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Abstract 

As it is currently understood ‘craftivism’ is a term that can be used to describe any activity that 
incorporates the techniques of craft with the goals of activism. In this thesis, I consider the limitations 
of this conception and ask whether a more nuanced account of the value of craftivism could be 

developed by broadening this understanding to include seeing craftivism as a mode of do-it-yourself 
(DIY) citizenship. Through this repositioning I consider how craftivists can actively perform, test, 
rehearse and engage in the practice of democracy as part of their everyday lives. I also investigate the 
different ways that craftivist actions, regardless of their scale or political intent, contribute towards 
positive social, cultural and political change. I do this by considering how craftivism works to enhance 
people’s sense of political agency, foster social connection and reveal dissensus.  

The key question driving this research is: How does approaching craftivism as a mode of DIY 
citizenship empower artists and makers to actively engage in the practice of democracy and to 
materialise social, cultural and political change? To tackle this, I explore what approaching craftivism 
as a mode of DIY citizenship looks like in practice through seven socially engaged craftivism projects 

delivered over the course of four years. These include a variety of participatory and collaborative 
craftivism projects, as well as projects delivered in partnership with community groups and non-profit 
organisations. These projects vary in scale and political intent, and include interventions in public, 
private, institutional and online spaces. The material artworks and two self-published books created as 
part of this research project were exhibited at an exhibition titled ‘Craftivism HQ,’ which was held at 
Kings Artist-Run in Melbourne (7-10 March 2018). 
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Preface  

As a socially engaged artist and craftivist my work is often made with input from, or in collaboration 
with project participants, audiences, fellow artists and craftivists, community groups and non-profit 
organisations. This input is a crucial part of my creative work, however as the instigating and 

coordinating artist on these projects, I maintain artistic authorship of the artworks contained in this 
thesis. The only exception is the Universal Declaration of Human Rights Quilt project, as I shared the 
organisational and conceptual framing of this project equally with USA-based artist Stephanie Dunlap, 
and we acknowledge the contributions made to this project by the 120 artists who collaborated with us. 

This research project was funded by the Australian Postgraduate Award (2014-2016) and the 
Research Training Program Scholarship Fund (2017). I have also been a recipient of the Graduate 
Research Faculty Small Grants Scheme in 2016 and again in 2017. I could not have undertaken this 
project without this support.  
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Figure 1: Dawn Fitzpatrick, Ein Kerem, Israel (1986) 

 

I dedicate this PhD to my grandmother, Dawn Fitzpatrick, whose cloth-art inspired me to take up 
the practice of applique quilting. A lifelong artist, at age of 96, Dawn is still drawing every day. 

I am humbled to be following in her footsteps and building on her artistic legacy.  
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Introduction 

In the simplest of terms, ‘craftivism’ can be understood as a practice that sits at the intersection of 
craft and activism. As it is practiced today, craftivism is a uniquely twenty-first-century blend of craft, 

art, activism, politics, feminism, popular culture, new technology and social media. Since the first 
website dedicated to the practice of craftivism was launched by writer and maker Betsy Greer in 2003,1 
the idea that craft can be used in combination with new technologies and social media as a strategy for 
activism spread quickly throughout several continents, including Europe, North and South Americas, 
Oceania and Africa. As a result, the contemporary craftivism community is made up of a geographically 
dispersed group of activists, feminists, artists and makers, hobbyists and professionals alike, who have 
come to be known as craftivists.2  

To date, the practice of craftivism has largely been studied in relation to the question of its efficacy 
as a strategy for activism and to a lesser extent in relation to the its potential therapeutic benefits for 
individuals.3 Through this project, I make a case that the focus on understanding craftivism solely 

through the lens of activism has resulted in a gap in knowledge regarding craftivism’s broader potential 
to strengthen democracy by encouraging greater civic engagement. To address this gap, this project 
aims to explore whether craftivism might be better understood if it were considered not simply a strategy 
for activism, but also as a mode of active citizenship or do-it-yourself (DIY) citizenship (terms I 
henceforth use interchangeably). In this thesis, the use of terms active/DIY citizenship relates to the 
idea of the ‘justice oriented citizen’ as put forward by education and democracy researchers Joel 
Westheimer and Joseph Kahne. According to Westheimer and Kahne the justice oriented citizen is one 

who will ‘…critically assess social, political and economic structures and explore[s] collective 
strategies for change that challenge injustice and, when possible, address root causes of problems.’4 
This conception of citizenship extends beyond conventional understanding of what it means to be a 
‘good citizen,’ which revolves around taking personal responsibility for acting as a decent, law-abiding, 
tax-paying member of society who participates in civic affairs when required. 5 

The central research question driving this thesis is: How does approaching craftivism as a mode of 
DIY citizenship empower makers and artists to actively engage in the practice of democracy and to 
materialise social, cultural and political change? My interest in this question relates to my desire to 

                                                   
1 Betsy Greer ed., Craftivism: The Art of Craft and Activism (Vancouver: Arsenal Pulp Press, 2014), 8. 

2 Betsy Greer, “Craftivism Definition,” Craft + Activism = Craftivism, 2007, http://craftivism.com/definition/ (accessed 20 June 2017). 

