig 8). This cross stitched piece carries a hidden message in Morse code around the 

borders: ‘God Save the King and F**k Hitler’. Craft processes were also used as therapy for wounded 

soldiers see for example the tapestry stitched by 133 wounded soldiers from the First World War 

(Fig 9 & 10). 

Slow processes of creation that allow the individual to achieve a state of mindfulness have been 

integral to my research; therefore this should be reflected in the outcomes.  As such I needed to 

come to a decision about whether I wanted to restrict my work to include only yarn based processes 

such as knitting and crochet as in the previous project or whether it was suitable to utilise other 

processes. Rozsika Parker’s The Subversive Stitch (1984) highlighted to me the importance of other 

fibre arts such as embroidery and I therefore deemed it necessary and significant to also incorporate 

these practices to effectively assess whether the gendered crafts could produce politicised artworks 

and whether the mental health and wellbeing benefits are solely associated with yarn based craft 

processes as researched by Betsan Corkhill (2012).   
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It transpired that the process is what was most essential to the benefits on wellbeing which is why I 

also incorporated letterpress printing to produce pamphlets. The outcomes of the project needed to 

effectively disseminate the work of the participants and my own observations, but they also needed 

to effectively explore the activist potential of crafts therefore I opted to produce works that related 

to traditional modes of protest – such as banners and pamphlets.  

I found visuals of a pamphlet from the Suffragette Movement containing practical information on 

banner making (Fig 11). I used the information contained in this text to create my own banners, 

keeping to their instructions as much as possible. I also attended Loughborough University’s 

Researcher Essentials conference: Publishing and how to get published, 17th June 2014, and had 

previously been employed as Super Crochet Girl at the RadicalAesthetics-RadicalArt (RARA) 

symposium: Art, Politics and the Pamphleteer, 14th June 2013 at The People’s History Museum in 

Manchester.  These events solidified my rationale to use the pamphlet as a means of publishing my 

text; a transcription of audio conversations about Super Crochet Girl.  

Therefore the pamphlet was to contain personal delicate information relating to me and Super 

Crochet Girl with the banner acting as a means of drawing people from the outside in to join under 

one banner, to unite; inspired by Super Crochet Girl’s Manifesto (Appendix B). Superheroes of the 

World Unite was inspired by the text work of Martin Creed and manifestos from grassroots 

organisations and resistances.  

In the initial stages of producing the pamphlet I considered various modes of construction however 

after finding information regarding Second World War handkerchief escape maps, which were given 

to pilots during the Second World War (Anon 2008) I made the decision to construct my pamphlet in 

a similar manner, folding the material rather than making individual pages. I also found information 

regarding alternative pamphlets designed specifically for the exhibition Disobedient Objects at the 

Victoria and Albert Museum (Fig 12 & 13). Figure 13 was also the inspiration for the DIY pamphlet 

bomb display of the pamphlets during the exhibition.  

I reconsidered printing on paper and turned to fabric, inspired by the handkerchiefs from the Second 

World War. I also researched disposable fabrics and dissolvable inks to replicate the necessary ease 

of disposure of the escape maps such as those printed on tissue paper. I chose a fabric that was 

traditionally used in embroidery but that can also be dissolved easily in cold water. The printed 

dissolvable fabric was to form the outside of the pamphlet with a separate piece of patterned fabric 

in the centre, resulting in the remains of the unprinted square of material once the fabric on the 

outside containing the text was dissolved. This remaining piece of fabric could then be used by the 

reader to create their own crafted object, as such passing on the process of creation to another 

audience in the hope that they may find it beneficial to their wellbeing.  

Using the letterpress to print the text for the pamphlet turned out to be a good choice as it later 

transpired that this was the only process that would print on the fabric, experimenting with screen 

printing dissolved the fabric due to the consistency of the ink (Fig 14) and other printing methods 

rely on soaking the paper before printing. I experimented with the colour of the printed text (Fig 15) 

at this point however decided to remain with black (mixed with purple – which gave a more intense 

black) this gave the clearest result when backed onto patterned material.  

In original designs the pamphlet was going to be double sided however after experiments dissolving 

the printed fabric I found that it went through a process that was beautiful to observe. The print (oil 
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based ink) remained floating on the water and could be collected on paper or fabric later (Fig 16). 

This is the reason why I finally decided after much consideration to only place text on one side of the 

pamphlet.  

Figures 17 and 18 show the work of printer William Kentridge and the consequent drawing I 

produced at an exhibition at the Quad, Derby (2013). These images form the basis for the design of 

the banner, drawing inspiration also from soviet textiles and posters (Fig 19) for their association 

with politicised action and propaganda. Using materials found and collected from charity shops, re-

using curtains and cushions, in keeping with the ‘make do and mend’ approach from the War era 

meant there were no limitations on colour or types of materials for the banner.   

