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Slide 1 

 

Welcome	everyone,	and	thank	you	all	very	much	for	being	here,	especially	first	

thing	Monday	morning!	

	

I	would	like	to	first	begin	by	acknowledging	that	we	are	gathered	today	on	the	

traditional	territory	of	the	Wolastoqiyik	(Wool-ah-sto-	key-	ick)	Peoples	at	the	

campus	of	UNB	Fredericton.	

	

As	I	prepare	to	begin	my	talk	today	I	would	also	like	to	recognize	the	

extraordinary	support	of	my	committee,	Dr.	Jennifer	Pazienza,	Dr.	Mary	McKenna,	

Dr.	Erin	Morton,	and	Dr.	Joseph	Galbo.		

	

And	finally,	before	I	start	I	want	to	remark	on	the	immeasurable	hours	of	

assistance,	collaboration,	and	love	that	I	continue	to	received	from	my	family	as	I	

pursue	this	work.	They	are	precisely	how	I	know	this	work,	and	why	it	matters	to	

me.	

 

Slide	1	

This presentation is an overview of my dissertation plans. I will explain how I intend 

to combine written and sculptural research elements to address my research question. 

Briefly, I will outline the literature, methodology, research creation, as well as planned 

exhibition/presentation components of the dissertation. I intend to undertake this work 

following the methodology of a ‘Bricoleuse’, resulting in a combined research-creation and 
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written dissertation. The denouement of which will be an art exhibition (of the research-

creation components).  

My research is interdisciplinary in several approaches as it relates to more than one 

branch of knowledge in critical and unique ways. At its heart, it is about handmade objects 

called craft which constitute - and thus can be investigated by - a range of disciplines. Such 

‘crafted’ threads are woven through each component of the research as they are part of my 

daily life, and as such are alive in my work.  

Content surrounding the fabric of my research can be considered selvedge - the term 

selvedge is defined as the thick edge produced around woven fabric during manufacture 

which prevents it from unraveling. Inquiry into selvedge encircling the fabric of my research 

problem and question include: bricolage methodology, the fields of autobiography, 

contemporary feminism in craft, art and craft criticism, gender studies, affect discourse 

within discursive analysis, the history of feminism and craft and making, studio practices 

and pedagogy. From these content areas, I gather strength and lay claim to a bold, and 

sophisticated fat-quarter of knowledge within the field of scholarly craftivism. This plan 

wholly satisfies the criteria of interdisciplinarity as I employ a multiple-

method/interdisciplinary approach to the creation, to the collection, and to the 

image/object-to-word interpretations of my data.  

I have been an artist my entire life; my extensive experience in the Arts, combined 

with a strong commitment to human right issues, ideally positions me to undertake this 

research. I exhibit my artwork in a wide range of venues including artist-run centers, 

educational institutions and commercial art galleries, as well as during international 

residencies such as The Banff Center for the Arts in Banff Alberta, and JIWAR in Barcelona 

Spain. In addition to my decade of teaching experience, I have over the course of my career 
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hosted a discussion series at the Art Gallery of Greater Victoria, taught at the Metchosin 

International Summer School for the Arts and wrote regularly for a free arts and culture 

magazine. I also served two years on the board of directors at Open Space Artist Run 

Center in Victoria BC, during which time the center was engaged in major infrastructure 

planning. My artwork is part of collections internationally and across Canada. In 2004, my 

work was purchased for collection by National Art Bank of Canada.  

When I was eight, a primary school teacher told my parents ‘Danielle doesn’t seem 

to think about things in the same ways that most of the other children do’. This presentation 

of my research proposal may be further demonstration of that…  

Slide 2 

The Problem of Craft 

In the contemporary art world, some would say that debate regarding a material 

distinction between “art” and “craft” has long concluded. That may be so. And yet, over the 

last hundred years of Euro-American context, makers, curators and art historians alike have 

repeatedly supported a gender distinction pertaining to materials and techniques of “art” 

and “craft”.  The stain that never ‘comes out in the wash’ is the soil heaped on craft, it 

remains the art world’s “dirty laundry” due to its affiliations with femininity. Historical 

associations between women’s labour and the materials and techniques of craft are rich and 

represents to many women, a real point of pride. The problem lies in the negative effect such 

affects have on women artists and members of the LGBTQ2 communities today who choose 

to use materials and methods linked to craft; and how such affects of femininity, and softness 

disproportionately devalue their work in comparison to that of cis gender men –men who 

feel their gender at birth matches their own expressions of gender - using the same.  