3 In addition to beautification, donation and notification craftivism, is increasingly being investigated by researchers for its potential therapeutic benefits in the fields of 

psychology and art therapy. This focus on craftivism’s transformational potential on the individual maker is being explored in collaborative research projects such as the 

Craftivist Garden #wellMAKING project which is a participatory project run by Dr Fiona Hackney and Dr Ann Roberts, of Falmouth University in collaboration with The 

Craftivist Collective, Voluntary Arts and Arts for Health Cornwall. In my own practice, while I do experience and observe the positive transformational impacts that engaging 

in craft has on individuals, I am not focussed on generating these outcomes and therefore the following thesis will not make any claims about the therapeutic potential of this 

practice. Source: Fiona Hackney, “Craftivist Garden #wellMAKING,” AIR Projects, Falmouth University, 2014, http://projects.falmouth.ac.uk/craftivistgarden/ (accessed 4 

February 2018).  
4 Joel Westheimer and Joseph Kahne, ‘What Kind of Citizen? Politics of Educating for Democracy,’ American Educational Research Journal, vol.41 no.2 (2004): 237-269. 
5 Westheimer and Kahne, ‘What Kind of Citizen? Politics of Educating for Democracy,’ (2004). 
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create art that contributes to the project of positive social change by engaging audiences in complex 
conversations, creating spaces where alternate modes of being and becoming are made possible, and by 

illustrating the possibility of taking a more hands on approach to activism.  

My curiosity about craftivism’s potential to strengthen democracy is influenced by my professional 
experience working in the non-profit sector with organisations focussed on community cultural 

development and community disaster resilience building. Working in the field of community 
development and emergency management exposed me to the transformational impact that creative 
interventions can have at a grassroots level on individuals and communities that have been impacted by 
significant trauma. This experience also made me aware of how much community groups and non-
profit organisations have to gain from working in partnership with artists, who can assist them to more 
effectively engage with their communities and challenge them to develop more creative solutions to 
specific problems. These lessons inform my decision to focus my practice on creating spaces for citizens 

to express their political opinions, participate in political debates, work collaboratively with others, and 
engage with community groups and non-profit organisations who are driving change. 

To gain firsthand insight into how craftivists experience the practice of making change by materially 
intervening in the world through craft, I took up the practice of craftivism simultaneously with starting 
this research. This makes my research project unique, as it is unusual for an artist to undertake a 
practice-led PhD in a field of practice in which they have limited prior-experience in. Yet, considering 
that craftivism is a field where the majority of practitioners are, at least to some extent, self-taught, it 
seems fitting that I began my research in this field as many craftivists would start their craftivism 
journey: as an enthusiast keen to learn about whether it is possible to make a difference through making.  

Taking a practice-led approach to this research was important to me because craftivism’s strong 
focus on a material engagement with the world and the physical processes of craft-making point towards 
the existence of tacit forms of knowledge that would be hard to comprehend without firsthand 

experience. To complement this hands-on approach, I also engaged with key critiques put forward by 
feminist critics Laura Portwood-Stacer, Elena Solomon and Ele Carpenter, that question whether 
craftivists have adequately acknowledged or addressed the classist, racist, gender-normative and 
consumerist tendencies present in the fields of art, craft and activism. These tendencies, when ignored, 
threaten to undermine the radical potential of craftivism and perpetuate the inequity and inequality of 
the status quo. Taking these critiques on board, I worked to develop a praxis that centred criticality and 
reflexivity as a means to ensure my project did not unquestioningly parrot the celebratory rhetoric of 
DIY activism.6 

By taking up craftivism myself and becoming part of the international craftivism community in order 
to deliver several different socially engaged craftivism projects, I was able to gain firsthand experience 

                                                   
6 Chidgey, “Developing Communities of Resistance? Maker Pedagogies, Do-It-Yourself Feminism, and DIY Citizenship,” in DIY Citizenship: Critical Making and Social 

Media, eds., Matt Ratto and Megan Boler (Cambridge, Massachusetts: The MIT Press, 2014), 106. 
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of what happens when an individual begins practicing craftivism as part of a conscious effort to engage 
in the everyday practice of democracy. For me, becoming a craftivist involved buying my first sewing 

machine and taking up the craft of applique quilting for the first time. Quilting is a craft medium with 
a long and inspiring history of being deployed as a strategy for activism, community building and 
storytelling.7 The scope of this project prohibits me from exploring or expanding on this history, 
however my creative work was strongly influenced by the widespread practices of using quilting as a 
strategy for bearing witness, expressing care and advocating for social justice. Quilting also happens to 
be a medium that I have a strong personal connection with, as it is the medium that my paternal 
grandmother, artist Dawn Fitzpatrick, used to create her figurative and political textile artworks.8  