In terms of display I wanted to create a space which was usable and inviting but which would also 

evoke notions of temporary underground resistances (Fig 20). This was the reason for the inclusion 

of chairs, benches and ‘homey’ items such as a rug. I believe the final outcomes of the personal part 

of the project have been successful; they effectively disseminate my messages to the exhibition 

audience. They also illustrate not only the benefits of craft on mental health wellbeing – through the 

contents of the pamphlet – but that crafts can also be a viable mode for politicised expression. 

However expression and activism are very different and to effectively explore crafts potential for 

activism I believe I would need to take the artworks to a non gallery based venue, in order to reach 

an audience that is not accustomed to political expression through creativity.  
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Fig 4. Julie meets Sarah Green AKA Super Crochet Girl [Photograph 2014].  

Fig 5. Julie meets trusty feline sidekick [Photograph 2014].  
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Fig 6. Superman Suit [Hand-knit mohair costume 2000]. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig 7. Batman [Hand-knit costume 2003]. 
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Fig 8. God save the King sampler [Cross-stitch 1941]. 

 

Fig 9. Forgotten tapestry [Tapestry 191?]. 
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Fig 10. Forgotten tapestry detail [Tapestry 191?]. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig 11. On Banners and Banner-Making [Pamphlet 1907-1922]. 
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Fig 12. Makeshift tear-gas mask [PDF Pamphlet 2014]. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig 13. Bucket pamphlet bomb [PDF Pamphlet 2014]. 
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Fig 14. Screen printing experiments [Screen Print 2014]. 

 

 

 

 

 

 

 

 

 

 

 

Fig 15. Would you put the costume on? [Letterpress Print 2014]. 
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Fig 16. Dissolvable fabric 

experiments [Photograph of 

dissolving process 2014]. 
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Fig 17. Untitled Olifantsrivier [etching print 2010]. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig 18. Study of William Kentridge print [pencil drawing 2013-2014]. 
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Fig 19. Women harvesting [Printed cotton 1928-1932]. 
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Fig 20. Superheroes of the world unite [Textile banner 2014]. 
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Collaborative practice – Everyday Superheroes 

 

Knit for Neurons, the AHRC funded CARE Project founded by Fiona Hackney, and the research of PHD 

student Sarah Desmarais are the only known works and research on crafts relationship to wellbeing. 

Other craft projects often focus on drawing together communities explored by Janis Jeffries in 

Loving Attention: An Outburst of Craft in Contemporary Art (2011) or addressing human rights 

injustices as with the work of Polish artist Olek (Fig 21).  

We are all Everyday Superheroes, focuses specifically on the relationship between crafts and mental 

health wellbeing, extending the current research of the Craftivist Collectives collaboration with 

Falmouth University (#wellMAKING Craftivists Garden) and Sarah Desmarais PHD research.  The 

project should allow me to explore the potential of the textile crafts in providing individuals with a 

process and a means of aiding mental wellbeing. The artworks have all been inspired by the 

individual’s creative writing and personal experiences (Appendix B). 

In setting up the workshops I considered the principles of auto ethnography, and how one facilitates 

the therapeutic environment along with the production process referring to the Notes on Facilitation 

written for Charnwood Arts (see Appendix A). My role in this part of the project develops from the 

producer of an object to fabricating social situations and the facilitation of dialogue between 

audiences as explored by Kester (2004). 

I found that the methods I developed during the workshops enabled the participants to enter into 

dialogue with others, created a safe environment where they could express their thoughts and 

feelings without fear of critique or reproach. I devised a collaborative creative project which 

provided a vehicle through which the participants were able to express to others a message 

(anonymously and collectively) and to reflect upon their own thoughts and feelings in response to 

their circumstances, similar to Shane Waltner’s socially engaged project Sweet Nothings: An Intimate 

History of Cake Making (2005). Waltner uses craft as a means of connecting with his own family 

history and culture however by inviting members of the public to collaborate in the making of the 

work, ‘he weaves their social interaction into its meaning’ (Jeffries 2011: p. 233-234).  

We are all Everyday Superheroes acts as a co-created continuous dialogue between the tactile 

materials, the crafting process and the participant. The artworks can be viewed at any time during 

and after its creation and serves to visualise each participant’s therapeutic journey. It can also be 

disseminated to varied audiences in order to encourage emotional, impactful and action-led 

responses. 

Prior to starting the workshops it was imperative to gain ethical approval from the University and 

Charnwood Arts but also from the participants involved (Appendix A). It was important to the 

sustained development of the relationship between me and the group that I discussed any issues 

and made sure everyone involved was aware of their role and mine in relation to the project and 

how their work was going to be used. One concern was the return of the artworks and was solved by 

attaching each artwork individually to a larger piece of backing fabric. In a way reflecting the 

traditional notion of protest where individuals gather under the same banner to protest and voice 

their message as one, dispersing after the protest with their own messages to disseminate to their 

own communities. 
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Other issues included how to involve all participants regardless of abilities. For this reason textile 

glue was introduced but many of the participants had one to one sessions with me to learn how to 

sew. Other participants who had trouble with motor skills were happy to negotiate with me certain 

elements of the artwork so that I could complete sections for them; all aspects of the design 

however were determined by the individual. See participant R’s (initials used to protect participants 

identities) piece for example (Fig 22), due to restrictions in motor skills I embroidered the text on 

separate pieces of fabric for her. You can read her response to the project in Appendix B. 