Slide 3 & 4 – 5 & 6 – 7 & 8 
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What such affect demonstrates is that craft has often operated in isolation from, or in 

tension with materials and art forms typically defined as monolithic, modernist, masculine, 

and innovative. As a category of creative expression, craft remains a reactive one with 

affects, habits, and practices that both relate to, and challenge affect or habits of relating 

with retrograde, hetero patriarchal, neoliberal, advanced capitalist culture and societies. In 

short, craft represents a serious problem for intersectional feminist artists seeking to “just 

make it” in the art world. No simple knot to untie, the problem of craft contains multilayered 

narratives that are lock stitched together; in this dissertation I will explore how such artists 

“just make it” creatively, within the folds of cultural theory, gender studies, studio practice 

and visual arts pedagogies even as they celebrate such negatively gendered materials and 

techniques.  

Slide 10 

Research Question 
 
Thinking expansively, ‘feminist art’ is art which prioritizes the needs of those who face 

oppression not only due to their biological gender, but also due to their race, gender 

identification, or sexual orientation. As such, art made by feminist artists with either 

material and/or techniques of craft, suffer the effect of a lower appraisal than cis men’s; this 

is due to an affect which ‘craft’ has on gallerists, collectors, critics, museum directors, and 

educators. My question then is, how can social and cultural understandings of craft be 

reimagined to repair effects which the current feminine affect has on the category of craft 

itself, in addition to pedagogical settings and art world economies in the Euro-American 

context?  

I argue that “craft” suffers from a form of gendered essentialism. My research asserts 

that, when used by non-cis gendered white men, the feminization of materials and 
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techniques creates an affect of ‘softness’ around them. In our current society, as in a boxing 

ring, softness is understood to imply weakness, or a ‘lesser than’ status. In this dissertation, I 

problematize, re-imagine, and remake such cheapening affects on craft – those of 

‘femininity’ and ‘softness’– because the effect is a direct devaluation of many people, and 

their art. For example, such affects of femininity surround the techniques of “stacking, 

layering, cutting, draping, rubbing, gouging, and other tactile processes” introduced to the 

world of sculpture by women 

 The problem is not with the materials themselves, nor the techniques. Rather the 

problem comes in the form of an expanding pattern of affect, one which occurs when such 

materials are used by specific groups of people, and has the direct effect of devaluing their 

work, critically, socio-politically, and financially.   

Slide 11 

Sara Ahmed is scholar who has thought a lot about AFFECT. Her field of study includes the 

intersection of feminist theory, queer theory, critical race theory and postcolonialism. In her 

essay “Happy Objects”, Ahmed articulates a way of thinking about affect that suggests that, 

AFFECT it is what is “sticky”. She states that, “Affect is what sticks, or what sustains or 

preserves the connection between ideas, values and objects”(p.29). She also states that “To 

be affected by something is to evaluate that things. Evaluations are expressed in how bodies 

turn toward things. To give value to things is to shape what is near us” 

 In this way, I see craft as having become what Kathleen Stewart calls an “ordinary 

affect” by perpetuating the empathic register of softness on the body (Bennett, 2010) and 

even more specifically, as an affect of weakness (Stewart, 2007, pp 1). Grounding my work 

in intersectional feminist praxis, I investigate the delegitimizing effects of such affects on 

materials and methods of ‘craft’ by using craft in both research-creation and my critical 
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theory practices and therefore within the contexts of Euro-American art world economies 

and pedagogies. I make visible how and in what ways social and cultural understandings of 

craft can be reimagined to repair negative effects of feminine affect to reshape the very 

category of craft itself.  