As part of this research project, over the course of four and a half years, I developed and delivered 
seven different socially engaged craftivist projects. Two of these projects involved creating work on 
my own, three were delivered in partnership with community groups and non-profit organisations, and 

two more involved public participation or collaborations with other craftivists. These projects form an 
arc that moves from small scale individual craftivist actions to large scale and collaborative craftivist 
projects. As Greer reflects, this move from individual gesture to collective action is the common path 
that craftivists take as their practice develops over time.9 In total, as part of this research, I created 
eighty-eight artworks, including nine large applique quilted wall hangings, ten applique quilted protest 
banners and mini banners, fifty textile portraits, seven customised jackets, ten appliqued back patches, 
and two self-published books including an open access manifesto ‘Craftivism: A Manifesto 

Methodology’. I also held two exhibitions of my work, one at the George Paton Gallery, Melbourne 
(31 August – 9 September 2016), titled ‘Dawn & I’, that featured eleven of my works alongside eleven 
of my grandmother’s artworks. The second was my PhD exhibition, titled ‘Craftivism HQ’, which 
featured a retrospective of the projects completed as part of this research, held at Kings Artist-Run, 
Melbourne (7–10 March 2018).  

In this thesis, I examine how craftivism works to empower citizens to participate in shaping, 
changing, and reconstructing selves, worlds, and environments in creative ways that enable them to 
challenge the status quo and create meaningful change. Paying particular attention to how craftivism 
works to empower young adults and women, who, broadly speaking, continue to be underrepresented 
in senior leadership positions and are therefore limited in their ability to exert power through more 

conventional political processes. To contextualise the project theoretically, I draw on a wide collection 

                                                   
7 Mary Worrall, Lynne Swanson, Marsha MacDowell and Beth Donaldson, Quilts and Human Rights (Lincoln: University of Nebraska Press, 2016). 

8 I took up the practice of ‘cloth art’ upon commencing this PhD research and my approach to this practice has been shaped by the visual language developed by my paternal 

grandmother Dawn Fitzpatrick (b. 18 January 1923) during her thirty year career as an artist. Dawn began working using a technique she coined the term ‘cloth art’ to 

describe in the mid 1970’s. Cloth art involves the creation of largescale, figurative wall hangings using the techniques of applique quilting, printmaking and painting. 

Dawn’s work was informed by political issues and current affairs, as well as by her experiences of living in Australia as a woman, an artist, a mother of five and a person of 

faith. Her work has been exhibited in Australia as well as in the United States of America, Israel and Greece. She published one book during her career, Folk Art Applique 

Quilts (Sydney: Allen & Unwin, 1990), which gives instructions on how to recreate several of her cloth artworks. By drawing on her artwork and her book and her artworks, 

I have found myself in an intergenerational conversation with Dawn, a conversation mediated trough the materiality of our artistic practices, including the physical and 

technical skills which she taught my father who has now passed them down to me. 

9 Greer, Craftivism, 8. 
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of studies from the fields of contemporary art and craft, political philosophy, feminist philosophy, 
cultural sociology and new materialist theory. The key thinkers I draw on include craftivists Betsy Greer 

and Sarah Corbett, political theorists Jacques Rancière and Chantal Mouffe, art critics Nato Thompson, 
new materialist Karen Barad, eco-feminist Donna Haraway, feminist critics Rozsika Parker, Laura 
Portwood-Stacer, Elena Solomon and Ele Carpenter, sociologists David Gauntlett, Marcel Mauss, Matt 
Ratto and Megan Boler, and cultural studies scholars Matthew Crawford and Katherine Wilson. These 
studies analyse how craftivism is currently understood,10 how the practice of democracy and citizenship 
has evolved,11 and how feminists and new materialists are expanding understandings of matter and 
meaning.12 They also address the rise of socially engaged art,13 and the unique logic of craft.14 In 

addition, I draw on a wide range of non-academic articles and web sources, because in some cases, the 
practice of craftivism is best documented in the online spaces where it was first incubated. 

Before I explore craftivism’s potential to increase active citizenship, it is necessary to contextualise 

my claim that seeing craftivism as purely a strategy for activism limits our ability to appreciate the full 
transformative potential of this practice. Therefore, in chapter one, I explicate how the practice of 
craftivism is currently understood and introduce the three core tenets of craftivism, as put forward by 
Greer: beautification, donation and notification.15 As part of this discussion I describe a range of 
different craftivism projects and practitioners to provide clarity about what craftivism looks like in 
practice. I then consider the limitations of positioning craftivism as purely a strategy for activism and 

question whether the value of this practice would be better accounted for if it was also seen as a form 
of DIY citizenship. Using the work of French philosopher Jacques Rancière, Belgian political theorist 
Chantal Mouffe as well as the work of curator Nato Thompson and scholars Matt Ratto and Megan 
Boler, I evaluate the importance of everyday acts of active citizenship and consider whether 
approaching craftivism as a mode of active citizenship could encourage citizens to take a more active 
approach to democracy. I finish this chapter by describing how agency, connection and dissensus can 
operate as lenses for interrogating my own and other craftivism practices. 