The role of the facilitator in socially engaged projects, specifically when the project utilises creative 

processes such as crafting for wellbeing, is of upmost importance – you have to understand the 

needs of the individuals and be able to recognise when they may need help/encouragement and 

when to step back from a situation (Hani 2014: p. 2). This takes time and patience on both sides. It is 

also important that the facilitator be aware of the best time to approach and introduce new 

projects, ideas and skills as the participant may find themselves feeling alienated. It is a fine balance 

that the facilitator must maintain at all times with all participants, not every participant will be the 

same.  

It is important to point out that whilst I am working with participants who are dealing with mental 

health problems this project does not offer occupational therapy, the processes used during 

workshops might be described as therapeutic but the aim is to provide the participants with the 

knowledge and skills to enable self-expression and to provide them with an alternative 

process/activity that can be used to improve wellbeing.   

For example participant T has been attending the group since before my own involvement but she 

was particularly excited to begin a textiles based project. During the four weeks I have seen her 

sewing skills improve dramatically but also her confidence. Whilst she did at points during the 

project disclose her frustration at how long it was taking and that it was ‘driving her mad’ she 

persevered, taking the project home each week and returning with new pieces made and new skills 

learnt (Fig 23). Her development during the project was astounding and she later discussed her wish 

to enrol on an art course to get a qualification, illustrating the importance of such projects to 

people’s continued and improved confidence, well-being and re-integration into society. To read T’s 

response to the project see Appendix B.  

Much of my inspiration for developing this textile based project came from knowledge of the 

Arpilleras of Chile. The textile artworks of the arpilleristas are a visual reminder and document the 

experiences of the Chilean people during the Pinochet years (Fig 24). The colourful patchworks 

depict scenes of everyday life but can also be visually deceiving as they juxtapose enjoyable events 

and colourful fabrics with often tragic experiences that formed a part of most Chileans everyday 

lives (Royal Albert Museum website 2000).  

The individual pieces of the group also tell of personal histories and experiences some only known to 

the individual but it was important to give the participants the freedom to explore their own 

experiences without too much interference. Participant O for example has depicted a bright and 

beautiful butterfly with striking hand embroidery and stitch marks, the butterfly emblem is of 

particular significance to her and her country of origin, Iran (Fig 25).  

Similar to the work of the Arpilleristas, We are all Everyday Superheroes acts as a form of healing as 

participants work through experiences and put them into a visual representation which is then 
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disseminated anonymously through the collective display of the banner. So not only are the 

processes used therapeutic but it also provides the individuals with the opportunity to openly 

envisage to another audience the problems of living with mental health issues as with this sampler 

stitched by Elizabeth Parker in 1830 (Fig 26). A personal declaration where she confesses all the 

‘errors’ of her ways and even goes as far as openly declaring her past desires to take her own life 

(Victoria and Albert Museum website 2014).  

Participant K was a returning member of the group and after becoming re-orientated he conveyed a 

wish to get involved with the textile work. The telling of a story from his childhood, which can be 

read in Appendix B, was inspired by the project. K informed me that had he had more time he would 

have done a much bigger and more elaborate piece however the piece he produced was very unique 

and exemplified skills he learnt when he was younger from his mother such as stitching fabric 

together to hide the seams (Fig 27). 

Had time allowed I would have recorded more responses to the project; how participants felt about 

their work, what effect the project and the processes had on them and whether they thought the 

collective banner effectively disseminated their message to outsiders.   
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Fig 21. Injustice anywhere is a threat to justice everywhere [Crochet graffiti 2012] 

   

Fig 22. Blackbird [Tapestry 2014]. 
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Fig 23. Seaside [Embroidery and beading 2014]. 
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Fig 24. Arpillera [Patchwork 198?]. 
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Fig 25. Butterfly [Embroidery and stitch 2014]. 
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Fig 26. Sampler [Linen embroidered with silk 1830]. 

 

 

 

 

 

 

 

 

 

 

 

Fig 27. House [Fabric stitched with plastic straw embellishment 2014]. 
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Conclusion 

Due to the nature of socially engage art practice I am unable to say for certain whether the project 

will have the desired effect as of yet. I will be able to draw more conclusions from how the work is 

received and perceived by the audience at the exhibition on the 18th September 2014. All I can do for 

now is to draw temporary conclusions from my own understanding, knowledge and research in this 

area.  

I believe the collaborative project has been more successful than first anticipated exemplified by the 

observed increase in self-confidence in the participants and the few responses to the project that I 

was able to collect in the short space of time. I believe that this initial project has illustrated that 

craft processes do have the potential to provide wellbeing for all – regardless of age, race, gender, 

ethnicity and disability. Wellbeing as defined by the World Health Organisation as not one but three 

things: 1. realising our potential (not comparing ourselves to others or trying to be someone else), 2. 

coping with daily stress (small things that affect all of us daily) and finally 3. contributing 

productively to society (not just focusing on our own direct physical and mental health (WHO 1989: 

p. 3). We are all Everyday Superheroes encouraged participants to consider their experiences, 

provided a healing process, increased self-confidence and encouraged participants to become 

reintegrated into society and contribute to their own community as such providing crucial elements 

to improve and increase wellbeing as defined by WHO.    

