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CHAPTER ONE
The Legacy of Embroidery
The history of embroidery as art is complex and nuanced. In past centuries, embroidery
has been defined as a hobby, a craft, an art form, or as mere decoration. It has served as a tool for
artistic expression, a medium to demonstrate a woman’s domestic sophistication, and to convey
feminist ideologies. The diverse range of techniques and expressions utilized by embroidery
artists has made cohesively defining the art form nearly impossible, and its close affiliation with
craft has resulted in the art form being frequently ignored or degraded, even in the contemporary
arts. This thesis explores the work of contemporary women artists who utilize embroidery as
their primary medium. Through the artists and public art projects presented, I argue that
embroidery proves to be a powerful medium for social commentary, whether in the world of
“high art” or in projects that are seen as “low art.” The careful execution of the artworks that this
thesis discusses, whether created by career artists or amateur participants in artist-led projects,
simultaneously engage with the legacy of the embroidery arts and explore new strategies of
expression. Whether exhibited in a museum, gallery, or on social media, the intention placed in
each embroidered piece solidifies their place within the dialogue of art history.
In the first chapter of this thesis, I examine works of art that explore female labor, and
artworks that try to depict or break down the stereotypes of what is “feminine,” or what
constitutes a “proper” woman. Many women artists describe embroidery as an inheritance,
whether from distant female ancestors or close family members, and value this connection with
the past. The themes in many of these artworks, however, explore how expectations of women
have (or have not) evolved in contemporary culture. This examination will focus on the work of
two artists, Joetta Maue and Tamar Stone. Maue’s work draws on her personal life, primarily on
1

her emotions, insecurities, strengths, and intelligence. She uses the topic of the everyday to “defy
and contest masculine censure,”1 as the realm of the domestic has been consistently defined as
feminine. Maue uses these themes to reclaim her own femininity and show it as a point of
strength (in contrast to the way in which femininity is often represented). Her use of appropriated
linens as a base for her embroidery makes these statements even more intriguing, as her fabrics
showcase their previous life, visible through stains and discoloration in the fabric. Stone’s work
revolves around similar themes, but she takes a different aesthetic approach. Beginning her
career in photography and film, Stone’s embroidery art manifests itself in a type of bookmaking.
Stone views this practice as an extension of her professional background, and a way to bring
personal experience into her art practice. Her early interest in body image stemmed from
growing up with scoliosis and wearing a back brace. This experience eventually evolved into her
series of Corset Works and Bed Works, which will be the primary body of work examined in this
chapter. These two series focus on the history of housework and domestic duties, with a
particular interest in women being confined to the home and defined through the work of being a
homemaker.
Following this analysis of embroidery and the realm of domestic labor, I will then
explore the work of artists who use embroidery to create artworks that explore the female body.
This discussion will examine the work of Ghada Amer, Sophia Narrett, and Kate Kretz. In the
case of Amer and Narrett, this conversation is primarily related to sex and sexuality, while for
Kretz this her works focus on the experiences of aging women. Ghada Amer was born in Cairo,
Egypt, and relocated with her parents to France at the age of eleven, where she began her artistic

1

“Artist Statement,” quote of the artist, accessed November 5, 2021,

https://www.brooklynmuseum.org/eascfa/about/feminist_art_base/joetta-maue.
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training ten years later. Although Amer has a vast body of work, her erotic embroideries will be
the focus of this paper. In her embroideries Amer represents only female figures experiencing
pleasure – no male figures are included in these compositions. This, in combination with the soft
threads which create the imagery, attempts to remove the objectification of the female body often
seen in depictions of the nude female form. Amer’s work seeks to empower women to have
control over their own bodily expression. She also simultaneously addresses ambiguity as a
theme within her work, questioning what defines broad terms such as “east and west,” “feminine
and masculine,” and “art and craft.” Certainly, her early experiences influenced her choice of
medium, as she was turned away from painting classes by a male instructor who refused to
instruct a woman. Amer’s stylistic use of embroidery connects her with many well-known male
painters, and truly raises the question of why embroidery art is so often viewed as separate from
high art.2
Narrett creates colorfully depicted narratives about erotic encounters from needle and
thread. Originally trained as a painter, Narrett’s work is reminiscent of sixteenth-century
canvases by artists such as Hieronymus Bosch,3 as she creates elaborate narratives that explore
identity, fantasy, and sexuality. Her work can be overwhelming in its meticulous detail, as she
combines many images from popular culture in each piece. Her approach to embroidery is
intriguing, as she has stated that she is not using the medium of embroidery as a political
statement, or to argue for the legitimacy of craft; in fact, she “feels that that battle has already

2

“Bio,” accessed May 1, 2021, https://www.ghadaamer.com/about.
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Lucy Rees, “Escape into Sophia Narrett’s Intricately Embroidered Dreamscapes,” accessed October 1, 2021,

https://www.galeriemagazine.com/sophia-narrett-embroidered-dreamscapes/.
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been fought and won,” as Allie Biswas has written.4 Kretz, although thematically different, also
entered embroidery after training in another medium. Originally trained as a painter but now
working across mediums, her recent work includes the human hair embroideries that will be the
focus of my discussion. In her series Women of a Certain Age, gray hair was collected from
multiple women to create the intricate embroideries, expanding her artistic process outside of
herself to explore the broader experience of women and aging. Hair is a potent medium for this
subject since the silver strands are a literal sign of aging, but also because of the biological
intimacy of the medium itself to her subjects. While they approach this topic in diverse ways, all
three of these artists speak to the politically charged nature of the female body, and how
subverting prescribed modes of representation can yield powerful results.
The closing chapter of this thesis builds upon the themes of embroidery as a provocative
and relevant art form by discussing public art projects and artists’ works that use embroidery as a
tool for advocacy. In the case of community projects, I am interested in why embroidery is
capable of drawing so many people together for a cause. I will argue that this is because of its
common designation as “low-art” or craft, which allows more individuals to participate and
understand the message of the project. This will be done by discussing the public art project The
Tiny Pricks Project, a public art project created and curated by artist Diana Weymar in January
of 2018, which she calls a “Material Record of Current Events.”5 The project is described by
Weymar as counterbalancing the “impermanence of Twitter and other social media, and Trump’s
statements as president using textiles that embody warmth, craft, permanence, civility, and
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Allie Biswas, “Sophia Narrett: ‘I see the sewing process as akin to drawing,’” accessed October 1, 2021,

https://www.studiointernational.com/index.php/sophia-narrett-interview-this-meant-nothing-arts-leisure-new-york.
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history. The daintiness and integrity of each piece stand in stark contrast to his presidency.”6
Contributors began by stitching Donald Trump’s words into textiles to create a material record of
his presidency (and the movement against it). The project has expanded to include quotes from
other politicians as well, but all with the same element of protest or irony included in the
projects. This chapter focuses on the community nature of this project, as well as this modernday use of embroidery to speak to issues surrounding sexism, racism, and feminism. While the
pieces are primarily chosen and shared by Weymar on a dedicated Instagram feed, there have
been a number of exhibitions featuring works from the project, including the dedicated
exhibition Tiny Pricks Project: Empower and Reclaim, which opened on December 7, 2019, at
The Foundry gallery in Massachusetts. The second community project I will be discussing is
artist Margarita Cabrera’s Space in Between series. This project began in 2010 when Cabrera
hosted the first workshop for the project, where participants create components of the resulting
artworks, which take the form of soft-sculpture cacti, decorated with traditional Otomí sewing
and embroidery techniques, a style which originated in Los Tenangos, Hidalgo, Mexico.7 The
embroidered imagery tells the story of the local immigrant and predominantly Spanish-speaking
community, stitched onto fragments of US Border Patrol uniforms. The project aims to empower
each workshop attendee to tell their story while teaching them the skills needed for the
embroidery process, and the final sculptures assembled by Cabrera amplify these testimonies by
taking the shape of local vegetation – which has existed long before the realities of the Mexico-

6

Ibid.
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Angelique Szymanek, “Haptic Encounters: Margarita Cabrera’s Space in Between,” (Art Journal 79, no. 3: New

York, 2020), 72.
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United States border. Space in Between uses the relevance of indigenous embroidery to benefit
the community and tell a story through each carefully stitched thread.
For the purposes of this discussion, it is essential to define what is meant by “embroidery
art” in the coming pages. Embroidery is traditionally defined as “patterns that are sewn onto
cloth using threads of various colours; cloth that is decorated in this way,”8 or “patterns or
pictures that consist of stitches sewn directly onto cloth.”9 These definitions seem inadequate for
more contemporary works that may not include a cloth backing, the use of thread, or even the
intention to decorate an existing object. Arguably, the close association with decoration – a term
often used dismissively when it comes to the high art – has contributed to embroidery’s underrecognition and lack of analysis. For the purposes of this paper, embroidery will be more loosely
defined as any work that features the use of a thread-like material (including organic materials
such as hair) and a needle to create a design, whether abstract or pictorial. Most importantly, all
the artists included in this thesis have self-described themselves as embroidery artists – although
often they use other terms interchangeably (such as textile artist, weaver, craftsperson) as well,
and therefore the language in this thesis is as malleable as each artist’s descriptors.
This thesis explores multiple facets of the embroidery medium. Since the focus will be on
six women artists, it is illuminating to explore why women artists throughout history have been
drawn to this medium. Of course, not only women artists have found inspiration in embroidery,
but for centuries the act of stitching has been viewed as a predominantly feminine activity. Then,

8

Oxford Learner’s Dictionaries, s.v. “embroidery,” accessed December 2, 2021,

https://www.oxfordlearnersdictionaries.com/us/definition/english/embroidery.
9

Cambridge Dictionary, s.v. “embroidery,” accessed December 1, 2021,

https://dictionary.cambridge.org/us/dictionary/english/embroidery.
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with second wave feminism in the 1960s, feminist artists were drawn to textiles as a means of
reclaiming the feminine as powerful – and using these “traditional” mediums as a form of
activism and protest. With this extensive history (which will be explored at further length in the
coming chapters) it becomes particularly interesting to explore the reasons each of these
respective artists has been drawn to this medium. Whether they utilize embroidery because of its
historical and cultural attributes, personal reasons, or simply artistic preference, examining these
motivations add depth to the artworks I will examine.
In addition to studying the personal and historical reasons to use embroidery as a
medium, I will also argue that embroidery proves to be a particularly potent feminist medium.
Due to its long-standing history as “feminine,” embroidery can now be reclaimed to highlight
elements of the female experience, harnessing a legacy of oppression, freedom, and feminist art
practice into new forms of expression in contemporary art practice. Because of its meticulous
process, embroidery also seems to share a unique relationship with the body of the artist, and
many artists channel this intimacy to express bodily autonomy or address issues of female
sexuality. This intimacy is expressed through both subject matter or literal use of organic
material – through hair or stained fabric, an indexical sign of the body embedded in the cloth.
While embroidery art has been practiced for centuries, there have been surprisingly few
academic studies of the development and practice of embroidery in the contemporary age,
particularly in relation to women’s role in the art form. Perhaps the most noteworthy source of
the last fifty years is that of Rozsika Parker’s 1984 book The Subversive Stitch, which will serve
as much of the foundation of my discussion of contemporary embroidery art. Parker (1945-2010)
was a British art historian, feminist, psychotherapist and writer who spent the majority of her
career highlighting the minor role that woman’s creative practice has been given in the art world,

7

as well as challenging the division between the decorative arts and the fine arts.10 These two
areas of focus are certainly present in The Subversive Stitch. The first chapter – revealingly titled
“The Creation of Femininity” – describes how femininity is not inherent and was instead created.
Nevertheless, the conviction that femininity is natural to women (and unnatural in men) is
tenacious. It is a crucial aspect of patriarchal ideology, sanctioning a rigid and oppressive
division of labour. Thus, women active in the upsurge of feminism which began in the
1960s set out to challenge accepted definitions of the innate differences between the
sexes, and to provide a new understanding of the creation of femininity.11
The discussion of the creation of femininity, Parker argues, is in many ways inextricably linked
to the practice and visual stereotype of embroidery:
When women paint, their work is categorised as homogeneously feminine – but it is
acknowledged to be art. When women embroider, it is seen not as art, but entirely as the
expression of femininity. And, crucially, it is categorised as craft. The division of art
forms into a hierarchical classification of arts and crafts is usually ascribed to factors of
class within the economic and social system, separating artist from artisan. The fine arts –
painting and sculpture – are considered the proper sphere of the privileged classes while
craft or the applied arts – like furniture-making or silver-smithery – are associated with
the working class. However, there is an important connection between the hierarchy of
the arts and the sexual categories male/female. The development of an ideology of
femininity coincided historically with the emergence of a clearly defined separation of art
and craft.12
Through this argument, Parker acknowledges the differences in perception between art forms
considered more “traditional” in the fine arts – such as painting – and the so-called “low arts” –
of which embroidery is relegated to so often. These boundaries are, however, constructed along

10

“Textile Research Centre: Parker, Rozika,” accessed October 12, 2021, https://trc-leiden.nl/trc-needles/people-

and-functions/authors-scholars-and-activists/parker-rozsika-1945-2010.
11

Rozsika Parker, The Subversive Stitch: Embroidery and the Making of the Feminine, 3rd ed. (New York:

Bloomsbury Publishing Plc., 2019), 3.
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Parker, 4-5.
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imaginary borders, but have had lasting effects on the practice, sale, and display of such
mediums.
The art/craft hierarchy suggests that art made with thread and art made with paint are
intrinsically unequal: that the former is artistically less significant. But the real
differences between the two are in terms of where they are made and who makes them.
Embroidery, by the time of the art/craft divide, was made in the domestic sphere, usually
by women, for ‘love’. Painting was produced predominantly, though not only, by men, in
the public sphere, for money. The professional branch of embroidery, unlike that of
painting, was, from the end of the seventeenth century to the end of the nineteenth
century, largely in the hands of working-class women, or disadvantaged middle-class
women. Clearly there are huge differences between painting and embroidery; different
conditions of production and different conditions of reception. But rather than
acknowledging that needlework and painting are different but equal arts, embroidery and
crafts associated with ‘the second sex’ or the working class are accorded lesser artistic
value.13
The argument for the creation of the craft vs. art divide is a continuation of the argument of
Parker’s 1981 book, written with art historian Griselda Pollock, Old Mistresses: Women, Art and
Ideology which examined the creation and role of the feminine stereotype in the writing of art
history.14 In Old Mistresses, Parker and Pollock argued that the feminine stereotype was one of
the major elements in the construction of the current view and structure of the history of art,15
and that the constant assertion of the “feminine weakness” of woman’s art perpetuates the
dominance of masculinity and male art.16 Parker asserts that although embroidery has been
defined in many ways, she will call it art and define it as such throughout her writing, “I have