In chapter two, I focus on the small-scale practices of craftivism and consider how craftivism might 
work to empower citizens to express their political opinions and develop the confidence they need to 

                                                   
10 Greer ed., Craftivism, 7-9. 

Sarah Corbett, How to be a Craftivist: The Art of Gentle Protest (London: Unbound, 2017). 

11 Jacques Rancière, Moments Politiques: Interventions 1977-2009 (New York: Seven Stories Press, 2009).  
Chantal Mouffe, Dimension of Radical Democracy: Pluralism and Citizenship (London: Verso Books, 1992).  
Matt Ratto and Megan Boler eds., DIY Citizenship: Critical Making and Social Media (Cambridge, Massachusetts: The MIT Press, 2014). 

12 Karen Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and Meaning (North Carolina: Duke University Press, 2007). 

Donna J. Haraway, Staying with the Trouble: Making Kin in the Chthulucene (North Carolina: Duke University Press, 2016). 

13 Nato Thompson, Seeing Power: Art and Activism in the 21st Century (Brooklyn: Melville House Publishing: 2015).  

Claire Bishop, Artificial Hells: Participatory Art and the Politics of Spectatorship (London: Verso Books, 2012).  
David Gauntlett, Making is Connecting: The Social Meaning of Creativity, From DIY and Knitting to YouTube and Web 2.0 (Oxford: Polity Press, 2011). 

14 Glenn Adamson, Thinking Through Craft (London: Bloomsbury Publishing PLC, 2007).  

Rozsika Parker, The Subversive Stitch: Embroidery and the Making of the Feminine (London: I.B. Tauris & Co. Ltd., 2010). 
Matthew Crawford, Shop Class As Soulcraft: An Inquiry Into the Value of Work (New York: Penguin Putnam Inc, 2010). 

15 Betsy Greer, “Embracing Joyful Activism & an Instagram Craftivism Round Up,” Craft + Activism = Craftivism, 2016, http://craftivism.com/blog/tag/beautification/ 

(accessed 5 November 2018),  
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take a more active approach to citizenship. I explore how the materiality of craftivism empowers 
craftivists to approach citizenship as a creative act through which they can engage with justice and the 

practice of democracy as part of their daily life. I reflect on my own experience of taking up craftivism 
and discuss two of my small-scale craftivism projects, including a series of textile protest banners 
created in response to current political events, and wearable craftivist works that enable craftivists to 
publicly signal their values and ideals. Then I reveal how these two craftivist projects generate complex 
conversations with other citizens about the possibilities for positive change and expand on fashion’s 
strategic capacity to express political beliefs. I conclude by analysing the role new technologies and 
web 2.0 platforms have played in helping craftivists broaden the scope and impact of their craftivism 

projects.  

Chapter three, charts the potential of craftivism to generate community space, create opportunities 
for connection and empower people to proactively engage as DIY citizens. Focussing on three 

craftivism projects that I delivered in partnership with community groups and non-profit organisations 
in Victoria, I demonstrate how craftivists can work to pragmatically address specific real-world issues. 
The three quilt projects discussed in this chapter including: The Emerald Community House ‘Stories of 
Resilience’ project that promotes disaster resilience; the Igniting Change ‘Bookcase Quilt’ project that 
explores the value of storytelling; and the International Women’s Development Agency ‘Fifty-Fifty’ 
project that investigates the ways that craftivism might pragmatically support communities in distant 
places. Through these projects I test how craftivism might create opportunities for connection and build 

social capital. Across all these projects, I examine the powerful role storytelling plays and consider the 
ways that gift-giving can be deployed as a strategy to inspire trust and build reciprocity. 

Chapter four, evaluates the role that dissensus16 can play within democracies and craftivist projects. 

Through a discussion of two large-scale participatory and collaborative craftivism projects, the ‘PM 
Please’ Quilt project and the Universal Declaration of Human Rights (UDHR) Quilt project, I 
investigate how craftivists might work to create safe-spaces where people can materialise their political 
opinions in ways that inspire open debate about complex politics and issues. Favouring an intersectional 
feminist approach,17 I contemplate ways that craftivists can work to make their projects more inclusive 
in practice and advocate for the creation of temporary craftivist communities of resistance in which 
citizens pool their skills, resources and social capital. Finally, I consider how craftivist objects 

themselves might perform the work of materialising dissensus.  