The most important and probably most successful aspect of this collaborative project for me was the 

interaction and facilitation of dialogue. The focus is not on the outcomes produced but on the social 

interactions and relationships/communities developed as a result of the project, which is set to 

continue as the banner (Fig 28) has already been booked for a further exhibition at the end of 

September for The Writing’s on the Wall, the NHS Trusts 15th annual exhibition of artworks by 

mental health service users in Leicester, Leicestershire and Rutland.  

The final pamphlets effectively communicate my message and relationship to Super Crochet Girl 

however the main element of my personal practice is the fabrication of a social situation at the 

exhibition – providing visitors to the exhibition with crafting facilities and tuition (should it be 

required). The creation of the situation allows me as the facilitator and artist to engage visitors in 

dialogue.  

By implementing traditional modes of presentation used for political activism and protest, such as 

the banner I believe the outcomes effectively illustrate that crafts do have the potential to provide 

us with a means of visually expressing our political ideologies. However that said I believe it is 

essential for the success of crafts use and integration into the public political arena, that we remain 

mindful of the historical background of the gendered crafts, to avoid Craftivist projects being 

labelled as purely attempts at redefining stereotypes. As suggested by Portwood-Stacer if crafting is 

undertaken with the political aim of social change I believe it may be able to enter the realm of 

activism (2007: p. 2). 
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Fig 28. We are all everyday superheroes [Textile Banner 2014]. 
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Future opportunities and developments 

I have already secured further work with Charnwood Arts to extend my research into the importance 

of knitting for ‘Our Knitted Story’ exhibition in June/July 2015. I have also set up a project for the 1st 

Year textile students at Loughborough University which will give them the opportunity to have their 

work exhibited (Appendix A). I am also a regional partner for the #wellMAKING Craftivists Garden 

project mentioned earlier in the report and have a number of workshops in the coming months to 

pursue this line of research.  
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Appendix A 

Ethics approval from Charnwood Arts 
 
 
 
Jemma Bagley 
Charnwood Arts 
Community Arts development coordinator 
Desk Number 01509 264612 
Main Office Number 01509 822558 
 
Charnwood Arts is a Registered Charity, Registration No. 1143163. 
Charnwood Arts is a private company, limited by guarantee,  
registered in England and Wales. 
Company No. 07477378 
Registered Office: 27 Granby Street, Loughborough, Leics LE11 3DU 

 

 

To Whom it may concern 

 

Re Ethics 

 

We have been working with Sarah Green since February 2014. She has worked with several of 

our groups on various activities including building a project ,which culminated in a performance 

at Picnic In The Park and an installation at Charnwood Museum. 

 

It is normal working practice for us at Charnwood Arts to develop work with individuals that is 

then displayed as part of an exhibition. The individual participants are aware that their work 

will be displayed as part of the project. In this case where participants are making a 

collaborative textiles piece they will be aware that their contribution will be added to one big 

piece and they wont get it back. 

 

The information contained within the artwork will be anonymous, individuals wont be 

identified by their contribution to the artworks. 

 

Jemma Bagley 

July 2014  
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Supplementary ethics information 

 

The banner of the Everyday Heroes 

Re: Ethics 

The project in question is a collaboration between me and the creative groups at Charnwood Arts. 

We would like to create a banner based upon the Suffragettes banners from the early 19th Century. 

The groups have specified that they would like to use the creative writing they have been doing in 

previous sessions to feed into the textiles piece.  

I will be running three workshops/sessions on stitching and sewing techniques with the group to 

create the collaborative piece, using my skills as artist and facilitator to help them visualise their 

project. The overall aim of the work is to facilitate a project through which the groups can visualise 

and express their own voices; it is also a practical application of my own research into the health and 

mental wellbeing benefits of gendered crafts. The groups working on the banner are accustomed to 

creating work for exhibition. All participants are aware that it is a collaborative piece between them 

and that it will be exhibited (they have been given details of where and when) also any participants 

who do not wish to be involved are able to opt out of the workshops and engage in different 

creative activities.  

The project is purely creative and therefore will not involve collection of any personal 

documentation or information.  
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Charnwood Arts Notes on Facilitation 

Notes on Facilitation written for an Arts Council visit to our RawArt group for 
October 2014 
Under Aims and objectives 
 
-The balance between the artistic process, the engagement of the participants, and any 
final product created. 
 

We welcome new members or returning members at anytime during a project. Individuals engage in 
different ways. The process is very important.  
 
To start with it may just be about being in the room, getting out of the house, being in the company 
of others. 

Having projects provides structure and an opportunity to see a piece of artwork, or several, through 
from the beginning to the end. Although of course there are expectations of what will be produced, 
because there is an exhibition space booked etc, we build in enough 'wiggle room' for participants to 
interpret the 'brief' in their own way. Whilst at the same time we will introduce them to new 
materials and techniques.  