13
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decided to call embroidery art because it is, undoubtedly, a cultural practice involving
iconography, style, and a social function.”17
Given that the perspective of the art world is based primarily on the masculine, and the
approach that the art/craft divide is inherently built on class and gender divisions, Parker then
delves into a history of embroidery and its influence on the definition of the feminine – and the
influence of femininity on the medium. As the most comprehensive history of embroidery as it
relates to women specifically, which includes an overview of certain aspects of her research
beneficial for my discussion, Parker’s text provides valuable context for the contemporary
artworks presented. Parker begins her discussion in the medieval era, noting that at the time
embroidery was considered equal to both painting and sculpture, and was practiced by men and
women in guild workshops.18 However, Victorian historians of embroidery “obscured its past
and instead suggested that embroidery had always been an inherently female activity, a
quintessentially feminine craft.”19 This Victorian reading of history is still relevant today, Parker
argues, as “twentieth-century concerts of femininity are still deeply imbued with
Victorianism.”20 By examining primary sources from medieval and Victorian times, Parker
demonstrates “how ideologies about women determine both the writing of history and the
stitching of images.” For some, the use of embroidery in religion was key and imbued
embroidery as a combination of domesticity and piety; during the Evangelical Movement and
Oxford Movement churches re-instituted lavish church hangings, and large numbers of women
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were involved in both of these respective movements. 21 This involvement both catered to the
“acceptable” activities for women (“embroidering for the church in the drawing room”22 kept
women in the domestic realm while bringing religion into the home), but this art also “gave a
public voice to women who would otherwise not have been heard outside the home.”23 Most
important are the mid-nineteenth-century written histories and instruction manuals penned by
women; these texts “illustrate attitudes among women who, though in no way radical, were
aware that all was not well with their sex and were offering their particular solution.”24 These
writings fought the denigration of embroidery, to claim embroidery as a province of women, and
lastly “to assert the artistic value of embroidery and thus the worth of women in the home.”25
One of the first histories of embroidery penned by women is The Handbook of
Needlework, 1842, written by Miss Lambert.26 The Handbook of Needlework is a combination
of historical record of embroidery and instructional guide for would-be embroiderers of all
levels. While the language feels archaic and at times self-effacing (such as her introduction of
thanks to her husband for allowing her to use her maiden name27), Miss Lambert was taken
seriously by her contemporaries and her books received good reviews as a whole.28 In her
writing she emphasizes that embroidery is a distinctly womanly practice, while insisting that
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embroidery be recognized as art and not craft.29 These affirmations are, in fact, the first place she
begins The Handbook of Needlework.
Needlework appears to have been not only a pastime for noble ladies, but the principal
occupation, as a source of pecuniary advance, for women, from the most remote periods.
If we consult the earliest writings, abundant proof will be found of the high estimation in
which this, – one of the most elegant and useful of the imitative arts, – has been held in
all ages, and in every country; and, that from time immemorial, it has ever been the
constant amusement, and solace, of the leisure hours of royalty itself.30
Miss Lambert uses such eloquent descriptions and associations with the high-class to elevate
embroidery. However, as Parker observes, her insistence on embroidery as a naturally “woman’s
work” discounted it as art in the nineteenth century.31 By the nineteenth century, “what women
did was identified with nature and nurture as opposed to culture.”32 All that women created,
whether embroidery, painting, or sculpture, was considered an extension of their womanliness.33
A contemporary of Miss Lambert, Elizabeth Stone wrote a romanticized history of embroidery in
her 1840 book (published under the name of its editor Viscountess Wilton) Art of Needlework.34
She attempts to validate embroidery by focusing on the worth of the embroiderers themselves as
confirmation of the medium’s worth. She begins, like Miss Lambert, by lamenting the neglect of
embroidery despite its acclaimed uses:
If there be one mechanical art of more universal application than all others, and therefore
of more universal interest, it is that which is practised with the Needle. From the stateliest
denizen of the proudest palace, to the humblest dweller in the poorest cottage, all more or
less ply the busy needle. (....) Yet have the Needle and its beautiful and useful creations
29
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hitherto remained without their due meed of praise and record, either in sober prose or
sounding rhyme, – while their glittering antithesis, the scathing and destroying sword, has
been the theme of admiring and exulting record, without limit and without end!35
Stone laments the absence of women in the historical record, and argues this absence contributes
to the neglect of embroidery as a highly respected practice:
In all ages women may lament the ungallant silence of the historian. His pen is the record
of sterner actions than are usually the vocation of the gentler sex, and it is only when fair
individuals have been by extraneous circumstances thrown out, as it were, on the canvas
of human affairs – when they have been forced into a publicity little consistent with their
natural sphere – that they have become his theme. Consequently those domestic virtues
which are woman's greatest pride, those retiring characteristics which are her most
becoming ornament, those gentle occupations which are her best employment, find no
record on pages whose chief aim and end is the blazoning of manly heroism, of royal
disputations, or of trumpet-stirring records.36
While she writes forcefully about the need for women to be remembered and their work
appreciated, she did not mean to elevate herself or the work of women (embroidery) to the same
level of men:
Women are courted, flattered, caressed, extolled; but still the difference is there, and the
“lords of the creation” take care that it shall be understood. Their own pursuits – public,
are the theme of the historian – private, of the biographer; nay, the every-day
circumstances of life – their dinners – their speeches – their toasts – and their post cœnam
eloquence, are noted down for immortality: whilst a woman with as much sense, with
more eloquence, with lofty principles, enthusiastic feelings and pure conduct – with
sterling virtue to command respect, and the self-denying conduct of a martyr – steals
noiselessly through her appointed path in life… And this is but it should be. Woe to that
nation whose women, as a habit, as a custom, as a matter of course, seek to intrude on the
attributes of the other sex.37
Although women like Miss Lambert and Stone sought to elevate the art of embroidery, they did
not attempt to remove it from the realm of the feminine (not surprising given the context of their
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nineteenth-century world). There was no desire to break down the barriers of male versus female,
but instead the goal was to bring respect to embroidery as a craft.
After discussing the approach of female authors, Parker then describes the alternative
goals of male writers of the time, who focused their writing on medieval embroidery (beginning
with C.H. Hartshorne’s English Mediaveal Embroidery, written in 1848).38 Hawthorne
acknowledged that women worked professionally as embroiderers, but emphasized that they did
so primarily for “amusement,” a concept perpetuated in later writings by Frances and Hugh
Marshall in their book Old English Embroidery, published in 1894.39 Hartshorne’s writing
helped create the stereotype of an embroiderer as a “pious, secluded, faithful, and dutiful
woman.”40
Shut up in her lofty chamber. Within the massive walls of a castle or immured in the
restricted walls of a convent, the needle alone supplied an unceasing source of
amusement; with this she might enliven her tedious hours, and depicting the heroic deeds
of her absent lord, as it were visibly hastening his return; or on the other hand, softened
by the influence of pious contemplation, she might use this pliant instrument to bring
vividly before her mind the mysteries of that faith to which she clung.41
This image resonated with the Victorians, despite the reality that noble households in Britain
maintained embroidery workshops employing both female and male embroiderers – which any
lady of the household could join at will.42 Hartshorne's image, however, was carried on in
literature for years to come, with writers portraying embroidery as a symbol with elements of
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“incarceration, the slow passage of time, and embroidery as compensation for male absence.” 43
Victorians also were drawn to the literature of courtly love, a literature that idealized women and
love as a dignified passion which developed at the end of the eleventh century and flourished
until the thirteenth century.44
These texts formed a wealth of resources for the fantasies of Victorian needlewomen
embroidering and decorating the garb of medieval knights.45 Stone wrote that the clothing of
medieval knights was “varied in form but mostly made of rich silk, lined and or trimmed with
choice or expensive furs, and usually, also, having the armorial bearings of the family richly
embroidered. Thus were women even the heralds of those times.”46 Despite the importance of
embroidery in the literature of courtly love, Parker observes that the standing of embroidery in
courtly society focused on male power, with women simply providing the materials of this
symbolic power.47 The close association of embroidery and the “Victorian feminine ideal,”
Parker argues, has had a lasting effect on the reception of embroidery and its acceptance as an art
form – not due to any inherent weakness in the art form, but due to the association of great art
with masculinity.48 While the Victorian era had its own approaches to the sexes and their
respective artistic productions, this attitude has had continued influence on the regulation of
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embroidery to the realm of “craft” instead of high arts – an unnecessary and imaginary
dichotomy that continues to plague the medium.
With the beginnings of the feminizing of embroidery established, Parker continues with a
detailed history of the embroidery arts and how, in practice, embroidery has hardly ever been a
purely feminine craft. In secular workshops of the middle ages, both men and women
embroidered, and in fact the exclusion of women’s names from records has led some historians
to conclude that women did not practice embroidery professionally in medieval workshops.49
Indeed, she writes that although “twentieth-century historians have largely accepted the
Victorian assumption that professional embroiderers were ‘mostly men’ because mostly male
names do appear in connection with embroidery commissions,” which was due to a woman’s
subordinated state within the Guild structure – her household was “the unit of production,” and
therefore the husband’s name would appear in the transactions. 50 Despite these restrictions
evidence shows that women took apprentices and worked in guild workshops both as masters’
wives and daughters and independently even in the fourteenth century.51 This evidence makes it
clear that embroidery has hardly been a “woman’s craft,” and has been utilized professionally
and personally by both genders throughout history.
In the following chapters, more of Parker’s detailed historical analysis will be used to
confront the continuing feminization of the embroidery arts, which stems from the Victorian
desire to use embroidery as a yoke for women. While there are other sources that provide a
visual or aesthetic history of embroidery, The Subversive Stitch remains the primary source that
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examines the gendering of the textile arts from an academic and critical perspective. While the
gendering of embroidery has often done it a disservice, as Parker observes, it has given the
medium a unique power as the artistic voice of women throughout the ages, and the artists
discussed in the coming chapters make use of this strength even in the twenty-first century.
A more recent text that speaks to the textile arts more broadly is Fray, written by Julia
Bryan-Wilson. Fray is organized from a series of case studies that examine amateur practices
and those intended for fine art audiences. 52 In these studies, the book considers the “classed,
raced, gendered, and sexualized” formations that have surrounded textiles since the 1970s.
Bryan-Wilson argues for the ability of textiles to unravel the high-low divide of art, and that the
constant politicization of textile art makes it a particularly potent medium for change. This
politicization occurs when feminized labor with textiles is valued and devalued in both the
commercial and ideological world, and by the frequent use of textile art as a medium of
oppressed groups (queer and woman-identifying artists in particular). The historical weight and
physical malleability of textile arts leave it open to a wide range of uses and interpretations.
Despite often being attributed to progressive ends, Bryan-Wilson argues that textiles still do not
have a set place in the dialogue of cultural studies or the art canon. In addition to the above
points, all three sections of this book touch on how textile art has been intimately connected to
the physical body, a topic particularly relevant to my research.
The fight for legitimacy as a high-art form is explored at length in String Felt Thread:
The Hierarchy of Art and Craft in American Art, written by art historian Elissa Auther and
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published in 2008.53 String Felt Thread explores the consistent struggle for legitimacy in the
American arts, beginning with the definition of fiber art, the fiber arts in modern-art movements
such as postminimalism, and then moving on to the feminist politicization of the art/craft divide.
While Auther does not focus primarily on embroidery art in her examination and instead
explores the textile arts more broadly with everything from free-standing string and rope pieces,
quilts, clothing, and weavings, the struggles of the broader textile arts encompass the challenges
faced by female embroidery artists as well. In particular, she emphasizes the delegitimizing of
the textile arts due to their associations with femininity – for all textile artists, but especially for
woman artists. Perhaps this struggle is best portrayed in one interaction between artist Brenda
Miller and artist and critic Bruce Boice which Auther describes in the third chapter of String Felt
Thread. Miller’s work Subtrahend (fig. 1) was singled out by Boice in a review of a group show
at the John Weber Gallery in New York City, where he referred to the piece as “a white shag rug
of some sort fixed to the wall, suggesting crafts more than art.”54 Miller responded to this
description of her work in a long letter printed in Artforum, addressing the sexist nature of his
use of the term “craft:”55
Sirs: I am troubled by the introduction of the term “crafts” into the critical vocabulary,
used pejoratively in the description of certain works of art. A recent turn of events is that
many women artists have become interested in “domestic” materials, such as cloth, sewn
objects, and other things normally found in their homes. It is in reference to this
occurrence that I have begun to hear “crafts” applied to artworks. For some time women
artists have questioned whether a work of art made by a woman is treated like a work of
art or an artifact made by a woman instead of an artist…
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Bruce Boice wrote about a work of mine, Subtrahend, in Artforum, January, 1973, that:
“The general appearance of the piece was that of a white shag-rug of some sort fixed to
the wall, suggesting crafts more than art.” The color is not white; the material used is
undyed sisal twine, a fact that can be quickly established by looking at the piece. Each
strand of sisal is simply a device used to measure a specific length and is then affixed to
the wall with a nail at an intersection on an inch grid. Next to the piece was a diagram of
Subtrahend indicating the placement of each measured length of twine numerically. I
must question his language and ask, “crafts more than art,” what does that mean?
When Claes Oldenburg used sewn cloth, the term “crafts” was not used. When Richard
Tuttle used unstretched dyed fabric, he was critically acclaimed for having ended
preciousness. The term “crafts” was not applied to his work, nor the metal “rugs” of Carl
Andre. In the latter case, I say “rugs” because the reference has been made publicly and
could be construed as a “crafts” issue. It has never been: Andre uses metal so apparently
that’s male enough not to be considered “crafts.”56
This pointed response to Boice’s review highlights the care and detail that went into Miller’s
own work, while questioning why other (male) textile artists have evaded the definition of
“craft” in their own works.
Carl Andre’s response to this letter, published alongside Miller’s letter in Artforum, is no
more comforting. He begins by writing “You are disturbed that the word ‘craft’ has been applied
to your work. Do not blame the word but the uses to which it has been put… the real question is
why ‘craft’ has been applied to your work and not to mine.” He then continues and writes. “My
point is that Phil Leider was mistakenly connecting my work to the ‘manly’ art of painting by
calling them ‘rugs’ whereas the word was used to assign your work to such domestic arts as
titting, tatting, embroidery and rose pressing.”57 The selection of tatting, embroidery, and rose
pressing (three distinctly feminine practices) come off more as an insult than any attempt at
constructive dialogue about the distinction between art and craft.58 The review by Lieder that
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Andre and Miller likely refer to does not display a connection between “the manly art of
painting” and the word “rug,” and in fact the word rug when applied to Andre’s work (three
metal floor pieces rendered respectively in aluminum, iron and zinc) is put in quotation marks,
clearly “marking his floor pieces not as rugs per se, but like rugs, floor bound.”59 This
comparison was used primarily to draw attention to the work’s formal qualities of being on the
floor. Andre’s work, due to its use of “masculine” materials and association with construction
and industry (seen as a masculine realm of labor) remove it from the realm of “craft,” which he
attempts to turn into a simple misinterpretation, writing in the same letter:
My works derive from the workingclass crafts of bricklaying, tilesetting and
stonemasonry. I have pointed this out over and over again and yet my works are
described as “rugs.” That I think derives from a sympathetic attempt to rescue my work
from what is impossible to the bourgeois imagination – an art derived from a
workingclass craft.60
Andre makes it clear that he has nothing to fear from his work’s comparison to craft, while
women artists often had their work dismissed simply by association with the “negatively
gendered” term.61 Textile artists, including embroidery artists, continue to suffer for the negative
coding in the word craft, and even in recent shows such as the Whitney’s Making Knowing:
Craft in Art 1950-2019, opened in November of 2019, relegate certain mediums to their own
category of the arts. The line between the “fine arts” and “crafts” is blurry at best and does not
serve to benefit an understanding of art history or the artists within it.
The continued writing on the difficulties of “art versus craft” specifically when it comes
to embroidery art affirms that even contemporary embroidery artists cannot escape the relegation
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and degradation of their work as separate from the fine arts. Through this thesis, I demonstrate
the high level of skill and forethought that goes into each stitch of these artworks, while arguing
that the definition of “craft” in its derogatory form serves only as a sexist inheritance of the past
that does a disservice to skilled contemporary artists who chose this medium. I will also argue,
however, that the reclamation of the “feminine” attributions of embroidery can enable artists and
activists to put forth a more potent message – even if this message is subversive in nature.