Through a diverse range of craftivist interventions, this project illustrates the different ways 
craftivists approach change-making and expands the conversation regarding the value of these different 

                                                   
16 Dissensus, in Latin, is understood as disagreement, dissension, discord, the opposite of consensus. For political theorists Jacques Rancière and Chantal Mouffe dissensus 

refers to the political possibility of making visible that which the dominant consensus tends to obscure and in so doing create spaces where disagreement and alternate 

framings of socio-political relations can be explored. Source: Chantal Mouffe, “Artistic Activism and Agonistic Spaces,” Art & Research: A journal of Ideas, Contexts and 

Methods 1. no. 2 (2007). And: Jacques Rancière, Moments Politiques: Interventions 1977-2009 (New York: Seven Stories Press, 2009). 
17 Helma Lutz. "Intersectionality as Method," DiGeSt. Journal of Diversity and Gender Studies 2, no. 1-2 (2015): 39-44. 

http://www.jstor.org/stable/10.11116/jdivegendstud.2.1-2.0039 (accessed 14 September 2017). 
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approaches. My hope for this project is that it compels readers to broaden their understandings of how 
artists and makers can make change, both at the micro and the macro scale. I also hope this project 

inspires and empowers readers to take a more proactive approach to the practice of making change 
using whatever skills, networks and resources they have at their disposal.  

∆∆∆ 
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The creation of things by hand leads to a better understanding of democracy,  

because it reminds us that we have power. 

- Betsy Greer (2014) 

 

 

 

 

 

 

 

 

 

 

 



 

 8 

Chapter 1  

Craftivism: More Than Just Activism 

In Chapter one, I introduce the practice of craftivism and build a case for why current understandings 
of craftivism need to be expanded. I begin by touching on the historical precedents for this 
contemporary practice and articulating the three core tenets of craftivism, using examples of craftivist 
projects by several key practitioners working in Australia, Europe, and United Stated of America. I then 
consider the limitations of how craftivism is currently understood by examining the work of Betsy Greer 
and Sarah Corbett, two well-known craftivists publishing in the field, alongside the work of feminist 
scholars Laura Portwood-Stacer, Ele Carpenter, and Elena Solomon, who all write critically on the 

subject of craftivism. Through an exploration of the work of French philosopher Jacques Rancière, 
Belgian political theorist Chantal Mouffe, artist and curator Nato Thompson and scholars Matt Ratto 
and Megan Boler, I bring attention to the importance of everyday acts of citizenship. Building on this, 
I present my own expanded definition for the term craftivism and consider how, by approaching 
craftivism as a mode of DIY citizenship, it might be possible to gain more insight into how craftivism 
empowers artists and makers to actively engage in the practice of democracy and materialise social, 
cultural and political change.  

 

1.1 Contemporary Craftivism  

Contemporary craftivism is grounded in a longstanding history of people using craft as a strategy 
for engaging in activism, advocacy and resistance. Noteworthy examples include: the use of ‘domestic 
arts’ within the women’s suffrage movement;18 Mahatma Gandhi’s strategy of hand spinning his own 

traditional garments as a way to demonstrate his rejection of Western culture and to project a symbolic 
identification with the poor of India in the 1930s;19 and the Freedom Quilting Bee of Rehoboth, 
Alabama, which was central to enabling the African American women involved to become financially 
independent and join the fight for civil rights in the mid 1960s.20 Other important examples encompass 
the Chilean Arpilleras, who documented life under a military dictatorship using applique and 
embroidery techniques to record the stories of people who disappeared under the Pinochet government 
in the 1980s;21 the political and commemorative textiles of West Africa through which citizens 

comment on, share and record history as it unfolds;22 and the Names AIDS memorial Quilt which to 

                                                   
18 Eileen Wheeler, "The Political Stitch: Voicing Resistance in a Suffrage Textile," Textile Society of America, Symposium Proceedings 758, September 2012, 

http://digitalcommons.unl.edu/cgi/viewcontent.cgi?article=1757&context=tsaconf (accessed August 18, 2017). 

19 Theodore M. Brown and Elizabeth Fee, “Spinning for India’s Independence,” American Journal of Public Health, no. 98. (2008): 39. 

20 Nancy Callahan, “Freedom Quilting Bee,” Encyclopedia of Alabama, August 2008, http://www.encyclopediaofalabama.org/article/h-1628 (accessed August 18, 2017). 

21 “Arpillera: The Cloth of Resistance,” Royal Albert Museum, http://www.royalalbertamuseum.ca/exhibits/online/arpillera/index.cfm (accessed August 18, 2017). 

22 Willard, Michelle, "History of Research on African Factory-Printed Cloth and Current Approaches in the Field," Textile Society of America, Symposium Proceedings, 

Paper 447, 2004, http://digitalcommons.unl.edu/tsaconf/447 (accessed 12 December 2017). 
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date remains the largest community art project in the world (1987 – ongoing).23 As these examples 
illustrate, the use of craft as a strategy for activism is not limited to any particular country or culture: 

every community engaged in a struggle for justice draws on the skills, creativity and unique strengths 
of its members to develop strategies to be heard and to effectively resist oppression. Most commonly 
however, craftivism is a strategy that has been deployed by urban feminists, anarchists and grassroots 
community groups looking to engage in non-violent direct action and activism. 