Engagement initially might just be sitting on the sofa and talking, filling in the basic membership 
form and getting to know the person. Existing members are usually good at making new people feel 
at home and we encourage a positive outlook in the group and a can do attitude. We work 
appropriately over time to unpick the ' I can’t do this, I'm no good at this' worry that many people 
bring with them. We don’t have a 'template' of exactly what we want people to produce and 
promote the message that they cant do it 'wrong'. The final product may be a single drawing from a 
session, in which case it is usually photographed, (some members have Outside In portfolios on-line). 
Or it can be a piece that they work on for several weeks, like the textiles pieces they have been 
making with artist Sarah Green for her MA final project. 
 
We have collaboratively produced exhibitions, displays, a book, inputs to outdoor events and 
individuals have also exhibited work locally and nationally.  

In addition I would add 

Making the participant feel comfortable in the room is very important. People settle in different 
ways, some people want to work quietly with little interaction with others and need more one to 
one from the workshop facilitator. They may not want to be very vocal about their ideas in front of 
other participants. Capturing work from them can be more tricky but these quiet deep thinkers often 
produce the most interesting and dynamic work.  
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Email correspondence – Sarah Desmarais 

 

Sarah Green <s.c.green-12@student.lboro.ac.uk> 

 
#wellMAKING Craftivist Launch 
2 messages 

 
Sarah Green <s.c.green-12@student.lboro.ac.uk> 22 July 2014 19:38 
To: sarah.desmarais@btinternet.com 

Hi Sarah, 

I just wanted to drop you an email so that you have my contact details. My name is Sarah Green - we met at 

the launch of the #wellMAKING Craftivist Garden project. I'm currently in the final stages of my MA 

course (Art in the Public Sphere) and you gave me some fantastic advice and people/texts to look up when 

we spoke at the launch. I just wanted to say thank you for that as it has opened up another world and my 

project is finally coming together in terms of research and I still hope to continue onto a PHD so it was 

great to meet like minded people and know that there are also people doing similar research.  

Thanks again for all your help and advice, it was lovely meeting you and I hope we meet again sometime.  

All the best with your PHD 

Best wishes 

Sarah 

 

 

--  

Sarah Green 

MA Art in the Public Sphere 

School of the Arts 

Loughborough University 

http://supercrochetgirl.wordpress.com/ 

s.c.green-12@student.lboro.ac.uk 

07824808636 

 

 
Sarah desmarais <sarah.desmarais@btinternet.com> 23 July 2014 09:21 
To: Sarah Green <s.c.green-12@student.lboro.ac.uk> 

Hi Sarah,  

 

Thanks for getting in touch - I'm glad the pointers to other research were useful and I'd love to read your 

MA when you've completed it - it sounds very interesting.   

 

Hope the writing is going well - just about to start mine in earnest! 

Do stay in touch -  

Very best wishes,  

Sarah 
[Quoted text hidden] 

 

 

 

 

http://supercrochetgirl.wordpress.com/
mailto:s.c.green-12@student.lboro.ac.uk
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Email Correspondence – Fiona Hackney 

 

Sarah Green <s.c.green-12@student.lboro.ac.uk> 

 
Charnwood arts projects - MATERIALS 
1 message 

 
Hackney, Fiona <Fiona.Hackney@falmouth.ac.uk> 16 August 2014 11:32 
To: Jemma Bagley <jemmab@charnwoodarts.com>, Sarah Green <s.c.green-12@student.lboro.ac.uk> 

Cc: "christiane.berghoff@gmail.com" <christiane.berghoff@gmail.com>, Ann Roberts 

<jandaroberts@googlemail.com>, Craftivist Sarah Corbett <craftivist.collective@gmail.com>, Jayne Howard 

<jayne@artsforhealthcornwall.org.uk> 

hi both 

just copying everyone else in so that they can see what you are planning. Plus note to say that 

Christiana has facilitated a donation of lots of lovely British wool, and we will send batches to 
facilitators so we will have some materials coming your way.  

  

Ann and I will work to put facilitator packs together here to send out, and to get narratives about 
what different groups/areas are doing on the Falmouth university website - and link with sarah's 

page and #wellmaking twitter stream 

  

all best 

f 

  

Dr. Fiona Hackney FRSA 

Associate Professor Design Cultures & Community Engagement 
  

Falmouth University 

School of Art & Design 

Falmouth Campus 

Cornwall TR11 4RH 

044 (0)1326 213834  
M: 07585060105 

fiona.hackney@falmouth.ac.uk 
  

  
 

 
From: Jemma Bagley [jemmab@charnwoodarts.com] 

Sent: 15 August 2014 17:32 
To: Hackney, Fiona; Sarah Green 

Subject: Info for Craftivism 

mailto:fiona.hackney@falmouth.ac.uk
mailto:jemmab@charnwoodarts.com
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Hi Fiona  

 

Here is a list/ bullet points of the workshops we are running. Who the partners are and 

what resources are required (or not) This is a revised list and we have dropped a couple of 

ideas for various reasons. We can stick with this plan or elaborate depending on what you 

want 

 

RADAR Loughborough University arts programme. 