21

CHAPTER TWO
Stitching the Domestic Experience
Throughout modern history, the domestic space has been frequently intertwined with the
labor and social expectations of the feminine. This chapter will focus on artworks that comment
upon women’s roles in the domestic sphere in both past and present culture through the study of
two artists, Joetta Maue, and Tamar Stone, who each use their lived realities and source materials
(both literary and textile) to explore these ideas. A long discourse aligns the domestic sphere
with women’s lives, feminizing this space in ways that now make it a unique social space, fitting
for interpretation.62 Maue uses the topic of the everyday to “defy and contest masculine
censure,”63 documenting the “invisible labor” she performs daily as a mother and homemaker.
For Maue, this subject matter allows her to reclaim her own femininity and show it as a point of
strength (in contrast to how femininity is often represented as soft and weak in comparison to the
strength of masculinity). Her work is influenced by the visual language of samplers, a
historically feminine art form. Her use of appropriated linens adds additional depth to Maue’s
practice, as the fabrics have a previous life visible through stains and discoloration in the fabric.
Similarly, Stone’s work touches on many topics related to domestic labor, but with a broader,
more historiographical approach to the subject. Her Corset Works and Bed Works, in particular,
tie elements of historical literature, found imagery, and repurposed linens to create complex
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three-dimensional works that comment on aspects of confinement, and expectations that
coincided with being a woman throughout history.
To fully understand the depth of Maue’s and Stone’s work, it is first necessary to
understand the history of embroidery in the domestic space. The definition of embroidery as a
domestic art was introduced in the sixteenth century.64 The Renaissance established this
powerful link between women and embroidery, primarily due to the increasing importance of
sexual difference - a “central subject of theology and medicine, and of the ethical, political and
artistic writings of the day, according to Rozsika Parker.”65 The Renaissance humanist view was
that of sexual difference; male and female were meant to exist together, and one could not exist
without the other.66 This new stance undermined the medieval believe that women were
“innately defective,” but did not place women as necessarily equal to men, rather simply
“equally perfect in their sex.”67 Women were considered inferior to men due to the
“psychological effects of their cold and moist humor,” which was believed to “make them unable
to control their emotions.”68 In addition to their smaller physique, this perceived emotional
deficit made it safer for women to lead lives in less prominent roles of society and household.69
This domestic role did not, however, mean the woman of the house was meant to live a life of
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leisure; women of both monied and working classes were expected to look after the household
chores, cooking, cleaning, sewing as well as caring for her husband and children.70 Embroidery
combined the activities of the laboring class with the appearance of nobility, and unlike the more
modest act of sewing conferred an air of distinction to the stitcher and the decorated objects. 71
With this newfound favor in embroidery, ladies began to abandon “masculine” activities, and
embroidery pattern books began to appear, all of which emphasized embroidery’s importance in
social standing.72 As Parker argues:
The role of embroidery in creating an appearance of femininity and nobility could not be
more clearly exhibited. Embroidery combined the humility of needlework with rich
stitchery. It connoted opulence and obedience. It ensured that women spent long hours at
home, retired in private, yet it made a public statement about the household’s position
and economic standing.73
The opulence of embroidery as a decorative art form in combination with the quiet and demure
nature of the craft made it the perfect occupation for a homemaking lady of status. This new
significance on the home (particularly for the merchant class) coincided with a new ideology of
domestic femininity, which brought focus onto childcare over childbirth,74 reinforcing the
importance of women in the domestic space.
Alongside these transitions in women’s roles in the Renaissance, a shift in labor practices
also drove embroidery to become further associated with the private sphere. While women were
not officially barred from participation in most fifteenth-century craft guild workshops,
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progressively rigid restrictions did begin to limit their access.75 Rules banned women from
becoming mistresses in the guild, and even prevented them from entering into apprenticeships or
being employed by guild masters.76 This control was due in part to the anxieties surrounding
unmarried women (restricting the ability for a woman to be self-sustaining would force her into a
structure of male family control), and also helped “protect and enhance masculine pride,”77 as
these restrictions were applied broadly, even in more “feminine” trades, including needlework.78
These limitations did not, however, mean women did not receive professional training at all,
simply that their ability to profit independently from a trade made nearly impossible. Women
still learned skills for family life (including sewing and embroidery) from their mothers and other
family members, but there were also training opportunities available to prepare young women for
domestic life.79 In Paris in particular, the late seventeenth century saw a significant increase of
training opportunities for women, many training under seamstresses. 80 In many cases a girl’s
parent would be the one to place her in such apprenticeships, demonstrating that in some areas
there was a desire to train girls to have a trade they could practice to some degree in and outside
the home.81 By the seventeenth century, needlework would become a primary part of education
for women, ensuring that their education differed from that of their male peers with the inclusion
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of feminine topics such as “music, dancing, and embroidery.”82 While women of means also had
access to other areas of erudition (such as languages), needlework in particular was praised for
its ability to prevent idleness and the temptations that would come along with it - making it a
craft ideal to protecting women’s chastity.83 It is this sociopolitical shift in the perception of
embroidery that led to the domestic arts being repeatedly equated with virtue, as it helped ensure
that women would remain within the home and refrain from academic book learning.84
Sixteenth-century feminist poet Louise Labé of Lyon had observed this phenomenon earlier,
writing: “All I can do is to beg our virtuous ladies to raise their minds above their distaff and
spindles and try to prove to the world that if we were not made to command, still we should not
be disdained as companions in domestic and public matters by those who govern and command
obedience.”85 These attitudes toward embroidery as a virtue signal and innocuous medium have
endured, but have been utilized by contemporary artists ironically to relay messages about
femininity as well.
The increasing detachment of women from paid professional production beginning in the
fifteenth century brought about the emergence of the amateur embroiderer, and an expansion of
the scope of domestic embroidery, as every surface of the home become a place to showcase
embroidery skills.86 This new model of creator has had lasting effects on the art form and has
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even led to embroidery art entering the category of a “hobby.” Lucy Lippard wrote about this
phenomenon in her 1978 essay “Making Something from Nothing (Toward a Definition of
Women’s ‘Hobby Art’),” and argues that the application of the word “hobby” to traditionally
feminine arts is misplaced and derives from the perception that textile arts are inferior.87 This
background brings the following artworks of Maue and Stone into sharper focus, as their work
creates a dialogue with the legacy of domestic homemakers.
In her wall-hung embroidery pieces, Maue’s work draws from her personal life: her
emotions, insecurities, strengths, and intelligence. She uses the topic of the everyday to “defy
and contest masculine censure.”88 By exploring these issues, Maue endeavors to reclaim her own
femininity and show it as a source of strength (in contrast to how many cultures represent
femininity). Her use of appropriated linens makes this statement even more interesting, as her
fabrics have already had a previous life still visible through stains and discoloration in the fabric.
Her works are intimate and layer both the past labor of those who may have created the base
material (whether on handkerchiefs or other linens) and her own labor in creating the artwork. 89
Handkerchiefs are a particularly pertinent cloth due to their history in both women’s labor and
their particular use as a “dirty item” used to collect unpleasant bodily fluids.90
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Maue’s use of handkerchiefs is poignant given the object’s historical association with
women’s bodies and status. In the early modern period handkerchiefs were seen as representative
of women, and the prominent display of a clean and well embroidered “hand-kercher”
demonstrated “women’s purity and wealth.”91 The use of these cleaning cloths, however, also
inherently referred to the ideology of women as “leaky vessels,” 92which posed a danger, the
“danger of overflowing women.”93 Female bodily fluids and secretions were seen as shamefully
uncontrolled,94and while a clean handkerchief indicated cleanliness, it also implied that at some
point there may be dangerous excretions. Maue, however, uses the stains in her found materials
as a loving source of inspiration, and embraces the indexical signs of the body on the cloth.
While her work represents scenes of more traditional visions of femininity, her use of materials
acknowledges the complexity and overflow of emotions in each intimate artwork.95 This
sentiment is reminiscent of the work of Miriam Schapiro, who utilized handkerchiefs (among
other found fabrics such as aprons, doilies, napkins and tablecloths) in her femmages (feminist
collage) as a way to collaborate with anonymous women in her artistic practice, such as in her

91

Gruner, 22.

92

Will Fisher, “Handkerchiefs and Early Modern Ideologies of Gender,” (Shakespeare Studies (Columbia) 28,

2000), 201.
93

Gruner, 22.

94

Fisher, 201.

95

Gruner, 23-24.

28

work Connection (fig. 2, 1978).96 Maue also values the legacy of her materials, and proudly
displays their past as a backdrop for her present experiences.
9 months (overwhelmed, excited, restless, uncomfortable, impatient, frustrated,
apprehensive, bellyache, exhausted) (fig. 3, 2010) is a dynamic work by Maue that incorporates
all the elements of her work discussed above. The work consists of a circle of nine pieces of
appropriated handkerchiefs and doilies hung in a circle with visible pins, each with detailed lace
trim.97 It is apparent that these linens are reclaimed as they have visible spots of discoloration on
the cloth and the lace, and some even seem slightly stretched out from use. On each handkerchief
Maue stitched a single word: overwhelmed, excited, restless, uncomfortable, impatient,
frustrated, apprehensive, bellyache, and exhausted. Each phrase is depicted in delicate script
lettering. This series was created during Maue’s pregnancy, bringing additional meaning to the
featuring of nine individual pieces.98 The hours of repetitive stitching can be seen both as a
meditative and reflective practice on the variable responses to her own pregnancy.99
Additionally, as Mariah Gruner writes, the work “draws a parallel between the laborious, tender,
frustrating, pleasurable work of stitching and the embodied and emotional work of maternity.”100
Her own experience, stitched onto vintage materials likely created by women of the past, bond
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Maue with the shared experiences of generations before her. When speaking of her own work, it
is obvious that her choice of subject matter and materials is carefully calculated:
I am interested in the labor of loving, mothering, living and caring for the domestic space,
and embroidery can be an actual moment of labor on these thoughts. It can also represent
the love and commitment I am interested in meditating on as it takes so much time, love
and follow-through to complete the large scale works that I create. I work with found
linens, as they bring a witnessing of the spaces and relationships that I am exploring to
the work. It is also important that my materials remain in the everyday experience, so I
tend to only use ‘used’ linens and cotton/linen materials. I do not want things to become
too precious but instead remain approachable and about our daily existence. 101
The use of stitched words also invokes the history of sampler-making.102 Sampler making
can be seen as a fundamentally feminine art form, and very few samplers were produced by male
creators.103 Since the sampler as a medium itself, as Toni Flores Fratto writes, was meant to
“display and inculcate the virtues deemed appropriate to a proper female… neatness, cleanliness,
industriousness, obedience, cheerfulness, modesty, and most especially piety,”104 these samplers
often featured stitched Bible verses or phrases relating to these values, as seen in a sampler
created by Mary Atkinson in 1814 (fig. 4). This use of language in Nine Months (and many
works from her oeuvre) further deepens Maue’s connection with the history of women’s artistic
practice and the experiences of the women that came before her.
Maue also references sampler-making in Becoming Whole (fig. 5, 2020). In this large
embroidery and applique piece, Maue again stitches onto found linen, which is visible in the
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cloth’s varying colors (some areas showing signs of stains or wear) and tattered edges (most
obvious on the top left edge of the work).105 The central image of the work pictures three women
and a child, all nude, their outlined but transparent figures overlapping. Each figure is stitched in
a different color thread, making it easy to distinguish each one from the other despite their
interwoven forms. The form furthest to the right is a pregnant woman in profile; she faces the
right of the cloth canvas, head turned slightly down with short, cropped hair tucked behind her
ears. Her arms hang down and embrace the bottom of her pregnant stomach tenderly. On the far
left of the figure, stitched in a lighter brown thread, a woman holds a baby with mussed hair.
They both smile, the woman looking down toward the child lovingly, holding them closely. This
motherly figure wears only underwear, the child covering most of her body. The central woman
faces the viewer, gazing slightly up and into the distance. She stands with her arms outstretched,
fully nude and taking a step forward. The figure’s left arm – which extends just past the round
stomach of the pregnant figure – has a blue and white butterfly landing delicately on her finger.
The figures can be seen as representing the different stages of life for a mother; the central figure
looking forward toward the future, as the other two figures embrace the stage of life they have
entered.
In the surrounding wreath of brightly colored flowers there are further visual connections
to samplers. The top and sides of the wreath are one strand of continuous florals, with roses,
sunflowers and what appear to be pink daisies interwoven, while the bottom of the wreath
(directly below the three figures) larger roses are carefully stitched and appliqued (emerging
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from the fabric and creating literal depth) in a colorful multicolored bouquet. The largest rose is
created from a cut-out piece of checkered pink fabric, its geometric repetition setting it apart
from the other florals. More delicate flowers and soft swirls encircle the central motif, exhibiting
no exact pattern but with four pink poppies anchoring the design near the corners of the cloth.
Each elegant twist of embroidery is done in small but visible stitches, keeping the artistic process
in full view. The lively florals in combination with the central image of the three women – or
perhaps the same woman in three stages of life – can be seen as representing a metaphorical
blooming into motherhood. Like the previously discussed work, Becoming Whole shares visual
elements with traditional samplers – most notably the flower border – and speaks specifically to
the areas of life the artist associates with her own relationship with femininity.
Invisible Labor (fig. 6, 7, 2019) is a densely stitched piece with many familiar motifs
from the previously discussed artworks. The off-white background of the composition is
completely covered in neat, stitched sentences. Each details an act of labor performed by the
artist during her time as a mother or within the domestic space. As implied by the title, this type
of labor traditionally goes unnoticed in its subtleties (frequently taking place or out of sight and
therefore out of mind) and repetition. The backing for this piece is again found linen, and the offwhite stitching of the letters blends in with the slightly beige background; atop these rows of
writing is decorative embroidery. Creating a frame-like shape near the top and bottom of the
canvas are two rows of primarily brown lines that appear as a fence of sorts, bound together by
small “x’s” of yellow thread. On the left and right two intricate flowers connect the brown
fencing. The flowers feature a row of explosive blue stitches on the outside, with yellow and
pink inside, and small green fronds extending and touching the fencing above and below. The
flower on the right is noticeably incomplete, however; small blue markings indicate where
32