Slide 12 

Reviewing the Literature  

My review of the literature will outline a art historical and theoretical framework for 

the affect of softness in craft, including specific examples which illustrate collective 

transitions in meaning, identity and class.  

Such as, that of current craft theorist Glenn Adamson, in his essay titled ‘Soft Power’ 

from the 2014 exhibition catalogue FIBER: SCULPTURE 1960-PRESENT, makes a trans 

exclusive, gender essentialist argument - that references and I quote, “limp penises” and 

their aesthetic relationship to textile art -  in his endeavor to address the multiple issues 

surrounding the power (or culturally perceived lack there of..) and exclusion of textiles from a 

great deal of art theory. Adamson’s arguments align themselves with second wave feminist 

theories, but go no further. He refers to such things as “the” female body rather than 

‘women’s bodies’, a distinction that is critical, as the latter includes all bodies that identify as 

female and not just those with vulvas as is the case in Adamson’s statement.  

Also in the literature section, I will look at work ranging from the sampler 

needlework sets of the 1800s, and bold quilt patterns from the African American women of 

Gee’s Bend, to the work of contemporary feminist artist Elaine Reichek will be covered. 

The physicality of these works will be discussed in tandem with other such critically 

important works as Rozsika Parker's “The Subversive Stitch: Embroidery and the Making of 

the Feminine”, Linda Nochlin’s “Why Have There Been No Great Women Artist?”, and 
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catalog essays from the current exhibition “Revolution in the Making: Abstract Sculpture by 

Women, 1947-2016”.  

Elaine Reich 
  Slide 13 & 14 

The Affect of Softness  

The phenomenon of affect is a ‘normal’ experience. Many people experience the emotional 

effects of affect regularly. In my research, I identify with the definition of affect as coined by 

Jane Bennett in her book ‘Vibrant Matter: A Political Ecology of Things’, where she 

describes an “emphatic register on the body” when handling certain textiles. Affect is not an 

inherently good or bad thing; however in my research, I am concerned with the negative 

effects resulting from the affects of femininity and ‘softness’ that encircle craft today. I focus 

on how dominant social structures within society such as art galleries, libraries, archives and 

museums (GLAMs) continue to perpetuate a devaluing affect regarding the work of women, 

WOC, Indigenous Peoples, as well as other members of the LGBTQ2 communities who 

employ craft materials and techniques in their making practice.  

Kathleen Stewart describes affect theory as a means of “speculation, curiosity, and 

the concrete, [in that] it tries to provoke attention to the forces that come into view as habit 

or shock, resonance or impact” (2007, pp.1). As I show in my research, Stewart’s 

conception of affect is central to the problem of craft. Craft’s problem is the perpetuation of 

affect and its effects on so many people’s relationship with—both explicitly and tacitly—the 

materials and techniques of craft.  

Susan Sontag author, filmmaker, educator and political activist, stated in her paper 

“Against Interpretation”, ‘interpretation must itself be evaluated, within a historical view of 

human consciousness. In some cultural contexts, interpretation is a liberating act’ (2001). It 
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is exactly this call to evaluate culture’s interpretation, or affect of craft that I aim to address. 

In accordance with Sontag’s message is the educational methodology known as Bricolage 

which will I discuss in just a minute. 

Slide 15 -18 

  This negative affect effecting the materials and techniques of craft persists to the 

point where it is felt at times by makers themselves – even staunchly feminist ones (Allen, P. 