As part of their advertised prgramme Sarah Green is running three Craftivist workshops. 

Crochet and knitting and preparing them to make their flower. Enouraging and collecting 

responses to the 5 questions. 

Resources needed, handouts. RADAR are funding the facilitation and materials. 

 

Loughborough Uni School Of Art And Design.  

Sarah Green is running a project with 1st year textiles and will give a talk on the 3rd Dec 

about the Craftivism project as part of this and encourage students to engage with the 

RADAR sessions. 

Resources needed, handouts. 

 

Big Knitting Group 
Jemma has spoken to the group about the project and will follow up by talkng on a one to 

one basis with indiviudals re the 5 questions and collect flowers in from the group. 

 

There are a couple of textiles groups attended by group members that Jemma will go and 

talk to, not sure whether it will be a formal workshop or a chat and a handout of packs. 

Resources needed some transport costs and some packs 

 

RawArt 
Jemma and Sarah will run a dedicated session with the group to make sewn/stitched 

flowers and guide them through responding to the 5 questions  

Resources need some handouts and a few materials but we already have needles etc 

 

Mutual Craft Company 
Jemma and Sarah will run a dedicated session with the group to make sewn/stitched 

flowers and guide them through responding to the 5 questions  

Resources need some handouts and a few materials but we already have needles etc 

 

 

Little Bird School Of Stitchcraft 
Jemma and Sarah will run two sessions with a group, booked in by Lisa Pidgeon. As part 

of her arts and well being programme. In November  

Lottery Funded in Leicester at Cross Corners Community Centre. 

Resources needed Little Bird SOS will fund the facilitation, materials etc 

 

 

Possible drop in workshop as part of Belgrave Hall Christmas Market including Cross 

Corners.  

Resources needed handouts. Little Bird SOS will provide materials  

 

World Mental Health Day 
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Drop in workshop at Loughborough Library alongside a positive exhibition exploring the 

theme of this years topic which is Schizophrenia. 

In conjunction with Charnwood Borough Council and Age Uk amongst others. 

Resources We need packs for to hand out to people who cant stay and handouts and 

materials for people who can stay and craft for a while 

 

Shepshed Library Knitting Group 
Jemma will lead a session with the groups leader and ex Big Knitting Group volunteer 

Tahlita Sinfield 

Resources needed. Facilitation fee and handouts/ materials 

 

Creative Leicestershire 
I have put the info and link to the Craftivists Garden page on their August bulletin. Will 

ask them to re post over the next couple months. 

 

 Beauty and Utility Arts 
Jemma will run an organised workshop with a group at the Atkins Building in Hinckley 

with a group invited by Katherine Brown director of Beauty and Utility Arts 

Resources needed. Facilitation fee, transport and materials. 

 

all the best 

Jemma and Sarah 

 

--  

Jemma Bagley 

Charnwood Arts 

Community Arts development co-ordinator 

Part-time Usually Tuesday-Thursday 

Desk Number 01509 264612 

Main Office Number 01509 822558 

 

Charnwood Arts is a Registered Charity, Registration No. 1143163. 
Charnwood Arts is a private company, limited by guarantee, registered in 
England and Wales. 
Company No. 07477378 
Registered Office: 27 Granby Street, Loughborough, Leics LE11 3DU 
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Project brief for Loughborough University  

Project title ‘Our Knitted Story’ 

Installation ‘The enchanted garden’ – a story telling environment created as part of the ‘Our Knitted 

Story’ exhibition.  

Charnwood Arts Big Knitting Group is working on a new project in collaboration with local artist 

Sarah Green, entitled ‘Our Knitted Story’ which will culminate in an exhibition and ‘Enchanted 

Garden’ storytelling installation at Charnwood Museum in June/July 2015. 

‘Our Knitted Story’ focuses on the very personal history of hand knitting and will bring together 

stories and memories of knitting and crocheting from the local community. As well as looking into 

the history of local Leicestershire Bishop Richard Rutt.  

The ‘Enchanted Garden’ installation will also be used as a story telling environment and will be open 

to storytellers and other groups for the duration of the exhibition.  

We would like students to produce a contemporary creative object/artefact/garment that relates to 

the idea of ‘Our Knitted Story’ and perhaps draws upon their own personal knitted stories/family 

histories. 

We welcome interesting and unusual/abstract pieces of textile work that can take the form of 

artefacts, garments, 3D or even 2D artworks which can be exhibited as stand-alone pieces on 

mannequins, as a collection of artefacts in the display cases, wall-hangings/suspended 2D pieces, or 

larger 3D pieces which can form part of the ‘enchanted garden’ storytelling environment.  

We would be particularly interested in pieces that repurpose old knitted garments, and old knitting 

patterns. Students should consider how and where their pieces will be exhibited and a statement of 

intent should be provided with the work, no more than 250 words.   