stiches should be, but unlike the flower at left they are absent. Even the flower at left is missing
some of the small yellow circles that form the center of the bloom. While Maue does not explain
her intentions in the absence of these stitches, they suggest a signal of the constant
incompleteness of the tasks involved in domestic labor; while progress can be made, it seems a
parent’s or homemaker’s work is never truly finished. The use of this framing with language
inside of it is once again a clear reference to the history of samplers, as this imagery was a
common visual element of such works, and we can see a similar strategy in a sampler of a map
from 1798 (fig. 8). This visual connection in combination with the use of reclaimed material
fuses longtime representations and connotations of femininity with Maue’s contemporary,
personal experience to create a commentary on persistent labor inequities in the domestic space.
Although she does not work only from personal experience like Maue, Tamar Stone also
seeks to create work that comments on women and labor in the domestic space. Stone writes that
her inspiration was her own experience of being confined, or “held in place” by the back brace
she wore from the ages of 13 to 18 for her spinal curvature.106 This restriction has led Stone to
explore stories of women who have been controlled both physically and culturally,107 which
manifested more literally in her Corset Works and then evolved into her Bed Series. Stone has a
particular interest in narrative storytelling, and often refers to her artworks as “books” which
must be interacted with in order to be read and understood, each layer of her creations revealing
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a new “page.”108 The use of reclaimed corsets and cloth to create these books creates literally and
conceptually layered works filled with primary sources both literary and material in nature.
Stone’s Bed Work series is her body of work most focused on the domestic space, and the
past and present confinement of women within this realm. These works focus on the importance
of the bed within the home, and the memories and historical values placed on them.109 Stone
frames the bed as one of the most prominent places in the home, a place where historically life
(birth) and death (sickness) would commonly occur, as well as a space for rest and intimacy. 110
While she acknowledges that, of course, these spaces and activities are shared by both men and
women, she argues for women’s particular place as the central homemaker throughout history
and focuses the project on the feminine experience. This context influences both the content of
the work and its prescribed reception, as Stone writes, “It is because of these domestic
associations, that in order to read these intimate stories the reader must unmake each bed, pulling
back the covers to ‘turn the pages.’ In order to close the work (book), one must re-make the bed,
mimicking the actions of women’s housework that have been done for centuries.”111 These
layered pieces are sculptural in nature, and while they focus on similar subject manner as Maue,
provide a completely different experience and frame of reference.
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One work that engages these issues, A Useful Domestic Exercise (fig. 9, 2007-2015) from
Stone’s Bed Series, is at first glance, a seemingly straightforward structure. The work consists of
an antique brass bedstead with wheels (formerly used as a child’s toy or sales model as it
measures at only seventeen inches high, fourteen inches wide, and twenty inches long), holding a
neatly made bed with a pale green plaid bed covering, and off-white pillow. Covering the surface
of both the sham pillow and bedspread is row upon row of text; both the front and the back of
each layer of the bedspread is covered in quotes from sources dating from 1838-1991, all
discussing how to be a proper housewife or the issues and invisible labor that often occurs in the
home.112 Although Stone hand stitches many of the vintage cloths together and does some
embroidery by hand, many of the quotes are embroidered by machine. This technological
method gives the text its perfect, almost printed appearance (and, in fact, some of the images and
smaller text are printed onto the fabric with ink). The text on the front and back of the pillow
sham (fig. 10, 11) sets the stage for the subject of this work, reading, “They call it the Business
of Housekeeping. One thing that contributes to being businesslike is to have the right “business”
atmosphere… The homemaker needs an “office” corner, no matter how humble, where she can
go… (a few shelves will suffice) to increase her system and pride in the “business” end of
housekeeping.”113 This quote makes it clear that this work will be about the domestic space, and
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frames housekeeping as a business, indicating both that this is a task essential to maintaining a
house, but also that it would be a highly time-consuming task much like any other full-time job.
As the layers of A Useful Domestic Exercise are peeled back, other quotes are less a
commentary on a homemaker’s role and more on the minute details that go into maintaining
materials in the home. For example, the smaller pillow that sits underneath the sham pillow,
comforter, and the white pillow sham (fig. 12, 13) is crafted from a vintage cotton handkerchief
and features a quote detailing how bed sheets and pillowcases can be repurposed into “dusters,
cot sheets and lots of other things.”114 Other excerpts are commentaries on women in the
domestic space. The green bedspread (fig. 14, 15) has a quote that both acknowledges
misconceptions on the exhaustion that can come with maintaining a home, and the joy that can
simultaneously come with it:
Men don’t think women get tired. I mean they think we have this constitution that just
goes and goes…. (…) But I like housework. You know this is a really weird thing. You
know how many people, women, complain about it, because they say “It’s unfulfilling,
it’s unrewarding, I hate it, it’s monotonous.” Well so is typing and so is running a
computer. Any job can be. It’s what you make out of a job.115
The down quilt cover underneath (fig. 16, 17), made from an old feed sack with a delicate flower
and checked pattern, has two longer passages (one from 1899 and the other from 1911) which
detail the specific ways to sleep to maintain health and hygiene; they include advice on
everything from the position in which to sleep and the importance of sleeping alone. 116 The sheet
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and even the mattress below continue with similarly instructive texts intended for women
readers, which demonstrate the ever-evolving standards a traditional homemaker must maintain.
Even the mattress (fig. 18) is stitched with guides on mattress-buying, mattress maintaining, and
even a small quote which just reads, “Thursday, 17 hot… cut a piece off the side of my mattress
to make it fit the bed.”117 The instructions of these texts, if followed exactly, portray a timerestrictive routine in maintaining the home. Although it is apparent from some of these excerpts
that women did (and continue to) find joy in housework, Stone uses this complex piece to
portray the confines placed on women by using an everyday domestic object as the frame for
primary sources read by women throughout generations – all printed on repurposed materials
that have been utilized in some of these day-to-day activities.
One of Stone’s Corset Works, What Mothers Want (fig. 19, 2014-2019) reflects on the
culture of motherhood, and the societal pressures girls often face to become mothers themselves
from a very young age. The work is composed of three individual corsets, each containing its
own book inside.118 Each corset-book’s title is inspired by advertisements found in early
twentieth-century magazines: Features of Loveliness, The Mother Intent, and Form the Figure.
The smaller corset-books inside of each of these larger pieces also have titles: The Mother
Interest, Punctualities of Dress, and An Inborn Habit. These smaller books demonstrate the
variety of corsets available, such as maternity corsets, whale-bone supports for infants, and
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corsets for young women.119 On the pages of this work Stone also features many portraits of
young girls with their sisters and mothers, children posing with dolls, images of young girls
mimicking her mother, and printed fragments taken from corset catalogues for children.120 These
images and texts are made more poignant as they are printed on and inside of vintage corsets,
providing a readily available visual reference to the subjects discussed.
What Mothers Want is, when fully assembled, a rather demure piece. The corsets and
interior books are stored within a simple white box printed with the title, date, and artist’s name
(fig. 20). Once opened, there are two slots on the right and the left side of the box lined with
floral paper (fig. 21). The left side of the box stores a small antique wooden hand mirror,
mounted with a piece of purple ribbon. This mirror is a reference to a postcard Stone acquired,
titled An Inborn Habit, which inspired this corset work and its contents (fig. 22).121 On the right
side of the opened box is a white cloth with careful stitching, which upon closer inspection is
revealed to be an antique corset bag, with original hand-embroidered flowers and “s” (fig. 23).122
It is within this white cloth that the corset-book is stored, which can be revealed by unbuttoning
the four clear plastic buttons. Within the outer corset, with the title Features of Loveliness
machine-embroidered between the boning, are the aforementioned layers of corset books.123 The
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cover has a machine-stitched embroidery of a corset, with the words “The Mother Interest” (fig.
24). Within the cover is a corset ad (for the same style of corset that appears on the cover), and a
picture of a maternity corset. The reverse of these pages features the passage that bears the same
title as featured on the cover, “The Mother Interest:”
The mother is the all-shaping force of child life – the best one to train the child… But if she
is to become a wife and mother, how different should be her training! She must be taught that
it is woman’s lot to minister unto others. To fulfill this lot, she must learn to bear pain,
sickness, and disappointment with patience and fortitude. So far from expecting attention to
every little ailment she may experience, she must not dwell on them but must rouse herself
from the disabling effects of indisposition by strenuous persevering exertion in the path of
duty.124
This text makes it clear the role of a mother is to put all others above herself even perhaps to the
point of ignoring her own needs. The next two pages feature contrasting quotes; the left side of
the page encourages mothers to put their young daughters in corsets, while the right side
discourages it as it may “prohibit their physical activity” and “foster a premature sex
consciousness.”125 The following pages continue similarly, both discussing the relationships
between mothers and their daughters and the role of corsets as essential to forming both good
habits and a preparedness for their entry into motherhood and society, or texts describing the
importance of allowing girls to be corset-less in their youth. Throughout this first book and those
that are enclosed within, it becomes clear the pressures put on young girls to enter motherhood as
they age through societal pressures which are supposed to be partially imparted by their own
mother. However, there are an equal number of texts represented that question both corsetwearing and these attitudes toward motherhood. Inside of the third interior book (fig. 25) a
passage reads, “When our infant daughter coquettes with visitors or wails in maternal agony
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because her both has broken her doll, whose sawdust remains she nurses with piteous care, we
say proudly that ‘she is a perfect little mother already!’ What business has a little girl with the
instincts of maternity?”126
Through this highly detailed and almost overwhelmingly layered piece, the viewer can
engage with many perspectives on womanhood throughout the texts, pictures, and even objects
enclosed within this piece. The vintage corsets, with the linguistic embroidery of the artist,
provide a literal image of bodily confinement women were often forced into from a young age. 127
Additionally, the culture of motherhood was constrictive both emotionally (in the high standards
and pressures applied to mothers) and physically, as her tasks required to her to be in the
domestic space with her children much of the time. While close reading of each text in this threedimensional piece reveals the many layers of confinement that are placed upon mothers, and
although the images and literal corsets may be tokens of the past, the approach to mothers as
inherently selfless and homemakers is still present in contemporary life.
Through the examination of these artworks by Maue and Stone, it is clear that while ideas
around motherhood and domestic labor have evolved, in many ways, contemporary conceptions
of an ideal mother and homemaker have remained consistent. Maue and Stone showcase the
stories of women (whether through their own personal experiences or the stories of others) who
face pressures to conform to societal norms as well as the fears and joys of becoming a mother.
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Throughout both the contemporaneous and antiquated stories of Stone’s works, it is clear that
domestic labor is often undervalued and confining, particularly so in previous centuries. The use
of embroidery art in combination with reclaimed cloth adds a potency to these works due to the
historical attributes of embroidery as feminine, but also because of the stains and wear of the
cloth bearing witness to the individuals (many of them women) who came before. This level of
engagement with their materials is essential to both Maue and Stone’s artistic practices, and
understanding this context provides a richness to their images while still demonstrating the
relevancy of embroidery in contemporary dialogue.
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CHAPTER THREE
Embroidery Art and the Female Body
The practice of embroidery lends itself to corporeal explorations, particularly issues
pertaining to the female body because of its traditional placement in the “feminine” realm of the
arts, and sometimes more literally because of the use of organic materials such as hair as an
embroidery medium. This chapter will focus on the work of three artists: Kate Kretz, Ghada
Amer, and Sophia Narrett. Kretz’s work explores the experience of aging as a female–and the
biases and stigmas surrounding aging women. Amer and Narrett focus their work on female
sexuality and the societal tensions that surrounds women and sex, particularly when it relates to
pleasure. All three artists use embroidery to create images that use or subvert traditional modes
of representation in relationship to the female body. The resulting images are powerful messages
that not only speak to the respective artist’s personal experiences but also create broader
dialogues with issues occurring throughout society at large. Although embroidery has frequently
bordered on the edge of “craft,” these three artist’s creative practices demonstrate the medium’s
place in the high art world and bring into question the necessity of this hierarchy. In addition,
Kretz, Amer, and Narrett work with the knowledge of and in dialogue with their artistic
contemporaries and predecessors, firmly placing each artist in the world of so-called “high art.”
Kretz is U.S. artist who originally trained as a painter but has come to work across
mediums - the most prominent of which is embroidery.128 Her areas of focus are broad but center
on political issues and contentious social topics (such as moral and environmental issues
surrounding meat consumption). Regardless of the topic of each respective works, however,
Kretz says the embroidery “functions as a medication, a healing prayer, or a potent
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incantation.”129 She endeavors to embed each art object with “as much power as possible, to
actually rival the impact of that original impetus for making it.” Kretz is “aiming for a beautiful,
exquisitely-crafted gut punch.”130 Her work does this through the use of the embedded meaning
of embroidery in combination with her own visual imagery.
Kretz’s series Women of a Certain Age, created between 2013-2014, uses strands of
white and grey human hair collected from multiple women to create artworks that comment on
conceptions surrounding aging women and their behavioral expectations. Kretz uses this organic
medium for the properties she believes it contains, saying, “To me, hair is the most potent
medium one can use. Like the rings of a tree, hair holds an individual’s history over time: It can
be ‘read’ to discover periods of illness, stress, or pregnancy.”131 Community participation is also
an important element of this series, and many of the participants began to view their greying hair
in a different light, remarking that as they saved each strand to send to the artist they “came to
see previously shameful strands as precious silver.”132 While this background is not essential to
the work’s presentation, the participation of other individuals adds a collaborative nature the
works and fights the stigmas of aging described within this series on a personal level for each
contributor. This series not only interacts with the artist’s own bodily experience of aging and
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being a woman but also literally involves the bodies of many other women as well, all
experiencing the same phenomenon.
The first piece titled Une Femme D’un Certain Âge (fig. 26) from 2014 depicts an
intricately embroidered dagger crafted from the silver strands from dozens of women. The
dagger seems to float in the center of a black cotton background, surrounded by a black frame
that makes the blade appear to emerge from the canvas. The blade itself is modest in size for the
33 x 22” surface, so its detail must be seen close up (fig. 27, 28). The hilt of the knife features
delicate embroidery. These small stitches form soft curving lines and decorative flourishes that
glint playfully across the handle of the blade, the right side highlighted in brighter light. Kretz
leaves the negative space of black cotton around these silver details–a creative way of adding
shadow without using any additional material besides the collected strands of hair. Below these
ornamental details, the cross-guard cuts horizontally, bringing with it a seemingly rougher
texture which still plays with the light, but lacks the frill of the section above. This sharp
departure sets the stage for the blade beneath, which appears tarnished and well-worn (as
indicated by darker patches, once again created using the cotton backdrop). Despite its age,
however, the blade is still sharp, made clear by the gleaming edges of the blade which are the
brightest highlights of the composition. These highlights use the tightest stitching and are a
testament to Kretz’s skill with such a fragile organic medium.
Une Femme D’un Certain Âge is a visually and technically compelling work, and its use
of hair and embroidery adds to the potency of the work. The silver hair in each stitch is a literal
representation of the aging of women, and an aspect that is often considered negative. Many
women feel compelled to dye their hair to maintain their beauty and “youthfulness,” although the
reasons for greying are dependent not only on age but instead rely more on genetics and other
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factors,133 and instead the marketing surrounding youthfulness has contributed to the stereotypes
surrounding grey hair. Kretz, of course, is not the first artist to use hair as an embroidery
medium. As early as the sixteenth century, artist Mary Linwood utilized hair in her practice.
Linwood is one of the best known needle painters, who “developed a method of imitating oil
painting with specifically dyed worsteds worked on thick cloth in small, short, and long
stitches.”134 She is also credited with inventing “black and whites,” a style of embroidery that
“emulated prints and drawings with fine black silk and sometimes human hair.”135 Despite her
groundbreaking work, Linwood’s work was commonly judged by contemporary reviewers only
by the “quality of femininity on display,” 136 despite the overwhelming agreement that her work
was beautifully and skillfully crafted.137 In 1973, Patsy Norvell created her Hair Quilt (fig. 29)
with locks of hair collected from the members of her feminist “consciousness raising” group,
embedding the bond of each woman together into a physical object138 – not unlike Une Femme
D’un Certain Âge. Kretz harnesses embroidery’s traditionally feminine roots, and grey hair that
is often used to shame women to create an object of power and violence. While the handle of this
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blade may suggest feminine softness and fragility, it is merely part of the larger picture of an
intimidating object that can be used to wield power–perhaps referencing the power a woman can
have if she wields her age as a weapon in a culture that fears aging.