2011) and it is what I seek to disrupt. Take for example the (hidden) embarrassment 

suggested by British superstar Tracey Emin, a woman for whom “soft” is an infrequent 

descriptor, when she describes embroidered elements within her own art practice. As an 

article detailing a retrospective of Emin’s monoprints at the Royal Academy of Arts put it: 

Emin employs the lightness of traditional "women's crafts", like sewing, to explore 

what [Louise] Bourgeois classed as the "volcanic unconscious" which we only ever 

encounter in parts: "That's why I use a lot of embroidery," Emin explains. "I take 

this craft but I don't treat it like a craft, but like high art.” (Friday 18 June 2010, 

Independent.co.uk) 

 Such equivocal statements that craft is “like high art” insinuate that even Emin has 

been indoctrinated into thinking that, left to their own devices, women’s crafts such as 

embroidery, and quilting are in fact not “high art” at all, affecting a soft sensibility which 

devalues a viewer’s impression of the creative work. Take for example her work “Dark 

Hole” (2009), the piece is made with black embroidery thread and unbleached fabric. The 

image depicts a pair of disembodies legs splayed open towards the viewer, with a set of 

hands holding apart labia flesh, allowing for an unobstructed view into the darkness of a 

vagina. The piece is a contour drawing executed in a raw, direct and slightly nervous style; 

the tactility of the materials evokes a certain sense of familiarity which is simultaneously 
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attractive and unnerving. However, at the macro level of a retrograde patriarchal, 

neoliberal, advanced capitalist culture, affects of ‘softness’ and ‘femininity’ permeate the 

materials of “Dark Hole” creating the effect of a devalued artwork. Consider the affect of 

Emin’s image in contrast to another piece which is similarly composed, except for the 

passivity portrayed in its subject; the work “Origin of the World” was painted in 1866 by the 

famous French realist artist Gustave Courbet. The affect of painting - the technique itself - 

effects a drastically different interpretation, one of prestige. Of these comparable images, it is 

painting that affects an effect of ‘modernism’ and ‘masculine innovation’. Reference to 

“Origin of the Wold” may well be Tracey Emin’s intention; her use of a needle and thread 

as materials, chosen to directly challenge the effect of dominance regarding the affect of 

men’s art. Yet, devaluation remains the effect of the affect of ‘softness’ and ‘femininity’ 

which is precisely what are evoked by Emin’s materials; her work alone is powerless to 

overthrow such interpretation.  

Emin’s statement is a reminder of the pervasiveness of such a negative affect. It begs 

investigating why we still hear such qualifications from prominent women artists, given how 

it recalls an essentialist understanding of gender, and of creative materials and techniques. 

Emin is no stranger to the histories of art, the impulse to qualify her handwork can only be 

taken as evidence of the palpable and substantive problem of the affect softness and its 

effects on maker and market alike.  

In high-contrast to Emin’s effort to simultaneously claim and distance herself from 

“women’s crafts”, artist Mark Newport is unapologetic about his handwork, reveling in the 

perceived irony between his gender and his chosen methods of knitting and sewing. 

Newport is best known for his knit superhero costumes (Klimek, 2009; Steffen, 2009; 

Bonansinga, 2014), he also embroiders and quilts as part of his making practice. In an 
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interview with the Smithsonian’s online magazine, Newport said, “I like the contradiction 

that most people think about knitting as related to women.” Certainly, no gender, class or 

race should hold monopoly over a material. Yet, what is important to recognize here is the 

double standard in operation when a male artist employs materials, that when otherwise 

employed by a woman would convey the affect of softness and femininity which I aim to 

deconstruct. Rather than Newport’s knit works being devalued or tarnished by such 

negatively construed affects, he is celebrated for his bravery, boldness and counter-cultured 

spirit. 

Slide 19 

Methodology and Methods [20 -25 pages] 

Using intersectional feminist praxis, I investigate the delegitimizing affect of ‘craft’ - 

as a category - on patriarchal neo-liberal capitalist culture with my creative, critical, 

multiple-method/interdisciplinary research practice.  

Additionally, I will look at how social and cultural thinking, pedagogical contexts, 

and art world economies can be reimagined to challenge this gendered, racialized and 

invalidating outlook. My research employs a traditional academic framework, but depends 

on, and seeks to make visible, the multiple values inherent within various modes of visual 

inquiry and production. 

I locate my research methodology and methods in intersectional feminist praxis, thus 

recognizing the values and critical importance of intersectionality across various 

marginalities within dominant feminist discourse and analysis. Something cis gendered 

white liberal feminists have historically discredited.  