All work will be represented in the show however we will select specific pieces that we feel best 

respond to the notion of ‘Our Knitted Story’ to be installed in the exhibition.  

Works must be available for exhibition in June/July 2015. 

We welcome students to visit the Big Knitting Group which takes place every Thursday 12.30 – 

2.30pm at Next Level Café, Shenton House, Loughborough. Artist Sarah Green is willing to organise a 

visit to the group for students to go and discuss any ideas with the group and the Community Arts 

development Co-ordinator Jemma Bagley.  
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Appendix B 

Superheroes of the World Unite 

United we are, United we be 

Super Heroes of the world unite. 

Remember the child within. 

Let the child out 

Rejoice. Rejoice. Rejoice 

Rejoice in the freedom, the fun, the fantasy 

Super Heroes of the world unite. 

The world is your playground 

Play, Play, Play 

Change the world around you, make it yours 

The world is your playground 

Play, Play, Play 

Enjoy. 

Super Heroes of the world unite. 

Liberate the people of the world. 

Reach out, Reach out, Reach out 

Find the oppressed, the subjugated, the lonely 

Liberate the people of the world. 

Liberate, Play, Rejoice 

Super Heroes of the world unite. 

Freedom lies within, find the child within and let them free. 

Super Heroes of the world unite. 

 

It all starts here. 

Let it start. 
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RAW ART Creative Writing  
 
R writing a poem in the tapestry that she created in the art workshop 
 
Companion 
Birds are clever        talk intelligent birds budgies.  
                + protect you.  
Knitting jumper-acorn house.  
                                   Or to Oxfam or charity.  
Tapestry   inspiration.  
Started as a doodle.  
God guides your hand and you get some thing out of it.  
 
Robin-art teacher       inspired working in own way.  
 
Patient  
Blanket stitch tapestry 
                       colours      whatever takes my fancy.  
                                            Go through phases 
Art gets more and more scrappy       the more I do         tablets/medication 
 
Mum + Dad no encouragement to pursue art.  
Sense of achievement        calming and comfortable to do art.  
Struggle to get imagination art.  
 
 
Two Robins came along 
Two Blackbirds come along  
My painter  
My teacher  
Have we beat her  
Bluetits and budgie  
Both blue and yellow  
Both very clever  
I think they will be there forever  
 
 
The little blackbird comes closer and closes  
His lovely wife is just the master  
She follows him to the food 
That I put down for him because he is not crude  
He is a good man with his yellow beak  
I always tell him to see him is a real treat  
He loves me but does not like it when I’m gone  
With the food I know I have won  
 
 
 
 
T commenting on R’s poem  
“She’s a poet and she didn’t know it”  
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M explaining his colour drawings. Each line explains a page of his artwork.  
 
The Simpsons 
 
1. The rain is underneath the clouds  
2. He is playing his violin  
3. He sits on the wiggly slab  
4. The cat plays the drum  
5. A haunted house 
6. The multi-coloured guitar  
7. The rabbit watching the mouse on television  
 
 
 
P writing about events in the group and in her past 
 
May I have your hand in marriage  
Lovely and cool in the church.  
Beautiful flowers, hips and calls 
Come the autumn, days are long.  
Dawn to shardlow.  
Warm + bright.  
Unless the church clock 
Chimes 3 times,  
Do “leave’s, the bells alone”.  
Leafs on the trees.  
High on the hill. 
Is the School we belong to  
Old & Present girls answer the call  
Glorious days afar  
Go we must  
The Zebra crossing is there for a “reason”  
The parcel post is near the church  
Pat-two girls-‘3 pretty’ cats 
Beach-blonde girls’ & lads’ 
United we are  
United we be  
We love our books and bikes  
Like a needle in a hay stack  
Roads are complete 
In the summer, heat   
 
 
T’s notes on her artwork  
 
I wanted to present a beach scene, with:  
Sun  
Sand 
Waves 
Rocks  
Fresh air  
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My work reminds me of home. I grew up by the sea. It reminds me of Australia. The character is in 
the process of falling into the sea.  
 
Each bead reminds me of objects left over at the beach. The rubbish reminds me of how dirty and 
cruel us humans can be towards nature and the world  
 
 
 
Group response to a box of rusted items 
 
Bright, orange colours demonstrate the way in which the air has decayed each piece and part, and 
the effect that life has had on them.  
 
Each part is supposed to connect to a whole, as in the box there are things like nuts and bolts. 
Because they are not connected to a whole, these items are seen as lost possessions.  
 
Although they came from a technical object, the parts themselves look like they are forming a 
natural environment, the rust looking like soil and the little uneven edges of each part looking like 
leaves.   
 
The nails in the tray look abrasive and dangerous.  
 
Overall the objects in the box and the way that they are arranged creates a familiarity that is hard to 
ignore. It is as if these objects belong in someone’s back yard that everyone knows.  
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Participant R 

 

28/08/2014 

Rita – the textile piece we made together for the banner made her think about different ways you 

can present things – wanted to make a book but now thinking about using that piece as a cover for 

the book or as a pocket to put the other tapestries in. ‘the tapestries are about my life’.  