Another work Kretz’s Women of a Certain Age series, Sauvage, named for the word
embroidered within, features an unstructured bundle of brunette hair contained within an oval
frame (fig. 30). While the brunette hair is almost uncomfortably casual in its arrangement
(forming the shape of a pubic triangle), the delicate stitching of the word “sauvage” a French
term meaning “wild” or “natural,”139 binds the brunette strands to the velvet backing with soft
swirling script (fig. 31). This piece, due to both the shape of the frame and the style of the work
within, connects to another artwork from the same series, titled Hag, a work with a circular
frame with ornate silver detailing, and a clump of grey hair (fig. 32). As with all the pieces from
this series, this hair has been collected from several participants, and therefore the strands vary in
shade, giving the circle of hair an almost nest-like appearance. Unlike in Sauvage, this work uses
the hair as a base for more traditional thread embroidery, but once again the lettering of the word
“hag” (a term used most often to describe a witch, especially one in the form of an ugly old
woman140) is depicted using a soft script (fig. 33). The black thread seems to recede into the
black velvet background, making the silvery strands of hair stand out even more, and
emphasizing their similarity to the silver frame.
Both Sauvage and Hag share many aspects, both visually and conceptually. Visually, the
use of a rounded frame–particularly the more elaborate one of Hag–brings an element of
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reverence, making the hair bundles and accompanying embroidery feel more object-like, as if
they were artifacts that had been preserved. Kretz used these frames as a reference to Victorianstyle portraiture, saying, “Some work is embroidered on fabric that is stretched under convex
glass in a Victorian oval frame to emphasize the relic nature of the pieces.”141 If we approach
these works from this perspective, they can be understood as portraits of womanhood, and the
degradation that comes with being a “woman of a certain age.” In this sense, the hair and
embroidery of these works stand-in for the portrait (body) of an actual woman. Through this
approach, we can see parallels to the groundbreaking work of Harmony Hammond, who has also
used hair (real or artificial) as a substitute for the human body and words, notably in her work
Speaking Braids (fig. 34).142 Speaking Braids consists of a bronze woman’s head mounted on the
wall with a long hemp braid emerging from the mouth like a tongue, falling to the ground in a
loose spiral atop a book shaped object. The braid was a common symbol in Hammond’s work,
which symbolized the three strands of lesbian art: “gender, sexuality, and art.”143 Hammond also
noted that “from time to time other strands, such as history of identity, are woven in and out.”144
While Kretz’s work does not focus on lesbian communities specifically, the collection of hair
from multiple women can be seen similarly to Hammond’s braids through its emphasis on
feminine community. Kretz also notes a deep connection to hair as a medium, writing,
“Embroidering with hair possesses its own unique intensity: each barely perceptible stitch is like
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a rosary bead, marking a tiny but ardent prayer whispered over and over.”145 Whether
embroidered or twisted together, these archival pieces of women’s lives become intertwined,
creating a powerful portrait of the shared experiences of female aging.
The work of Ghada Amer, in turn, explores feminine sex and sexuality. Amer’s body of
work spans many years and multiple mediums, but the focus of this examination will naturally be
on her embroidered artworks. Amer was born in Cairo in 1963 and moved to France at the age of
eleven; this allowed her to have a unique insight into multiple cultures from a young age.146 In
particular, curator and writer Maura Reilly writes, this lived experience allowed Amer to
“witness cross-cultural subjugation” of women, “whether from increasing religious conservatism
in Egypt or in more subtle ways by commodity culture in Europe and then America, where she
relocated in 1995.”147 Amer’s turn to embroidery itself stemmed from personal experience of
sexism while attending art school. While studying at the École Pilote Internationale d’Art et de
Recherche in Nice, Amer was discouraged from taking the school’s painting classes as male
students were given preference.148 This constraint led her to seek out her own “feminine artistic
language with which to speak about women, as a woman.”149 Amer articulates this restriction
herself, saying:
I decided to use embroidery in my work after realizing that the language of painting is
dominated by men. It was only when I went for a semester abroad to the School of the
Museum of Fine Arts in Boston in 1987 that I learned that there were important woman
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artists, using different formal languages. Feminism was a topic that was openly talked
about there–in a non-threatening way–unlike at my art school in France where it was
never spoken about, or was considered aggressive, lesbian or man-hating. But in Boston
it was different.150
Embroidery became her signature and primary medium for creating this language, and she has
wielded this tool ever since. Amer uses embroidery to create epic scale works on canvas, both
abstract and pictorial (sometimes seen in conjunction), with powerful results, as Reilly writes:
In Amer’s hands, embroidery is used to dramatic and subversive effects, allowing her to
express herself using a formal language that has been traditionally associated with
“woman’s work” for centuries, while at the same time penetrating the male space of the
painted canvas that had been ostensibly forbidden to her. Her subject is most often
women–the myths and gender clichés associated with them, and the historical
suppression of the female voice. Finding that women are spoken of and for, but very
rarely allowed to speak themselves, her strategy is to find those women silenced through
master narratives and give them a chance to talk back.151
This work scrutinizes many familiar references from fashion magazines and fairy tales and uses
imagery from pornography. In addition, language itself plays a powerful role in Amer’s work
and she makes frequent use of language from dictionaries, the Qur’an, and medieval Arabic
manuscripts. Her work challenges the authority of each of these elements, “highlighting their
exclusions and countering with a powerfully asserted, activated female subject.”152 The power of
the female subject is crucial to Amer’s work, and serves as a prevailing affirmation of “women’s
capacity for and right to boundless sexual pleasure,” which Reilly argues is an “artistic
manifestation of the theory of écriture féminine.”153
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The écriture féminine, a theory proposed by French theorist Hélène Cixous in her
feminist manifesto titled “The Laugh of the Medusa,” “demanded [that] women ‘write
themselves’ in order that their bodies be heard.”154 Écriture féminine is a proposed practice of
feminine writing that can be used “as a strategy of resistance against female repression in
cultural production and society in general.”155 This theory was just one of many feminist
responses to the growing awareness that a “dominant masculinist position structured all
disciplines of knowledge, from history, psychoanalysis, political theory, and art history to less
conspicuously significant areas, such as mythology and fairy tales.”156 In most areas, Man is
presented as the primary and privileged subject, while Woman is always considered the “passive
Object or the obliging prop in the enactment of male fantasies.”157 Cixous along with her
contemporaries saw language as one of the primary sites of historical exclusion; to be able to
speak and write “assumed a dominant position that had historically only been occupied by
men.”158 To resist this exclusion, French feminists recognized jouissance, or an intense form of
pleasure (including, but not limited to, sexual pleasure), as a key component of ending the
“linguistic repression of the feminine.”159 Cixous argued that by reconnecting with her own
capacity for pleasure, and her “well of repressed desires,” the woman would “counteract her
enforced alienation from both her body and from her voice.”160 Experiencing jouissance would
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give women not only a reason to speak, but also something to speak about.161 Since writing had
been explicitly male, however, women would need to discover a mode of expression to
communicate this uniquely female experience. This became both the goal and definition of
Cixous’ écriture féminine: “…first, that Woman must decide to speak; next, that she must speak
about women, their desires, their experiences, their pleasures; and finally, in articulating this new
language specifically suited to speaking the female experience, she will move from a passive
Object to an active Subject.”162 Even with this goal in mind, Cixous struggles in her writing with
the difficulty of women speaking in a society “structured by her exclusion.”163 With no
predetermined models in place, what would this kind of literature and art look like? Amer’s art
seems to answer this question by concerning itself with “the suppression of women’s voices, the
prevalence of men speaking for women, and the resulting dynamic of the absent-present female
who is referred to but remains a mystery.”164 Throughout her career she has explored these ideas
in many ways, and Reilly argues that her embroidered pornography “realizes Cixous’s utopian
notion of writing the body, insofar as jouissance is the critical starting point for female selfconsciousness and, indeed, revolution.”165
These concepts are realized in Amer’s 2004 work And the Beast (fig. 35). This largescale painting places jouissance front and center, with the outlined form of a woman receiving
oral sex (her female partner barely visible within the boundaries of the canvas) dominating the
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forefront of the composition. The figure’s eyes are closed and do not engage with the viewer–
indicating that this act is not done for the benefit of an outside voyeur, but instead is done for the
benefit of the sexual partners involved. Behind these bolder black shapes are more subtly
outlined faces and figures of women in autoerotic poses, traced from images in porn
magazines.166 Some of these forms recede into the background because of their muted tones,
while one woman in the center is depicted in pink acrylic and thread, emerging from the canvas.
In her signature technique, the threads of her embroidery hang from the canvas, appearing from a
distance like drips of paint. On the right and left side of the canvas, two grey images of the
Disney princess Belle (from the 1991 film Beauty and the Beast) frame these images, creating a
startling contrast between erotic imagery and the perceived innocence of Belle. These two
spheres of female ideals bleed into one another in this work, and the flowing hair, wide eyes, and
slightly open lips of Belle bear too many similarities to the porn women to be ignored.167 The
character’s heightened voluptuous breasts incline forward, and her impossibly small waist
recedes, creating “the same gesture of offering that the standing figures have combined with the
act of reaching down toward their own genitals.”168 By combining these images and highlighting
the similarities, questions begin to arise: “Why do children’s images of princesses look so much
like the male erotic ideal? How innocent are these fairy-tale images to begin with?”169 Amer
herself “exploits the latent sexual content within children’s stories and tales,”170 using them to
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demonstrate that “‘children have sexuality that we do not want to see… [it] is an element that
we are born with, not something that we acquire.’”171 Through the combination of images, Amer
explores the societal approach to the female body in its hyper-sexualization, but also allowing
the female figures in her work to fully embrace jouissance and experience pleasure free from
societal expectations surrounding modesty or proper behavior.
In another work with fairy-tale imagery, Snow White Without the Dwarves from 2009
(fig. 36), Amer places similar visual elements from And the Beast within a more colorful
composition. Across the canvas are repeated images of Snow White (as depicted in the1937 Walt
Disney cartoon), clothed in her familiar attire, looking away from the viewer with a wide-eyed
expression. The other figure in this composition are that of a naked porn star repeated three
times. All five bodies are depicted in bright threads of blue, orange, red and yellow, with long
threads dangling from the canvas. Visually, both in scale and execution, this work recalls the
canvases of Jackson Pollock with its expressive streaks of color (fig. 37). All five women have
their heads tilted, mirroring one another, while another figure, spanning the whole width of the
canvas, spreads her legs to reveal a hairy orange vagina depicted in brightly colored thread–an
evocative gesture toward the viewer. Because of the loose drips of thread, the figures blur
together, and their body parts become hard to decipher. Despite this visual interaction, however,
there is no awareness between each individual.172 All of the characters remain “decontextualized
from their prior story–a porn or fairy tale scene–as well as their current surrounding, never
coalescing into a new narrative.”173 Indeed, Amer fully “decontextualizes the appropriated fairy-
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tale imagery, pulls her characters from their original narrative scenes, and deposits them into
free-floating pictorial space.”174 Again, Amer examines the similarities between supposed
“innocent” princesses and porn star figures–illuminating again the constructed boundaries
between these two spheres of femininity.
Amer’s Color Misbehavior (fig. 38), completed in 2009, moves further into abstraction.
The work is a result of the artist’s continual experimentation and invention of new techniques–a
means to “put embroidery on a hierarchical par with painting.”175 Color Misbehavior is a busy
work rendered on an epic scale (measuring 70” x 59”) and filled from edge to edge with colorful
threads. From a distance the work seems fully abstracted, with swirls of color atop a beige
canvas again reminiscent of Pollock’s all-over compositions. Upon closer inspection, however, it
becomes clear that these swirls are being created by the repeated images of Amer’s women,
some looking directly at the viewer, others gazing into the distance. All the figures are nude,
although it is not easily apparent for those whose bodies dissolve into swathes of delicate
threads. The technique used in this work differs from the previous two works as her signature
“threaded drips” are not falling only vertically, but she now creates gestural shapes with the
thread which flow in multiple directions.176 This technical shift is the result of Amer changing
her approach to the entire canvas.
I’ve changed the way I’m using the whole canvas, its stretcher, the threads, and the gel
medium. One major difference is that instead of gelling it while the painting is vertical,
now I'm gelling it on a horizontal. It starts after the embroidery is finished, with two
assistants holding the re-stretched canvas horizontally about four feet from the ground,
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which gives me enough clearance to crawl beneath and arrange threads by brushing them
using my fingers as bristles.177
In Color Misbehavior, Amer allows gravity to dictate the initial thread placement; after
untangling the threads, she and her assistants slowly lower the canvas to the ground, allowing the
threads to “collect and puddle randomly,”178 by holding the canvas as described above but laying
it on the floor instead of arranging each thread by hand. After doing this, the plastic is then used
to wrap the piece as it is tipped upright, allowing Amer to sit with the piece for a few days before
applying the gel medium to lock the threads in place.179 Color Misbehavior was a breakthrough
for Amer, where she found a new method of painting after many years of experimenting.
It was when I finished the painting Color Misbehavior that I suddenly felt that I could
finally paint after all these years. This painting is as important to me as my first painting,
Cinq Femmes au Travail, 1991. Because when I did that painting, I knew I was going to
develop this language of thread. With this new painting, Color Misbehavior, I’ve
discovered I can now finally paint gesturally with thread. I have been developing the
language, the grammar, and now I can write sentences. In this series of recent paintings,
the subject matter is less important to me now. Yes, there are porn women, but I’m more
interested in the technique now. I’m also more comfortable with the content–which is
why I’m finally showing my porn drawings–and can concentrate just on my technique.180
This language of thread Amer has developed resists the typical conceptions of embroidery as a
predictable, meticulous medium and incorporates a type of expressive gesture that firmly asserts
its place in the high art world, and in the genre of abstraction.
Much like Amer, Sophia Narrett uses embroidery to explore sexuality and popular
culture. Narrett, however, does so by creating fantastical scenes of romance, love, violence, and
desire in wall-hanging pieces that she often refers to as “weavings” or paintings. Beginning her
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career as a painter in an MFA program at the Rhode Island School of Design, Narrett began
experimenting with thread-as-painting and says she “fell in love with the process right from the
start.”181 In an interview from 2020, the artist cites her love of embroidery coming from an
encounter with The Lady and the Unicorn tapestries in Paris, a series of six tapestries dating
from the sixteenth century. Each tapestry is understood as an allegory for the five senses, with
the sixth tapestry (fig. 39) devoted to “love and earthly pleasures.”182 Narrett’s experience with
the tapestries confirmed her desire to continue working in embroidery, and specifically to
explore the topic of desire in her work.
I remember standing in front of them, feeling like they were just imbued with the human
spirit… They were these incredible, magical objects, embodying and describing desire.
When I saw them, I had been working in embroidery for a little over two years. They
really helped me understand why textiles felt so right for me to explore my own ideas of
desire.183
Narrett’s embroideries differ from the previously discussed works of Amer and Kretz’s due to
their unusual shapes. Rather than restricting the scenes in her work to the four edges of a canvas,
or any type of frame for that matter, the imagery itself creates the shape of the work–with
unexpected pieces that jut out, and swathes of colorful thread hanging down off the “canvas.”
The contours of her works bring additional visual interest to her colorful compositions. Her
visual narratives, like those of Amer, include images from popular culture sourced from the
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internet, including but not limited to images from television, movies, and social media.184 While
the compositions and colors are wild, Narrett’s process is thoughtful and careful. Before she
begins embroidering, Narrett collages her reference images while understanding there will be
some serendipity in the final work.185 She compares this process to poetry, saying, “I think of it
almost as word choice for rhyming in songs or poetry. You start out looking for a word that, of
course, fits the meaning that you intend, but the selection is also based on its phonetic qualities.
So, some of the meaning of the poem is shaped because it works formally.”186 She takes this
approach as she enters the long process of creating each work, some of which take up to six
months to create.187
Still Burning, created in 2012, has Narrett’s signature amorphous shape, with the primary
background color vivid shades of green, forming grassy hills that seem to continue endlessly due
to the boundless edges of the weaving’s edge (fig. 40). The bottom of the canvas has waterfalls
of green thread dangling toward the floor–again contributing to the boundless nature of the
composition. Atop this sea of green is what at first glance appears as a traditional landscape;
light brown, grey and black horses graze in the grass, and white cherry trees are speckled across
the landscape, repeating, and receding into the distant hills. In the front of the painting lie
multiple nude female figures, many of which reach their arms to the sky. Their placement in the
grass, along with the green threads intertwined with skin-toned threads, makes them feel like part
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of the landscape themselves; even their arms mimic the outstretched branches of the surrounding
trees. Most of the figures are placed along the front edge of the painting, however, along the top
edge women recline on a distant hill. Only one of these figures, placed on the bottom right,
stands upright. Among these feminine nudes stand four masculine characters, all startlingly
clothed compared to the women in the grass. All four are dressed alike, in black pants and a