All the examples listed above fit within the modern definition of craftivism as put forward by Betsy 
Greer, who is credited with coining the term craftivism in 2003. Greer defines craftivism as ‘…a way 
of looking at life where voicing opinions through creativity makes your voice stronger, your compassion 
deeper & your quest for justice more infinite.’24 Clearly, this definition is purposefully open-ended, 
designed to be inclusive and avoid any contestation that may arise if the practice were to be defined too 
narrowly. Crucially, at least for the purpose of this research, I argue that it is necessary to make a 

distinction between projects that could retroactively be considered craftivism and contemporary 
craftivism works because of the influence of new technologies and social media on the practises of 
contemporary craftivist practitioners. In the late part of the 20th century and into the 21st century the 
increased accessibility of personal computers, digital cameras and smart phones, in combination with 
the emergence of the internet and the subsequent rapid take up of web 2.0 platforms such as Instagram, 
Facebook, YouTube, Twitter, Pinterest and Tumblr, all enabled the ideas, language and practices of 
craftivism to spread through digital networks of crafters, feminists, artists and activists.25 This spread 

resulted in a steady increase in people (myself included) becoming inspired by the idea that it is possible 
to use craft in combination with new technologies and social media to address issues of power and 
politics, as well as issues of social, environmental and economic justice. The growing numbers of people 
who engage in the practice of craftivism can be seen as a loosely networked community that, like any 
other community, is not without fragmentation and varied constituencies. Yet, despite the variety, 
craftivists share a commitment to realising craft’s potential to transform both the self and society 
through one or more of the three tenets studied below. 

 

1.2  The Three Tenets of Craftivism  

The most common and clearly identifiable craftivist methods are categorised by Greer as the three 
tenets of craftivism: beautification, donation and notification.26 These tenets encapsulate the diverse 

                                                   
23 “The AIDS Memorial quilt: About,” The AIDS Memorial quilt, http://www.aidsquilt.org (accessed 18 August 2017). 

24 Betsy Greer, “Craftivism Definition,” Craft + Activism = Craftivism, 2007, http://craftivism.com/definition/ (accessed 5 July 2017). 

25 Gauntlett, Making is Connecting, 3,6-7. 

26 Betsy Greer, “Craftivism: Where Craft and Activism Meet,” Craft Industry Alliance, 12 October 2016, http://craftindustryalliance.org/craftivism-crafts-activism-meet/ 

(accessed 1 November 2017). 
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kinds of techniques, strategies and approaches that craftivists use, as well as the kinds of impacts that 
craftivists most commonly strive to achieve.  

The beautification practices of craftivism align with craft’s decorative character and involve craft 
interventions in public and commercial spaces. This approach is best exemplified by the practice of knit 
graffiti, which continues to be one of the most publicly recognised tactics of craftivism. Knit graffiti, 

also known as yarnbombing, yarn storming, guerrilla knitting or kniffity, describes the practice of 
covering objects or structures in public places with decorative knitted or crocheted material. A notable 
example of an artist who works to beautify public spaces though yarnbombing is USA-based artist 
NaomiRAG whose work involves the installation of botanical inspired crocheted pieces that she fixes 
to the chain link fences around New York City (figure 2).27 These decorative works are designed to 
bring joy and colour into urban spaces and introduce associations of warmth and comfort into 
streetscapes that can otherwise feel sterile, unwelcoming or unsafe.  

Knit graffiti continues to be one of the most prevalent and publicly identifiable strategies deployed 
by craftivists and several of the earliest and best known books published on the subject of craftivism 

focus on this practice, including Knitting for Good!28 and Yarn Bombing: The Art of Crochet and Knit 
Graffiti.29 Originally, these interventions in public space were attempts to reclaim and re-humanise 
public spaces driven by feminist politics, however the strategy of knit graffiti has become so popular 
that there are now many examples of local councils and for-profit institutions using this medium for 
purposes that are not aligned with craftivist ideals about social justice and social change. In my own 
practice, I take advantage of the decorative nature of craft to create impact by using it to draw people’s 
attention to the pleasing surface of my hand-crafted works and then surprising them with the outspoken 
political nature of its content. This strategy of lulling audiences into a sense of safety by contrasting 

craft’s non-threatening and familiar appearance with a highly political message is common amongst 
craftivists.30 Frequently, craftivists (myself included) will integrate the strategy of beautification with 
the strategies of donation and notification into the one craftivism project.  

                                                   
27 Naomi RAG, https://naomirag.wordpress.com (accessed 27 December 2017). 

28 Betsy Greer, Knitting For Good! (Boston: Trumpeter Books, 2008). 

29 Mandy Moore and Leanne Prain, Yarn Bombing: The Art of Crochet and Knit Graffiti (Vancouver: Arsenal Pulp Press, 2009). 