For this study, I have designed a pattern of methods that is aesthetically, 

theoretically, and performatively rich. This intersectional feminist research praxis that 
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incorporates performance research and, craft/activist (or craftivist) methods can be 

understood as Bricolage (Kinchloe & Berry, 2004), a complex and rigorous approach that 

best fits my lived experience of the problem of craft. Inside this bricolage resides 

hermeneutic phenomenology for the fecundity of its relationship to the conceptual 

framework of affect theory. Additionally, it is critical to note that I am looking at the objects 

of my own studio practice as my primary data in this study through practice-led research (or 

PLR).   

Slide 20 

Methodology as Bricolage (or Feminist DIY Pedagogy) 

In this section of the dissertation I define the complex and textured notion of 

scholarly rigor known as bricolage, in addition to how the ideology of the term is manifested 

within my research. An academic in the field of education, Joe L. Kincheloe defines 

bricolage at length in the following way; 

 […] bricoleurs move into the domain of complexity. The bricolage exists out of 

respect for the complexity of the lived world. Indeed, it is grounded on an 

epistemology of complexity. [..] Since theory is a cultural and linguistic artefact, its 

interpretation of the object of its observation is inseparable from the historical 

dynamics that have shaped it. The task of the bricoleur is to attack this complexity, 

uncovering the invisible artefacts of power and culture, and documenting the nature 

of their influence not only on their own scholarship but also on scholarship in 

general. In this process bricoleurs act upon the concept that theory is not an 

explanation of the world – it is more an explanation of our relation to the world (pp. 

1).   
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The French word bricoleur describes a handyman. Ideologically, I tie myself to the 

notion of ‘handiness’ in that it is simultaneously understood as ‘to be useful’ and, to be 

‘close at hand’. From the view point of educational pedagogy, I see a bricoleuse – feminine 

French noun equivalent of the term ‘bricoleur’, and the noun-gender I will use hereafter - as 

observing both relationships within their communities. Theoretically, a bricoleuse is one 

who makes use of the tools available to complete a task, and this speaks directly to the 

imaginative elements of all formal research. I assert that a bricoleuse is fundamentally 

always interdisciplinary, employing methodological strategies as they are needed in the 

unfolding context of her research situation(s).  

Slide 21 

I contend that language is both archeological and fluid - solid and viscous. In information 

theory, entropy is understood to be an equal measure of the rate of transfer of information in 

a message or language: the same amount that goes out, comes in from somewhere else. 

However, as the meaning of ‘craft’ shifts, its affect is not shifting in equal measure. It is for 

‘Affect’, as it is for many other entanglements within language - they bare the potential of 

being restrictive in certain instances, while permissive in others. Pregnant with possibilities;  

Slide 22 & 23 

I see language as being in a constant state of dilation and contraction. As I write about the 

fecundity of craft as a discipline however, it is precisely the danger of its restrictive effect 

that needs a push in the right direction.  

Definitions of the term ‘craft’ are broadening yet diminished critical perception of the 

textile-centered materials themselves are not shifting in equal measure. I am particularly 

concerned with this inequality.  

Slide 24, 25, 26 
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Methodology of Practice-Led Visual Art Research  

Brad Haseman describes performance (or performative) research as a form of 

academic research that is “expressed in non-numeric data, but in forms of symbolic data 

other than words in discursive text. These include material forms of practice, of still and 

moving images, of music and sound of life action and digital code” (Haseman, 2010: 151). 