simple white tee shirt, and all but one holds a blue bouquet of flowers. This one man stands
facing away from the viewer, stepping over a reclining nude and walking toward the standing
female figure, who seems to be holding the blue flowers–as if he has handed them to her.
Although in this work there is nothing explicitly sexual occurring, the work is filled with a sense
of tension and unease as many disparate elements are brought together in this composition. The
scale and composition of the work is reminiscent of Hieronymus Bosch’s Garden of Earthly
Delights center panel, which also displays scenes of lustful behavior amidst a lush landscape (fig.
41). Indeed, parallels to traditional painting are common in Narrett’s works. As Samantha De
Tillio, Curator at the Museum of Art and Design in New York City, observes, “While Narrett’s
subject matter is intimate, the scale of her scenes feels akin to history painting with their
abundance of symbols and multiple action-packed vignettes… She’s in communication with the
traditionally feminine aspects of the medium, but not restricted by them.”188 By using the visual
language of classic history paintings in combination with modern and provocative imagery,
Narrett creates compositions with layers of meaning and interest that are distinct from the
previously discussed expectations of embroidery art after the Victorian period.
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In her even more complex and provocative painting Whisper like a Magnet from 2020
(fig. 42), Narrett combines natural elements with architectural in a colorful composition. The
nebulous shaped weaving has a gentle slope from the top right down to the left side, with branchlike sections of woven embroidery framing both sides. The top right of the canvas depicts a
colorful sky. Delicate stitches of blues, purples, and touches of pink for the background for a
large moon, and other (albeit smaller) moon-like shapes which are sewn primarily in white, but
also have careful shading to depict their spherical nature. Swaths of cloud also recede into the
distance, giving the thread painting its sense of depth. Also contributing to the depth of this work
are the small buildings and characters in the distance, setting a horizon line for this scene.
Surrounded by this colorful sky, a male and female character engage in intercourse while sitting
atop the cloud-like surface of the building (fig. 43). This building does not follow any logical or
realistic structure, and instead contains a surreal multitude of perspectives within one building.
Inside an open glass door (partially hidden by a cloud) leads to a green unknown.
The lower half of Whisper Like a Magnet contains most of the painting’s characters. On
the right side of the painting, characters climb, crawl, and lay atop a colorful bed of flowers.
Narrett cites Marc Chagall as an inspiration of hers,189 and the colorful flower work and nude
figures are reminiscent of his 1960 Rêve D’Amour (fig. 44). Atop the floral floor of Narrett’s
work, couples engage in various sexually charged activities, however some of the characters
seem threatening in their behavior, and one man looms over a kneeling nude woman with his
hands raised, her nudity contrasted by his fitted suit (fig. 45). Behind them, another man, also
dressed in a suit jacket, leans out of a window, and grabs a blond woman by the arm as he smiles
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widely. With his hand in her mouth and her arms and legs extended, there is an element of
discomfort in the disconnect between these characters’ attire (or lack thereof) and behavior. This
unease continues along to the left side of the painting as more male characters, fully clothed in
black suits interact with nude female characters, with two running toward partially undressed
women in the center of the piece. There are only two fully clothed female figures in this piece:
one stands atop a tall lifeguard chair, peering down with binoculars at the activity below (this
lifeguard chair connects with the numerous rescue buoys spread throughout the scene). This
figure is quite literally a voyeur of the explicit activities surrounding her in this dream-like scene,
simultaneously a passive and unsettling character. The second figure is a bride dressed in white
and embracing her groom (fig. 46). This character, although in the distance, is placed in the very
center of the work, a traditional snapshot in contrast to the chaotic debauchery of the foreground.
Whisper Like a Magnet’s complex compositions explore the boundaries of sexuality, while
creating wild dreamscapes where social norms are abandoned, and where pleasure and fear
coexist.
The meticulous stitching Narrett’s paintings creates elaborate and complex paintings
demonstrating a high level of skill in her craft, and a thorough understanding of and appreciation
for historical painting. Through these tangled narratives in her work, Narrett projects sexual
fantasies, love, and danger, and the female characters in her work experience it all without
restraint. Using the medium of embroidery art in this way allows Narrett to create works that are
almost sculptural in their execution, and with layered meanings in their content. Her technical
execution of these embroidered scenes contributes to their chaotic but beautiful personas, leaving
the viewer to create their own dreamscapes while viewing each piece.
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The work of Kretz, Amer, and Narrett testifies to embroidery’s potency as a “high art”
medium. All three artists pointedly harness the feminine aspects of embroidery, creating
artworks that eloquently describe the female experience, in the case of Kretz, or seek to explore
new forms of representation, as with Amer and Narrett’s provocative compositions. By
embracing embroidery’s fluidity as a medium and placing it in dialogue with more traditional
high-art mediums, each artist elevates their craft and continues the legacy of embroidery as a
language of womanhood, while simultaneously introducing new elements to the discourse.
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CHAPTER FOUR
Embroidery as a Tool for Activism and Advocacy
Throughout this examination of both the history of embroidery as a craft and
contemporary embroidery art, the sociological and personal significance of the medium has
become apparent. This chapter will explore this relationship to embroidery from yet another
perspective – that of public art projects and artists’ projects that utilize embroidery as a tool for
advocacy. Although there are countless potential projects and movements to choose from for this
topic, I will focus on two works which are currently ongoing: Tiny Pricks Project created by
artist Diana Weymar, and Space in Between organized by artist Margarita Cabrera. For the artists
and participants in these projects, the materials of thread and cloth are key to the message; artist
Jesse Harrod explains this clearly when she says, “The politics of cloth seem inescapable, and
material and technical histories are fundamental to my choices as a maker… The materials are
stand-ins for political ideas, for people, for movements, for gender expressions.”190 The power of
embroidery art has proven true for each artist examined thus far, and through exploration of
pieces created by those even outside of the art world it will become clear that embroidery art has
a potency for advocacy not shared by all other mediums.
The first public art project I will examine is an ongoing work titled Tiny Pricks Project,
created and curated by Diana Weymar. The project was begun on January 8, 2018, when
Weymar stitched the first ever “tiny prick,” which she titled Tiny Prick no. 1 (fig. 47). The piece
pictured a quote posted on Twitter by then-president Donald Trump which reads “I am a very
stable genius” stitched in yellow thread onto a piece of embroidered cloth (an abandoned project
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of the artist’s grandmother from the 1960s).191 Weymar posted the work to her social media
feeds, and the piece received an overwhelmingly positive response, commending the project’s
creativity and poignancy.192 After the flurry of activity from this first work, Weymar decided to
continue the project, writing, “Assuming he would become more presidential over time, with
only the occasional ridiculous tweet, I decided to stitch one Trump quote a week. However, it
quickly became a daily practice, as I tried to keep up with the outpouring of “unpresidential”
text.”193 As this initial outpouring of support grew, others asked to join the project by submitting
their own “tiny pricks” to the project. Since then, Weymar claims that the project has become the
largest Trump-focused art project with over 3,600 tiny pricks and thousands of participants
globally, who support the project directly through their creations or through donation of vintage
materials.194 Tiny Pricks Project serves as a “material record of Trump’s presidency,”195 and the
materials themselves amplify and accentuate the often-absurd quotes on the artworks. Materials
with a wide range of origins have been submitted, with participants stitching “quotes on fabrics
ranging from a same-sex couple’s bedsheets to handkerchiefs passed down from relatives who
survived the Holocaust.” The project, which began as a cathartic practice for Weymar, has since
become an Instagram phenomenon, with more than 87,000 followers. Additionally, pieces from
the collection have been shown in galleries around the United States and London, and Weymar
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says that part of the goal of the project is, “to create a kind of canon that can be broken into
chapters and exhibited in different places. So, if you have a gallery, you could say to me, ‘I want
300 pieces that address these particular issues, like climate change or migration.’” The scale and
size of the body of work makes it possible to be split almost infinitely to formulate different
shows and bodies of work, giving the project flexibility to showcase work by often “amateur”
creators who may not have this opportunity otherwise.
For Weymar, the decision to restrict Tiny Pricks Project to embroidery was not
coincidental (or simply chosen for the tongue-in-cheek name of the project) but was chosen with
careful thought to the history and perception of the medium itself. Weymar says, “I think that
there’s something really powerful about the contradiction between this feminine and beautiful
and decorative hobby196, that in some ways feels every day or commonplace, and the absurdity
and the surreal nature of this presidency.”197 While things such as Tweets and social media posts
are fleeting and feel impermanent, the stitched pieces provide a sense of permanency to the
words spoken by Trump, “If he says something and I stitch it, how do you see it differently? My
feeling is that if you can stay present long enough to read what he’s saying, you will become
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politically active. You will feel a sense of urgency.”198 She also attributes the success of the
project to the medium, because of its accessibility to many creators and because of stitching’s
nature as a “portable art form that lends itself to multitasking.”199 The intimacy of the medium,
paired with the accessibility, has helped the cause as well as contributors attempt to process and
record the often offensive or personally hurtful quotes from Trump and other political figures.
Although it would be impossible to cover all the pieces in the project due to The Tiny Pricks
Project’s massive scale, examining the strategies and execution of several pieces will illuminate
the tone and variety of the artworks in this collective movement.
A large portion of The Tiny Pricks Project focuses on the sexist, racist, and often
aggressive statements made by Trump during his presidency. Often, these pieces make use of
specific articles of clothing or items to emphasize the message and portray the tone of the words
stitched. One such example is a submission titled Her Father submitted by a user simply
identified as SweaterGrrrl, posted to the project’s Instagram on July 26, 2019 (fig. 48). The base
for the artwork is a pair of woman’s underwear, with pink fabric and trim. The piece itself is
embellished – according to the description – with “crocheted motifs, sadness,”200 and with red
stitching. The messily embroidered text reads: “If I weren’t happily married & ya know, her
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father…”201 This quote references a statement made by Trump printed in an interview with Paul
Solotaroff in the September 2015 issue of Rolling Stone, in response to the interviewer
complimenting his daughter, “Yeah, she’s really something, and what a beauty that one. If I
weren’t happily married and, ya know, her father…”202 This quote is stitched on the upper half
of the undergarment, and two crocheted flowers frame it on the right and the left. Just below the
quotation, a larger crocheted flower is appliqued to the crutch of the underwear, this inanimate
object bringing out the provocative tone of Trump’s words. The use of this visual symbolism in
combination with this uncomfortable quote enhances the discomfort of the viewer and
illuminates the oddity of such a statement. Despite this discomfort, the casual nature of the type
and the bright colors bring an air of irony to the piece that brings it into the realm of satire –
along with clearly “feminine” coding throughout. Using found material and embroidery, this
visual language is one that can be readily understood and “shareable” on social media.
Similarly, an untitled piece submitted by Tiny Pricks Project participant Jenny Morgan,
posted to the project’s Instagram on June 24, 2019, depicts a quote about television personality
and model Heidi Klum (fig. 49). The base of the piece is a well-used “Raggedy Ann” doll, with
stains covering the tan fabric of its body and one eye missing (only a single black thread
remains). This toy was a childhood gift from the artist’s mother and has clearly been well-used
and loved for many years, as evidenced by the stains and tears on the fabric.203 On the signature
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blue dress stitched in white thread is a quote by Trump, made in reference to Heidi Klum,
“Sadly, she is no longer a ten.”204 The word “sadly” is embroidered on the chest piece of the
dress, with dainty red flowers stitched beneath. The remainder of the quote is stitched toward the
hem of the dress, with another row of red flowers almost bordering the trim. The phrase,
implying a lack of attraction, feels oddly fitting for the doll, although the doll’s childlike
appearance provides an eerie tension between the words and the object they are embroidered
upon. Additionally, the emphasis once again rests on feminine iconography not only through the
use of embroidery, but also in the use of a doll marketed to young girls which was gifted to the
creator by her mother.205
A purely political commentary, a piece stitched by Tiny Pricks Project founder Diana
Weymar, posted on February 5, 2020, is simple in form, but executed with precision (fig. 50).
The base fabric is a simple white cloth, most likely a handkerchief, with small decorative edging
or perforations before a delicate hem. The cloth varies in color, showing signs of previous use.
Just off center of the square cloth, a rough cut has been made to split the fabric into two pieces,
the edge remaining jagged and frayed. Across this divide, the quote “The state of our union is
stronger than ever before” is stitched in simple black print. The phrase itself was taken from a
State of the Union address made by former president Trump on February 4, 2020, only one day
prior to the scheduled Senate vote in his impeachment trial, which would determine if he would
be removed from office.206 The irony of this quote, made at a time of potential impeachment of
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the president, is emphasized through the splitting of the fabric, while the otherwise simplistic
design lends a sense of solemnity to the affairs at hand.
As the project has progressed, Weymar began to post images that are introspective about
the artistic process and the act of embroidery and the textile arts. One such example is an
embroidered vintage handkerchief posted on July 31, 2021 (fig. 51). The piece features an
embroidered quote from the American historian Tiya Mile’s essay “How the Survivors of
Slavery Used Material Objects to Preserve Intergenerational Wisdom,” and the image was posted
along with the following longer, more complete quote in the caption:
“There are so many stories about the objects that were lost,” the family historian Kendra
Field has noted, “lost letters, lost photographs, lost objects of meaning.” When African
American things are lost, the stories once joined to them weaken, memories of the past
fray, historical evidence shrinks, and intergenerational wisdom fades… Fabric therefore
represents the connectedness of many threads that together create a whole cloth… It
symbolically represents our own bodies, our temporal lifelines, and our social ties to one
another… Requiring caretaking and at the same time providing solace, “textiles are often
mobilized in the face of trauma, and not just to provide needed garments or coverings but
also as a therapeutic means of comfort, a safe outlet for worried hands, a productive
channel for the obsessive working through a loss,” explains one art historian.
Fabric is a special category of thing to people – tender, damageable, weak at its edges,
and yet life-sustaining. In these distinctive features, cloth begins to sound like this
singular planet we call home.207
The sentiment and arguments of this text relate to the project itself (although the text of course is
not speaking about the same issues): fabric and therefore embroidered fabric is able to tell stories
and share information in unique ways due to the medium’s intimacy to everyday life. And, yet
fabric is also fragile and shows signs of its wear – adding to the medium’s potency but
prominently displaying its transience on its metaphorical (or literal) sleeve. Through the multiple
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styles and approaches in Tiny Pricks Project, the submissions have addressed countless areas of
political and social discussion and have fulfilled Weymar’s goals for the project as a source of
political activism in the form of material records. Pieces from the project have been featured in
several exhibitions, and the project continues to expand in its areas of interest and subject
manner into the time of this writing in May 2022.
The following artist and community collaboration is more focused than the broad Tiny
Pricks Project, and takes a more direct, hands-on approach. Mexican-born, but Texas-raised
artist Margarita Cabrera’s work takes the form of soft, hand-sewn sculptures. Cabrera began
sewing at a young age, as she was taught by her grandmother, and it was considered a “very
ladylike chore to do around the house” when growing up.208 Cabrera’s ongoing series Space in
Between (2010—) (fig. 52) developed from her interest in the deplorable working conditions of
the maquiladoras, assembly factories in Mexico along the border with the United States, and her
work has since expanded to “incorporate the perspectives and creative input, as well as labor, of
folks residing in largely immigrant communities.”209 Cabrera, however, is not interested in
simply commenting on the problematic labor and living conditions of these communities, but is
invested in transforming the policies and structures that enable these injustices.210 The inspiration
for this project stems from her early works which took the form of vinyl objects, such as Sewing
Machine (fig. 53, 2016). The sculpture is a to-scale sewing machine stitched in bright colors and
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with long, dangling threads.211 The other objects from this early series objects are typically those
used within the domestic space, and when paired with the pastel hues and obvious threadwork,
these works can be read as feminized objects.212 Cabrera herself describes the sculptures herself
as “unfinished, forgotten, worn out,” and continues to say they are “visual metaphors that reflect
the physical and psychological effects of living along the Mexican border.”213 This interest in
visual metaphors and in sculptural work would evolve into her Space in Between series, which
will be the focus of this examination.
Space in Between began in 2010, when Cabrera hosted the first of the community
workshops in which components of the artworks are created.214 The project was launched
through a partnership between the artist, the Arizona State University Art Museum, and the
Desert Botanical Garden in Phoenix, and the participants in these workshops are immigrants to
the United States from Mexico and Central America. 215 The goal of the project is twofold: first,
to “bring together largely Spanish-speaking immigrant communities to share in their transborder
experiences,” while giving them access to the tools and space needed to create art about their
lives, and second, to educate and teach participants the skills needed to create the artworks.216
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The sculptures themselves are crafted from fragments of former US Border Patrol uniforms,
make of distinctive olive green cloth.217 Stitched into the green fabric of each sculpture are