30 Carrie Reichardt and The Treatment Rooms Collective, “V&A - Tiki Love Truck,” Carrie Reichardt, 2014, http://www.carriereichardt.com/va---tiki-love-truck.html 

(accessed 19 February 2018).  
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Figure 2:  @NaomiRAG, Crochet Magnolia (2017)  
Installed in Anibal Aviles Playground, New York City, USA 
Photo: @NaomiRag 

 

 

 

 

 

 

 

 

 

Figure 3:  Carrie Reichardt, Tiki Love Truck (2007) 
Mobile mosaic mausoleum 
Photo: Carrie Reichardt 
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The donation practices of craftivists commonly involve making a hand-crafted object and donating 
it or raising funds for specific causes by selling hand-crafted objects and donating the money. The 

donation of functional hand-crafted objects, such as beanies, scarves and blankets, is also a widespread 
practice amongst crafters. Craftivists donate these items to people who are in need, for example people 
experiencing homelessness, recently arrived asylum seekers, children in hospital or people affected by 
natural disasters, often through grassroots organisations such as Quilts for Kids31 or Quilts of Valour,32 
The impact of these donation projects, which are often completed anonymously by makers who never 
meet the people who receive their donations, can be profound for those who receive these hand-crafted 
objects. For example, the testimonials given by the recipients of quilts donated by Quilts for Kids 

articulate how receiving a hand-crafted quilt can make people feel comforted, cared for and less alone:  

I hope that each of you understands how important your work is…Patients and 
their families feeling alone in their battles are reminded by your quilts that 

there is a world full of goodwill outside their hospital rooms. The thought and 
care with which you construct each quilt turns these intangibles into 
something a child can hold, and their family can see…that is invaluable...33  

While the creation and donation of hand-crafted items has a long and well documented history 
amongst crafters and women’s groups, the proliferation of new technologies and digital platforms have 
changed the ways craft donation projects are promoted, organised and delivered. Specifically, digital 
platforms have enabled individual craftivists to create and contribute work for donation without being 
affiliated with any specific craft group or guild. Digital platforms such as the online store Etsy, have 
also enabled craftivists to use digital platforms to raise money by selling their hand-crafted works so 
that they can donate funds to specific causes and charities. As I will show in later chapters, in my own 

practice I regularly incorporate donation strategies into my craftivist projects in order to amplify the 
pragmatic, real-world effects that my craftivism projects have.  

As Melbourne-based craftivist and blogger Sayraphim Lothian explains, the tenet of notification 
involves craftivists using their practice to teach others about specific causes by ‘…making pieces that 
speak out against injustice in its myriad of forms.’34 Commonly, notification practises take the form of 
public installations and interventions that use a combination of craft and social media in order to get  

                                                   
31 Quilts for Kids, http://www.quiltsforkids.org/childrens-stories.htm (accessed 17 December 2017). 

32 Quilts of Valour, http://www.quiltsofvalour.ca/new-to-qovc.html (accessed 17 December 2017). 

33 Quilts for Kids, http://www.quiltsforkids.org/childrens-stories.htm (accessed 17 December 2017). 

34 Sayraphim Lothian, “Craftivism Now – Craftivism 101,” YouTube, 20 September 2017, https://www.youtube.com/watch?v=Bet86jFUpa4&t=460s (accessed 20 October 

2017). 
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Figure 4:  Shannon Downey Boys will be Boys held accountable for their fucking actions (2017) 
Hand embroidery, cotton thread, fabric, embroidery hoop 
Photo: @badasscrossstitch 
 

 

 

 

 

 

 

 

 

 

Figure 5:  Shannon Downey No human being is illegal (2018) being held as a sign at the 2018 ‘March for Our 
Lives’ rally in Union Park, Chicago USA (24 March 2018)  
Toxic Masculinity Kills (2018) 
Hand embroidery, cotton thread, fabric, Aida cloth, embroidery hoop 
Photo: @badasscrossstitch 
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people’s attention and encourage them to engage with a particular subject. A notable example of a 
craftivist engaged in notification is UK based artist Carrie Reichardt (figure 3).35 Reichard creates her 

politically charged public artworks by hand-printing her own tiles and creating large mosaics that call 
to eradicate the death penalty or advocate for issues around mental health and women’s rights. The 
Crochet Coral Reef project by Margaret Wertheim and Christine Wertheim is another example of a 
notification project that illustrates the participatory approach many craftivists take to craftivism.36 The 
project was designed to raise awareness about the impact climate change is having on the world’s coral 
reefs and is cited as one of the world’s largest participatory science + art endeavours.37 Notification 
practices can also take the form of small-scale gestures such as the hand embroidered feminist works 

of craftivist Shannon Downey, who hand stiches political slogans including ‘Boys will be Boys held 
accountable for their fucking actions’ (Figure 4), ‘Toxic Masculinity Kills,’ and ‘No human being is 
illegal’ (figure 5).38 Downey’s work is typical of the approach taken made by many craftivists who use 
their craft skills to create works around issues they are passionate about, which they later share via 
social media as well as local exhibitions. I see notification as the central focus on my own craftivism 
work, through which I endeavour to engage, educate and inspire people to think about what role they 
can play in bringing about positive social, cultural and political change. For example, in chapter four I 
discuss a collaborative craftivism project I coordinated called the Universal Declaration of Human 

Rights Quilt project, which was designed to engage citizens from across the globe in a conversation 
about human rights and the ways they are being violated. 