Philosophically, I take for my research the suggestion that, “there is no cultural or historical 

limit to what is or is not ‘performance’” (Schechner, 2006). Therefore, performative research 

can be understood to exist within the breadth of practice-led research (PLR) as defined by 

Anke Coumans and, in this proposal, also represents my understanding:  

Within practice-led research it is the design process moving from problem to solution 

that is the point of departure for the rhetoric research direction of the thesis….The 

research direction of an artist/designer – other than the art and design process –is a 

transparent process in which conscious steps are taken, in which knowledge is used, 

or knowledge is research for and articulated in the process….The artist/designer, 

therefore, must also demonstrate that he [sic] possesses sufficient knowledge to 

justify the choices he [sic] has made. (pp. 65-66) 

Slide 27 

Methodology of Hermeneutic Phenomenology 

Hermeneutic phenomenology is concerned with the interpretation of life, or human 

experience as it is lived. It illuminates details and seemingly trivial aspects within that lived 

human experience that may be taken for granted in our everyday lives, with a goal of 

creating meaning and achieving a sense of understanding. (Laverty, 2003, p.7) In section b, 

I will breakdown the affects of my own experiences with craft, interpreting the effects of my 

involvement with the aim of making meaning, and achieving significant positive change.  
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Slide 28 

Methods – Craftivist Praxis 

Betsy Greer first coined the term craftivism and explained that it is; “the practice of 

engaged creativity, especially regarding political or social causes. By using their creative 

energy to help make the world a better place, craftivists help bring about positive change via 

personalized activism. [..]” (Greer, 2007, p. 401). To engage with, embody and apply 

foundational theories of one’s research is what is understood as ‘praxis’.  I intend to engage 

with the materials of my research from such a perspective, to address themes of creativity, 

commune/community, feminism, intersectionality, and activism. My research is 

intersectional in that I am making the data –the art work – of my research, analyzing it and 

theorizing about it. My methods are informed by the three methodologies of hermeneutic 

phenomenology, practice-led visual art research (PLR), and the blanket methodological term 

of bricolage (that my feminist DIY pedagogy grants as, ‘bricoleuse’). 

 

Slide 29 

Data – Soft Targets, a Redirection [65 pages] 
 
Finally, in my data/art work/performance section, I will describe in detail and analyze my 

artistic production spanning the time of  my studies, as data and praxis. This will include 

discussion and examples from the research blog which I have been keeping since 2013; my 

creation of  a literature review quilt and all of  its related presentation and packaging; a 

second quilted folder that holds a threaded USB and embroidered poem; “craft fossils” that 

I created as part of  my methodology comprehensive exam research; a conference video that 

I created and presented at the 2014 International Society for Education through Art 
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conference; as well as other items from my creative praxis. These works, individually and as 

a collection, demonstrate my own reimagining of  praxis, and practice-led research. 

Slide 30 

A GAG for the Doubters [35 pages] 
 

Chapter 4, section a of my dissertation will focus on my creation of The Gynocratic 

Art Gallery, The GAG (the logo that I designed for the gallery is pictured below). The GAG 

is an intersectional feminist-minded art gallery dedicated to supporting and promoting 

insightful art. The gallery operates 24/7 online, is one-hundred percent non-profit, and is 

gynocratically run - meaning democratically run by women – but importantly it is not only 

interested in work created by women. On October 24th, 2016, The GAG celebrated its first 

birthday. 

I founded The GAG in 2015 in response to the cheapening of powerful artworks 

made by undervalued artists, to counter what I see as the lack of exposure and opportunities 

for artists from across gendered, racialized, religious and class backgrounds working with 

feminized – or soft– materials in the art world. Such undervaluing of artists’ works based on 

softness might occur in venues such as public collections, museums, galleries, at auctions 

(private collection sales), critically, and/or institutionally. Artists featured may also face 

additional prejudice dues to race, gender, class and sexual orientation. The gallery exists 

online, and takes as its model the Toronto-based Feminist Art Gallery (FAG), which also 

has a mandate of collaborating, nurturing, cultivating, feeding, and enabling marginalized 

artists. 

Slide 31 

In its first year, The GAG hosted 14 exhibitions including performances, visuals art 

works, and written stories by artists living in Canada, the United States, Australia and 
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Sweden. I have pop-up exhibitions in the works for the coming year, as well as a feminist 

Wiki pub party that I am modeling after the New York City, Museum of Modern Art’s 

“Edit-athon”, and will be held January 26th at the Wisler’s’ Room, in Fredericton’s Capital 

Complex. 