embroidered images and stories, done in traditional Otomí sewing and embroidery techniques, a
style from Los Tenangos, Hidalgo, Mexico.218 This style is traditionally sewn on muslin, and has
bright pictographic iconography which commonly includes figurative representations of animals,
plants, and humans along with geometric patterns that “evidence the time and skill-intensive
nature of the technique.”219 Once the participants are provided with fabric, needles, thread,
sewing machines, wooden hoops, and shears, they are taught this style of embroidery to create
their artworks, which are embroidered onto the fragments of uniforms.220 These segments are
then sewn together, stretched over wire frames, and stuffed to create the shapes of desert plants,
including agave, nopal, and saguaro. These fabric plants are then “planted” in terra cotta pots.
The completed works range widely in size, some measuring at only two feet while others are as
tall as seven feet.221 The use of plants as imagery is important to Cabrera and is the origin of her
collaboration with the Desert Botanical Garden. These species of cacti and other desert plants
grow along and between the area of the Mexico-US border, and some, especially the larger
plants, have been there for centuries – long before the border was in existence.222 The plants exist
between and without borders, literally in the “space in between,” the title inspired by the Nahuatl
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word, nepantla, which references “the space in the middle.”223 The longevity, beauty, and
solemnity of these plants combined with the use of reclaimed Border Patrol uniforms stitched
with stories creates a dynamic piece that amplifies the experiences of each contributor to the
project. Cabrera summarizes her thoughts on the project: “With these works, we have created art
pieces that serve as cultural and historical artifacts that value and document the experiences,
struggles, and achievements of those who have found their way, often through migration and
exceptional sacrifice, to new places where they now work to contribute meaningfully within their
communities.”224 Much like The Tiny Pricks Project, these works both document and serve as
artifacts of lived experiences, and through visual analysis of several of these sculptures, it will
become clear that embroidery is an essential component to this mission.
It is first worth noting the interesting relationship of Space in Between with its
participants. As Angelique Szymanek writes, the collaborative nature of the project not only
allows participants to tell their own stories, but also challenges the Westernized structures of the
art world itself, tied together with gendered implications and tendencies:
The collaborative structure of Space in Between is a fundamental component of its
challenge to the capitalist and, therefore, colonial forms of value production. As a mode
of making that has long stood in opposition to masculinist Euro-American traditions of
art production and sale, collaboration sits uneasily within the hyper-individualism that
characterizes the neoliberal capitalism of which the art market is a part. Despite the
significant expansion of socially engaged practices since the mid-twentieth century,
collaborative art remains largely secondary in value to individually produced work. This
is due, in large part, to the fact that their ephemeral structures, which often take the form
of performances, workshops, or social events, make them difficult to fit within the rubrics
of the commodifiable art “work.”225
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The collaborative nature of Space in Between removes the hierarchy between the artist and the
participants. This element, in combination with the histories of craft production and female labor,
further distances the project from capitalist structures of understanding art.226 Cabrera has also
sought to make this collaboration more egalitarian by founding Florezca in 2011, which allows
participants in her workshops to become shareholders of the project, making them eligible to
receive a portion of the profits made from the sale of the artworks created.227 This involvement,
along with the clear visibility of the labor of immigrants whose work is often ignored or erased
in the context of factory labor, brings light to those whose “craft” is often devalued.228 When
examining these pieces it is essential to keep them within the context of the traditional
embroidery which cover the sculptures; the concept of a barrier between “craft art” and “high
art” is a predominantly Western concept,229 and imposing ideologies of the Eurocentric craft arts
(embroidery included) should be done with caution. Rather, for Space in Between, the power of
embroidery resides predominantly in its Indigenous history as it is reclaimed by the Mexican
American participants of this project. The Otomí sewing and embroidery taught by the project
were in existence pre-colonial contact and was historically “taught and practiced
intergenerationally by women and girls.”230 Many of the pieces in Space in Between are, in fact,
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titled after their mostly female creators.231 Additionally, incorporation of indigenous flora and
cacti featured on Mexico’s national flag serves to not only mark the geographical location of this
project, but “also a range of cultural signifiers derived from their practical use as sustenance and
medicine as well as their role in pre- and post-Columbian Indigenous American belief
system.”232 All of these gendered and cultural references are known to both the artist and
participants of this project, and the fusion of this culture with contemporary references (such as
the Border Patrol uniforms) forms a literal weaving of cultures.
Space in Between – Nopal (Lucia Fernandez) (fig. 54, 2016) features a medium-sized
cactus, crafted out of standard Border Patrol green cloth. The soft sculpture sits in a stout
terracotta pot with subtle decoration (a small floral design indented into the side), which curves
in before flaring out along the brim. The cactus itself has four stems, made up of smaller fabric
cladodes. Each branch reaches up and outward in different directions, its wire frame making the
branches seem surprisingly stable. Where the cactus meets the pot, the green fabric is crumpled,
its rough edges hanging over the edge in places. On the majority of the cacti branches the
embroidery is rendered in bright colors, with both script, iconography, and designs pictures on
the respective cladodes. On the right, a golden cross with larger beads and stitching, and across
on the left a beautiful constellation of flowers and a small moon. Other designs are less
recognizable or understandable to the viewer, such as the figure on the top center, stitched in
multiple colors with a flower for a head, but hold personal meaning to the work’s creator. In
addition to the embroidery, small three-dimensional flowers are scattered on the right side of the
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cactus. These are portrayed in two round, red orbs, a white and pink flower near the base of the
cactus, and a pink flower with ribbons that hang off the side of the cactus.
This hanging string is a more exaggerated version of the small, frayed threads that hang
off each unfinished edge. As Julia Bryan-Wilson writes in Frayed, the “edges – or borders – (of
textiles) are more prone to fraying, as they are subject to more friction,”233 not unlike the borderstories expressed through the images in the sculpture. These rough edges also are left “more
vulnerable to the vagaries of touch while also inviting it.”234 These strands invite us to get close,
to feel the tactile nature of the work, as Szymanek observes, “The dangling threads, fraying
edges, irregular stitching, and puckering folds evoke the laboring hands of their makers, just as
the embroidered images and words communicate a complex and contradictory narrative
regarding immigrant identity.”235 This work also confronts the viewer with the different
perceptions of the “work” with which these immigrants are tasked. While the factory-labor of
immigrants perform (frequently as underpaid laborers) is rendered invisible in capitalist society,
the labor of each creator in this art is proudly on display.
Space in Between – Nopal (Sara Hernandez) is visually dense, with only one tall stem
reaching up, and the rest of its form sitting more heavily in the simply designed pot (fig. 55,
2016). The right half of the cactus is made up of one large cladode. This section is particularly
interesting as it makes the source of the green fabric obvious: across the center of the fabric is the
buttoned-up center of a shirt, and the top has two pockets. Out of one of the pockets, a small red
a white flower grows. Branding off this large second is a smaller branch with small blue and
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white design, with a bright pink form in the center. The end of this branch also has a white
flower attached. Stitched sporadically into the green fabric of both sections, as well as the other
branches are careful “x’s,” which visually read as the small spines of the plant. The center and
left arms of this cactus are where much of the visual iconography is stitched. In the center, an
American flag is embroidered alongside the word “Welcome,” rendered in red, white, and blue.
Growing above this cladode is a section with a stitched Mexican flag and the word “Left.” The
words red stitching, along with the deflated quality of this piece give this an eerie quality, but a
white and red flower grows out of the top, perhaps a symbol of the new life its creator hopes to
nurture. Behind this arm with the flags is the tallest branch of this cactus, which is layered in its
messaging. The bottom tier reads “opportunities” in bright yellow thread, the text neatly stitched
in print type. Contrasting the hope of the bright color and word, stitched on the leave above is a
black ribbon and “RIP” are grimly sewn. The final section of this tall branch is the brightest,
with a purple cross resting on a sea of lavender, and “faith” composed in white thread. A small
flower bud sits next to the cross, not yet in bloom, but indicating the beauty that can (and,
perhaps, has) grown out of the painful experiences relayed through this artwork.
Space in Between – Saguaro (Liliana Santoyo) (fig. 56) shares many of the same
symbols, although the plant itself is a different species of cactus entirely. Measuring at sixty
inches high, this columnar cactus stands tall, with one main base of the plant and two arms that
reach out, as if the sculpture is about to embrace the viewer. Like the previous pieces the
terracotta pot is simple in design, with the rough edges of the fabric piled at the base of the fabric
plant. This cactus also features both the US and Mexican flag, although the US flag seems to be
torn and missing a piece. To the right of the flags are a number of small white crosses, and
smaller three-dimensional crosses in varying colors. Above these images are figures, both
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children and adults, holding hands and immersed in other images from nature. Foliage (including
what looks like cactuses on the left) and these figures sit under the largest images in the
composition, a beautifully embroidered sun, moon, and stars. Above these images, the shirts
have been sewn together with the US Border Patrol patches still intact, their stark text and size
jarring next to the images of smiling faces and the sky. At the end of each of the three branches
are cactus flowers portrayed as playful tassels, which dangly limply onto the olive fabric and
sway gently with any passing breeze. This piece is the most frayed of all the sculptures discussed
so far; threads hang, some tangled, down from every rough seam, giving this large work a feeling
of softness but also reminding us of the handmade, intimate nature of this series. The
combination of materials, iconography, and collaborative process used for the Space in Between
project allows it to not only bring more awareness to the lived experiences and struggles of
immigrants, but also bring participants into the process in a way that benefits their lives in
tangible ways.
Both the Tiny Pricks Project and Space in Between are case studies on the accessibility of
embroidery as a tool for activism and communal healing. The Tiny Pricks Project began as
Weymar’s strategy for recording Trump’s presidency in material form but has since expanded to
include thousands of participants recording hundreds of political and social events. The reach of
the project on social media has enabled the messages to spread across the globe, bringing
awareness to issues that may not have been recognized otherwise. Additionally, the physical
nature of the project has enabled the pieces to be split into multiple exhibitions, reaching new
audiences in the gallery space. The success of this project is owed to its medium; embroidery is
viewed culturally as a “craft,” and therefore seen as more accessible to “amateur” artists. Besides
this material accessibility, Tiny Pricks Project also leverages the feminized nature of embroidery
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to create ironic and biting compositions that relay the tone of creators toward current events.
Embroidery has also given Space in Between its power, but through different outlets. The
cultural importance of embroidery, specifically in the Otomí style, is significant to the
participants of the project, but also a connection with the Indigenous past that existed long before
the Mexican-US border. By combining stitching with the clothing of Border Patrol officers,
Cabrera enables immigrants to tell their own stories and begin to heal their past trauma, all while
creating works that highlight indigenous labor that is frequently erased in capitalist society. The
medium of embroidery lends itself to community projects such as The Tiny Pricks Project and
Space in Between and amplifies the messages and enacts the change of their respective missions.
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CONCLUSION
The analysis of the women artists and community projects in this thesis demonstrate that
embroidery is a compelling medium for art, socio-political commentary, and activism. This
potency stems largely from the history of embroidery as a feminine medium. As embroidery was
used as a tool to demonstrate elements of a “proper” lady, and as it became a symbol of domestic
achievement, embroidery became a coded symbol of femininity. As has become clear through
both the cultural trends and historical documents this thesis examines, while embroidery has
evolved, the gendering of the medium has persisted. Even prior to the contemporary moment, socalled “amateur” women artisans utilized embroidery to further their place in society, and in
more subtle ways to express their creativity. As Natalia Anna Michna posits in her essay
“Knitting, Weaving, Embroidery and Quilting as Subversive Aesthetic Strategies,” the
“expression of women’s experiences were limited to practical forms, i.e., handicrafts or
needlework, and therefore shaped in a specific manner.”236 It was only in the 1960s that female
artists in the feminist movement began to utilize “feminine” mediums such as embroidery,237 and
since then women artists and activists have continued to use the medium as inspiration and to
strengthen the message of their artwork, and sometimes as a tool for subversion.
Despite its legacy as a creative medium, embroidery is frequently relegated as a lower art
form, largely due to its association with the term craft. This term is often treated as derogatory
when applied to career-artist’s work and is particularly used as demeaning when applied to art
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made by women (as exemplified in the aforementioned exchange between critic Bruce Boice and
artist Brenda Miller).238 If this study of the nuanced and meticulously executed artworks has
demonstrated anything, however, it is that the boundary between art and craft is purely a
fabricated one. Larry Shiner in his essay “’Blurred Boundaries’? Rethinking the Concept of Craft
and its Relation to Art and Design,” distinguishes craft as “a set of disciplines defined by
material, technique, or product from craft as a process and practice,” and focuses on the four
contested characteristics of the latter, “hand/body, material/medium, skill/mastery, and
function.”239 He argues that since the 1950s, many “low” mediums (of which embroidery would
be one) have entered the mainstream of art making, and even the realities of making itself has
evolved in the digital age.240 He concludes by suggesting that that “more generally that we
should think of craft, design, and (high) art as three overlapping rather than exclusive
practices.”241 Embroidery art, and the textile arts more broadly, are certainly worthy of being
studied and analyzed in conjunction with more conventional mediums such as painting.
It is undeniable that the six artists discussed in this thesis are producing “high” art in their
own rights, and all have been featured in galleries and museums alike. While each artist and
collaboration use embroidery’s feminine coding and history as a “craft” to their advantage, the
inherent skill and execution of each artwork testifies to the ability of each artist to harness their
talent and lived experiences to create intimate encounters. The work of Joetta Maue and Tamar
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Stone explored the domestic space, not only drawing from their own emotions, but also
incorporating women’s historical experiences, both literally through materials and symbolically
through stylistic choices. Kate Kretz, Ghada Amer, and Sophia Narrett used embroidery to create
artworks about the female body. For Kretz, the use of human hair creates a collaborative
experience between her and other women to confront the stigmas surrounding aging through her
intricate stitching. Amer and Narrett both use their unique embroidery styles to explore sexuality;
Amer’s epic-scale embroideries create a space to celebrate feminine pleasure without the
imposition of the male gaze. Kretz uses her organically shaped canvases to present scenes of
erotic fantasies, while working in a picturesque landscape style. Working within the history and
legacy of embroidery, chapter four centered on two ongoing collaborative projects that utilize the
medium to amplify their messages. In the case of Diana Weymar’s Tiny Pricks Project¸ what
began as a solitary project to create a material record of Donald Trump’s presidency quickly
grew into a world-wide effort for feminism and activism. For Margarita Cabrera, her Space in
Between workshops and the resulting artwork serve both as a monument to the immigrant
experience while also driving change and growth in the communities she interacts with.
Through this research and further evaluation of this often underexamined medium, the
artworks and histories examined have clearly demonstrated the longevity of embroidery as a
medium for feminist expression and cultural activism. While the number of projects and series
studied here have barely scratched the surface of contemporary embroidery practice, I believe
this selection proves that embroidery, while often viewed as antiquated or naive, remains
relevant in the contemporary arts and deserves further study as its forms and styles continue to
evolve. For example, the rise of projects such as Tiny Pricks Project has proven that these
mediums can also exist – and thrive – in our digital world despite their inherently tactile nature.
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The future of embroidery is limitless, and the needle will remain both a pointed tool and
powerful weapon for decades to come.
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Figure 1: Brenda Miller, Subtrahend, 1972. Sisal, nails, blue pencil, 80 x 80 inches. FAAH
collection. https://mdid3.gwu.edu/data/record/113896/18103_15_00214jpg/
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Figure 2: Miriam Schapiro, Connection, 1978. Mixed textiles, found handkercheifs,
embroidery. 60 x 60”. University of Iowa Museum of Art, Iowa City, IA, US.
https://www.wikiart.org/en/miriam-schapiro/connection-1978
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Figure 3: Joetta Maue, 9 Months, (overwhelmed, excited, restless, uncomfortable, impatient,
frustrated, apprehensive, belly-ache, exhausted), 2010. Hand embroidery on appropriated
linens. https://www.joettamaue.com/work/in-transition
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Figure 4: Mary Atkinson, Sampler, English, 1814. Brooklyn Museum, New York. Image from
Toni Flores Fratto, “Samplers: One of the Lesser American Arts.” The Feminist Art Journal 5,
no. 4 (1976), 13.
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Figure 5: Joetta Maue, Becoming Whole, 2020. Hand embroidery and applique on found linen,
39” x 39”. Collection of the artist. https://www.joettamaue.com/work/drawing-with-thread
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Figure 6: Joetta Maue, Invisible Labor, 2019. Hand embroidery on found linen, 14” x 20”.
Collection of the artist. https://www.joettamaue.com/work/drawing-with-thread
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Figure 7: Joetta Maue, Invisible Labor (detail), 2019. Hand embroidery on found linen, 14” x
20”. Collection of the artist. https://www.joettamaue.com/work/drawing-with-thread