She also disclosed to us that she used to work as an over-locker – she was also an examiner of the 

work. ‘They said I was very good at it’ 

‘Got my own bird she’s very good for me and understands me, chatters to me. Spikey the cockatoo – 

but I lost him, he got out and we couldn’t get him down from the roof. Took him to Tenby, south 

wales on the bus. Took him out of his cage and held him, put his feet in the sea so he knew what it 

felt like. It’s like he got a feel for the seaside and decided he didn’t want to go home, he left to go 

back to Tenby, stayed on holiday’. 
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Participant T 

 

2/09/2014 

Tracy – was excited to start a project involving stitching, sewing and embroidery.  

‘I’m starting to lose my mind, this is taking forever’. 

She began to worry in the second session that she wasn’t going to get finished in time but I assured 

her that she should work to her own pace; the key to the project is not about getting a finished 

product but about enjoying doing it. This calmed her but she still got it finished and the last session 

she handed the piece over at the beginning and said that’s it now, it’s finished.  

She would come into the sessions with smaller pieces she made to include in her larger seaside 

themed piece. You could really see how pleased she was with her achievements and each session 

she had something to show us, each time expanding on her skills. She really excelled and pushed 

herself to do more.   

Her dad is letting her have her nans old sewing machine now – inspired by the project to do some 

more textile work – is working on her dads birthday present – embroidery. ‘I remember when I was 

younger she said she would leave me the sewing machine in her will and I never really thought I 

would use it till now. Now I have more idea of what I can do with it. It’s just getting it to work now 

because it’s really old!’ 

In a later session Tracy came to me and showed me her new embroidery project, amazing skills. She 

has also taught herself to knit in the weeks after the last textile workshop and she has decided to 

learn how to crochet now.  

‘You’ve started something now. This is the first time I’ve done something creative that has sparked 

more ideas, with drawing I often get stuck with what to draw but now I’m getting more ideas than I 

can do, but it’s good because I know I have things to keep me occupied. Plus the days go really fast 

and I’m not as worried about getting through the days.’  
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Participant K 

 

5/08/2014 

Keith’s amazing sewing story – came out after he watched the rest of the group working on the 

textile pieces for the banner. When asked what he wanted to do this session he said he might fancy 

doing some textile work – we suggested doing a collage out of material and he responded with ‘you 

know I can sew don’t you’ … just goes to show that you should never assume anything. Keep an 

open mind, everyone has a story and here is Keith’s … 

(Textile Piece – a house, ‘the materials just said house to me’, the material that makes the roof looks 

like tiles) ‘It’s a house, like the house where the witch could live’. 

Auntie’s House? You mean Auntie Margaret? 

He would help his mum make costumes – for his two sisters.  

They were dancers, any kind of dance and they did it, ballet, tap, modern, stage gymnastics, 

ballroom anything. They taught dancing too. I even tried ballroom dancing for a while.  

His mum because of their neighbours – they owned textile factories so knew companies where a 

trade market appeared which sold absurd materials. 

Metallic orange, silver stars scattered, bright orange, luminescent and sparkly and stretchy.  

They got his mum to go to these markets where she would get the most absurd fabric which she 

would then use to make costumes for her daughters to wear for dancing. 

She gained a reputation with the dancing teachers and the other dancers parents would say don’t 

only make the costumes for your daughters, get the material for everyone – parents would ask her 

to make costumes for their children too. She started designing patterns then. 

She designed and made at least 40 costumes 

I had to assist her then because she gained such a reputation, so I learnt to sew seams, how to make 

them invisible (exemplified this on the textile piece) and how to follow patterns. 

When I asked my mum to make me something, ‘you keep making costumes for everybody else, why 

don’t you make me something’ she always said, ‘I don’t have time’, she had to make another dress 

or a new pattern so I took what I learnt from my mum about sewing and following patterns and 

designed my own patterns. I made a silver waistcoat, floral lime green shirt.  

It was the 80’s when absurd fabrics and designs were in fashion.  

For Halloween he even made his own school disco costume – frog sandwich.  

Green tights, green polo jumper, balaclava with plastic tea strainers covered with green sequins for 

eyes, and foam for the bread.  
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No-one at school really minded, but they weren’t interested in sewing themselves they thought I 

was a little odd.  

Keith also designed his own knitting pattern for a jumper – which his mum duly knitted for him.  

Drew a design on computer printed it out and mum knitted it for me. Found knitting and sewing 

interesting – technical – the patterns and the construction was interesting. The knitting thing I did, 

laid it out like a picture flat with all the colour in blocks, what looks like a v shape of colour 

overlapped with and upside down v  at the end of the row. On plans thought it was a block of colour 

but it’s not as simple as that.  

‘Painting is what I enjoy doing. Usually at the side of someone who is focused on accuracy, 

technically very good at painting but boring because they follow all the rules. Why draw perfectly 

when a camera can do that for you. I do what feels right, it’s instinctive’.  

 