The GAG aims to pair each of  its online exhibitions with an essay written by an 

author familiar with the field.  My hope is that such critically-minded pieces support and 

ground the exhibitions for our audiences and our artists alike. My objective is that such 

coverage will additionally support artists as they continue to advance in their careers by 

applying for other exhibitions and funding. We understand that well-written essays and 

reviews can be difficult for some artists to attract, yet they are extremely advantageous when 

competing for financial funding, or further exhibition opportunities. This is one small way I 

am working within praxis to help level the playing field in the art world. The GAG is the 

demonstration of  a project that helps to repair the negative effects of  crafts’ affect on 

GLAMs, and is one of  the ways I respond to my own of  research question of  how social 

and cultural understandings of  craft can be reimagined to repair effects which the current 

feminine affect has on the category of  craft. 

Slide 32 

Crafting a Community (Barcelona)  

The chapter ‘Crafting a Community’ will focus on my acceptance into the artistic 

residency Jiwar in Barcelona, Spain. I chose this residency because of its location in the 

neighbourhood of Gracia, which is where the Festa de Gracia has taken place ever summer 

for the past 199 years. Festa de Gracia is an extremely unique community arts festival, 

which is focused on the practice of community creation and collaboration amongst families 

and organized by neighbourhood streets.  
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As David Gauntlett explains, the act of  making is itself  a form of  connection that 

offers the maker direct connection to a community, whether online or in person. Making 

communities, such as those Gauntlett describes, are everywhere. This chapter focuses 

directly on my first-hand experiences of  one such making of  a community, about Gracia, a 

neighborhood within the city of  Barcelona during the Festa de Gracia of  August 2016. 

Dissanayake who talks about the value of  making or “wasting time”, to use her 

terminology, for elaboration within a making culture. In her 1992 essay “The Core of  Art: 

Making Special,” she explains: 

We could understand the arts ethologically by considering them as ways of  

making important things and activities “special.” That is to say, I emphasized 

the “behaviour” or activity [..], rather than, as other art theorists have done, 

the results: the things and activities themselves as “works of  art.” (E. 

Dissanayake, 2003) 

This section will illuminate my personal experiences of  witnessing, and participating 

in such “behaviours” of  art while I volunteered within the community Gracia, Barcelona 

during Festa de Gracia celebrations in August of  2016. Over my time in Barcelona I gained 

first-hand knowledge of  how time together making, operates as a kind of  binding/bonding, 

tightly forming personal, social, and cultural relationships into “works of  art”.  

Slide 33 

Terrain for Soft Targets  

Section C of chapter 4 will focus on the art exhibition component of my dissertation: my 

research results. In my studio, I will create what I call A Terrain for Soft Targets. This space, 

which will form my dissertation “gallery,” will consist of vintage quilts sewn together to 

create a tent-like structure with walls and a roof, and be embellished with beautiful 
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embroidery, as well as other illustrations of my carefully “wasted time.” I will house within 

this tent, or Terrain for Soft Targets, an installation of all the objects outlined in my first 

Research Creation chapter.  

Claire Grace wrote in a 2015 article for ArtNews that, Sheila Pepe’s monumental, 

rafter-hung work further crystalized [fiber’s] architectural potential, asking: Who is licensed 

to take up space, or claim shelter? (retrieved online December 8, 2016 from 

http://www.artnews.com/2015/01/29/fiber-at-ica-boston/). Terrain for Soft Targets is 

intended to address similar questions from my research about claiming terrain, or space in a 

patriarchal world. 

Slide 34 

My dissertation, Just Making It will contribute to important research already being 

undertaken by Canadian academics in the fields of art, education and gender studies, as well 

as other projects internationally which focus on work by feminist makers, post-studio craft 

practices, and practice-led research and bricolage in the academy. I intend to speak to these 

contributions in greater detail in my summary section, as well as to articulate my thoughts 

regarding future research, continuing my work with The Gynocratic Art Gallery, its 

implications for arts pedagogy, and to suggested future lines of inquiry or future research 

projects. 

 

Thank you! Woliwon! (Wool – y – when) 
 
 

 