95

Figure 8: Ann Holborow, Sampler, English, 1798. Image from Toni Flores Fratto, “Samplers:
One of the Lesser American Arts.” The Feminist Art Journal 5, no. 4 (1976), 13.
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Figure 9: Tamar Stone, A Useful Domestic Exercise, 2007-2015. Hand and machine stitched
bed coverings, machine embroidered text. Bed dimensions 17” x 14” x 20”. Location
unknown. https://www.tamarstone.com/AUsefulDomesticExercise.html

97

Figure 10: Tamar Stone, A Useful Domestic Exercise (detail, sham pillowcase and sham
pillow front), 2007-2015. Hand and machine stitched bed coverings, machine embroidered
text. Bed dimensions 17” x 14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figure 11: Tamar Stone, A Useful Domestic Exercise (detail, sham pillowcase and sham
pillow back), 2007-2015. Hand and machine stitched bed coverings, machine embroidered
text. Bed dimensions 17” x 14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figure 12: Tamar Stone, A Useful Domestic Exercise (detail, pillowcase and pillow front),
2007-2015. Hand and machine stitched bed coverings, machine embroidered text. Bed
dimensions 17” x 14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figure 13: Tamar Stone, A Useful Domestic Exercise (detail, pillowcase and pillow back),
2007-2015. Hand and machine stitched bed coverings, machine embroidered text. Bed
dimensions 17” x 14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html

101

Figure 14: Tamar Stone, A Useful Domestic Exercise (detail, bedspread front), 2007-2015.
Hand and machine stitched bed coverings, machine embroidered text. Bed dimensions 17” x
14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figure 15: Tamar Stone, A Useful Domestic Exercise (detail, bedspread back), 2007-2015.
Hand and machine stitched bed coverings, machine embroidered text. Bed dimensions 17” x
14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figures 16, 17: Tamar Stone, A Useful Domestic Exercise (detail, bedspread front, back),
2007-2015. Hand and machine stitched bed coverings, machine embroidered text. Bed
dimensions 17” x 14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html
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Figures 18: Tamar Stone, A Useful Domestic Exercise (detail, mattress back), 2007-2015.
Hand and machine stitched bed coverings, machine embroidered text. Bed dimensions 17” x
14” x 20”. Location unknown.
https://www.tamarstone.com/AUsefulDomesticExercise.html

105

Figure 19: Tamar Stone, What Mother’s Want (detail, outside corsets: books 1-3), 2014-2019.
Hand and machine embroidered found materials. Variable dimensions: exterior box 12 3/4” x
14” x 20”. Location unknown.
https://www.tamarstone.com/What_Mothers_Want_files/WhatMothersWant_3CrstBks_TxtSp
csBibl_082519.pdf
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Figure 20: Tamar Stone, What Mother’s Want (detail), 2014-2019. Box covered with Dover
Book cloth, linen finish, machine embroidered label. Exterior box 12 3/4” x 14” x 20”.
Location unknown.
https://www.tamarstone.com/What_Mothers_Want_files/WhatMothersWant_3CrstBks_TxtSp
csBibl_082519.pdf
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Figure 21: Tamar Stone, What Mother’s Want (detail), 2014-2019. Interior box covered with
Bertini paper #309, with antique wood hand mirror mounted on inside cover. Exterior box 12
3/4” x 14” x 20”. Location unknown.
https://www.tamarstone.com/What_Mothers_Want_files/WhatMothersWant_3CrstBks_TxtSp
csBibl_082519.pdf

Figure 22: An Inborn Habit, vintage postcard, artist and date unknown. Collection of Tamar
Stone. https://www.tamarstone.com/What_Mothers_Want.html

108

Figure 23: Tamar Stone, What Mother’s Want (detail), 2014-2019. Antique white scallop
trimmed corset bag with original hand embroidered “S” and flowers. Four vintage plastic
buttons for closure. Corset bag closed 12” x 11 1/2”. Location unknown.
https://www.tamarstone.com/What_Mothers_Want.html
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Figure 24: Tamar Stone, What Mother’s Want (detail), 2014-2019. Interior book 1 “The
Mother Interest,” Machine embroidery vintage linen covers with lace edge, attached with three
vintage plastic buttons. Book covers with laced edge 6” x 7 1/2”. Book pages 5 ½ x 7”.
Location unknown.
https://www.tamarstone.com/What_Mothers_Want.html
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Figure 25: Tamar Stone, What Mother’s Want (detail, interior book 3), 2014-2019. Machine
embroidered covers on vintage linen with ink jet printed images, with hand embroidery.
Attached with three antique mother of pearl metal buttons. Books covers and pages 3” x 4”.
Location unknown.
https://www.tamarstone.com/What_Mothers_Want.html
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Figure 26: Kretz, Kate, Une Femme D’un Certain Âge, 2014. Grey hair of dozens of women
embroidered on black cotton, 33 x 22 inches. Private Collection.
http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 27: Kretz, Kate, Une Femme D’un Certain Âge (detail), 2014. Grey hair of dozens of women
embroidered on black cotton, 33 x 22 inches. Private Collection.
http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 28: Kretz, Kate, Une Femme D’un Certain Âge (detail), 2014. Grey hair of dozens of women
embroidered on black cotton, 33 x 22 inches. Private Collection.
http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 29: Patsy Norvell, Hair Quilt, 1973. Hair and tape. 5’ x 8’. Location unknown.
https://www.brooklynmuseum.org/eascfa/about/feminist_art_base/patsy-norvell
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Figure 30: Kate Kretz, Sauvage, 2013. Human hair embroidery on hair, velvet, 7 x 4 inches piece, 12
x 9 inches framed. http://www.katekretz.com/work-by-series#/women-of-a-certain-age

Figure 31: Kate Kretz, Sauvage (detail), 2013. Human hair embroidery on hair, velvet, 7 x 4 inches
piece, 12 x 9 inches framed. http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 32: Kate Kretz, Hag., 2013. Embroidery on human hair, velvet, convex glass, frame. 3 x 3
inches, exterior frame dimensions 14 x 14 inches. Catalyst Contemporary, Baltimore, Maryland.
http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 33: Kate Kretz, Hag. (detail), 2013. Embroidery on human hair, velvet, convex glass, frame. 3
x 3 inches, 14 x 14 inches exterior frame dimensions. Catalyst Contemporary, Baltimore, Maryland.
http://www.katekretz.com/work-by-series#/women-of-a-certain-age
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Figure 34: Harmony Hammond, Speaking Braids, 2000-2002. Bronze, acrylic, hemp and wax, 83 x
22 x 22 inches. Collection of the artist.
http://harmonyhammond.com/Erasing%20Censorship_LBC.html
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Figure 35: Ghada Amer, And the Beast, 2004. Acrylic, embroidery, and gel medium on canvas, 66 x
79 inches. Collection of the artist, courtesy of Gagosian Gallery.
https://www.brooklynmuseum.org/community/blogosphere/2008/06/06/ghada-amer-happily-everafter/
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Figure 36: Ghada Amer, Snow White without the Dwarves, 2009. Acrylic, embroidery and gel
medium on canvas, 49 x 59 inches. Barjeel Art Foundation collection, Sharjah, United Arab Emirates.
https://www.barjeelartfoundation.org/collection/ghada-amer-snow-white-without-the-dwarves/
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Figure 37: Jackson Pollock, Number 18, 1950. Oil and enamel on Masonite. 22 1/16 x 22 5/16
inches. Solomon R. Guggenheim Museum collection.
https://www.guggenheim.org/artwork/3484
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Figure 38: Ghada Amer, Color Misbehavior, 2009. Embroidery and gel medium on canvas, 70 x 59
inches. Location unknown.
https://macm.org/
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Figure 39: Anonymous, The Lady and the Unicorn: À mon seul désir (to my only desire), 4th quarter
of the 15th century; 1st quarter of the 16th century. Tapestry. 311 - 377 cm x 290 - 473 cm. Musée de
Cluny, Paris, France.
https://www.musee-moyenage.fr/en/collection/the-lady-and-the-unicorn.html
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Figure 40: Sophia Narrett, Still Burning, 2012. Embroidery, thread, and fabric, 33 x 48 inches.
Collection of the artist.
http://www.sophianarrett.com/selected-work
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Figure 41: Hieronymus Bosch, The Garden of Earthly Delights Triptych, 1490-1500. Oil on oak
panel, 185.8 cm height; width of central panel 172.5 cm; width of wing 76.5 cm. Museo Del Prado,
Paseo del Prado, Madrid.
https://www.museodelprado.es/en/the-collection/art-work/the-garden-of-earthly-delightstriptych/02388242-6d6a-4e9e-a992-e1311eab3609
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Figure 42: Narrett, Sophia, Whisper like a Magnet, 2020. Thread, fabric, aluminum and acrylic, 33 x
40 inches. Kohn Gallery, Los Angeles, California.
http://www.sophianarrett.com/soul-kiss
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Figure 43: Narrett, Sophia, Whisper like a Magnet (detail), 2020. Thread, fabric, aluminum and
acrylic, 33 x 40 inches. Kohn Gallery, Los Angeles, California.
http://www.sophianarrett.com/soul-kiss
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Fig 44: Marc Chagall, Rêve D’Amour, 1960. Gouache, watercolor and pastel on paper. 22 3/4 by 17
1/2 inches. Private collection.
https://www.sothebys.com/en/buy/auction/2020/impressionist-modern-art-day-sale/marc-chagallreve-damour
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Figure 45: Narrett, Sophia, Whisper like a Magnet (detail), 2020. Thread, fabric, aluminum and
acrylic, 33 x 40 inches. Kohn Gallery, Los Angeles, California.
http://www.sophianarrett.com/soul-kiss
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Figure 46: Narrett, Sophia, Whisper like a Magnet (detail), 2020. Thread, fabric, aluminum and
acrylic, 33 x 40 inches. Kohn Gallery, Los Angeles, California.
http://www.sophianarrett.com/soul-kiss
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Figure 47: Diana Weymar, Tiny Prick No. 1, Janruary 8, 2018. Reclaimed needlework, thread.
Location unknown.
https://www.tinypricksproject.com/the-project/
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Figure 48: Diana Weymar, Tiny Pricks Project (@tinypricksproject). “Her Father by
SweaterGrrrl, embellishments: crocheted motifs, sadness,” Instagram, July 26, 2019. Location
unknown.
https://www.instagram.com/p/B0YM9EPnrgK/.
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Figure 49: Diana Weymar, Tiny Pricks Project (@tinypricksproject). “by @porchcatknits
Artist Statement: “Source: New York Times Interview from August 2015. Trump comments:
‘Heidi Klum. Sadly, she is no longer a 10.’ This piece is stitched on a Raggedy Ann Doll that
my Mom made for me in the early 1960’s. She represents a mother’s love, wisdom, and
empathy. True beauty.” Instagram, June 24, 2019. Location unknown.
https://www.instagram.com/p/BzGn6y6BJHx/.
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Figure 50: Diana Weymar, Tiny Pricks Project (@tinypricksproject). “a more imperfect
union #ripped,” Instagram, February 5, 2020. Location unknown.
https://www.instagram.com/p/B8LI2TRHA1-/.
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Figure 51: Diana Weymar, Tiny Pricks Project (@tinypricksproject). “@tiyamiles ALL
THAT SHE CARRIED… from her @literaryhub essay: “How the Survivors of Slavery Used
Material Objects to Preserve Intergenerational Wisdom...” Instagram¸ July 31, 2021. Location
unknown. https://www.instagram.com/p/CSANU9eLQDR/.
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Figure 52: Exhibition installation view of Margarita Cabrera: Space in Between at the Ruth
and Elmer Wellin Museum of Art, Hamilton College: February 10 – June 10, 2018.
Photograph by John Bentham. https://talleydunn.com/project/cabrera-space-in-between/
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Figure 53: Margarita Cabrera, Sewing Machine (Blue Green), 2016. Vinyl, thread, copper
wire and appliance parts. Installation dimensions may vary because of plug and pedal. Talley
Dunn Gallery, Dallas, Texas. https://talleydunn.com/project/margarita-cabrera/
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Figure 54: Margarita Cabrera, Space in Between – Nopal (Lucia Fernandez), 2016, border
patrol uniform fabric, copper wire, thread, and terra cotta pot. Collection of the artist.
https://www.artnews.com/art-news/artists/searching-margarita-cabreras-collaborative-artthinks-beyond-borders-10456/
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Figure 55: Margarita Cabrera, Space in Between – Nopal (Sara Hernandez), 2016, border
patrol uniform fabric, copper wire, thread, and terra cotta pot. Collection of the artist.
https://www.artnews.com/art-news/artists/searching-margarita-cabreras-collaborative-artthinks-beyond-borders-10456/
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Figure 56: Margarita Cabrera, Space in Between – Saguaro (Liliana Santoyo), 2016. Border
patrol uniform fabric, copper wire, thread, terra cotta pot. 60h x 52w x 18d inches. Collection
of the artist.
https://talleydunn.com/project/margarita-cabrera/
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