In addition to these three tenets, I would like to acknowledge craftivism’s power to generate 
collective experiences via its focus on self-organising and public participation. This power evidenced 
by the number of craftivist collectives around the world that are grassroots, self-organised and non-
hierarchical in nature. These include collectives such as the Australian collective Knit Your Revolt, the 
UK collective The Craftivist Collective and the Australian and UK based ‘loops’ of the craftivist 
collective Knitting Nannas Against Gas and Greed.39 These craftivist collectives are often formed in 
response to a specific issues or current events and they tend to centre their work on communal acts of 
craft-based resistance. These activities commonly involve interventions in public space as well as 

projects designed to tie in with other activist campaigns both in online and real-world spaces. For 
example, the Knitting Nannas Against Gas often perform their knit-ins at blockades of coal-seam gas 
mining sites as well as in front of politicians’ offices, where they bear witness and peacefully bring 

                                                   
35 Carrie Reichardt, Carrie Reichardt, http://www.carriereichardt.com (accessed 19 December 2017).  

36 Margaret, Wertheim and Christine Wertheim. “Crochet Coral Reef,” Crochet Coral Reef, The Institute For Figuring, 2005, http://crochetcoralreef.org (accessed 19 

December 2017). 

37 The project involved the creation of a textile coral reef made using the techniques of crochet and hyperbolic mathematical models. It also involved a community 

component where citizens were invited to crochet their own reefs. This project has been exhibited in numerous galleries and science museums around the globe and it has 

been seen by more than three million people. Source: “Crochet Coral Reef: About The Project,” Crochet Coral Reef, The Institute For Figuring, 2005, 

http://crochetcoralreef.org/about/history.php (accessed 19 December 2017). 

38 Shannon Downey, Badass cross stitch, 2016, http://www.badasscrossstitch.com (accessed 19 December 2017). 

39 Knitting Nannas Against Gas, 2012, https://www.knitting-nannas.com (accessed 4 December 2017). 
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attention to the harm being caused by this industry (figure 6).40 Most commonly, craftivist collectives 
run campaigns that have both real-world and digital presence by utilising web 2.0 platforms such as 

Facebook, Instagram, Twitter and Tumbler to organise and share their work publicly. While my practice 
is strongly influenced by the work of these collectives, I myself am not an acting member of any 
craftivist collective and this thesis will focus largely on the individual, participatory and collaborative 
practices of craftivists, rather than on the work of craftivist collectives.  

 

 

 

Figure 6:  Knitting Nannas Against Gas (17 December 2017) 
Lismore loop of Knitting Nannas Against Gas demonstration against coal seam gas mining company 

Metgasco in front of the office of Thomas George MP for Lismore, NSW Australia  

Photos: Knitting Nannas Against Gas 

 

 

 

                                                   
40 Larraine J. Larri & Maxine Newlands, “Knitting Nannas and Frackman: A gender analysis of Australian Anti-coal Seam Gas Documentaries (CSG) and Implications for 

Environmental Adult Education,” The Journal of Environmental Education 48, no. 1 (2017): 35-45. 
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1.3 The Limitations of Understanding Craftivism as Purely a Strategy 

for Activism  

Currently, the impact that craftivists are able to achieve through their beautification, donation and 
notification practices, as well as through the work of craftivist collectives, is largely understood in 
relation to how well these strategies enable craftivists to realise the goals of activism. In light of this, it 
is worthwhile to consider what the specific goals of activism are.  

In the Oxford and Cambridge dictionaries activism is understood as the ability to achieve specific 
political, social, cultural, or environmental outcomes by vigorously campaigning for policy and/or 
behavioural change, or in more extreme cases systematic change.41 According to French philosopher 
and political theorist Jacques Rancière, activism is the culmination of the efforts of collective subjects, 
who manage to concretely change situations by asserting their creativity to reshape the world and 

redistribute power42 by opening out spaces where the temporality of consensus is disrupted.43 Rancière 
explains that the goal of the activist is not to overthrow a monopoly of power only to immediately 
constitute another in its place, but to open up spaces of inquiry where anyone can speak freely in order 
to express their dissent and attempt to reconfigure their relationships to power as well as to one 
another.44 This articulation of the role of the activist as being about opening up spaces for the expression 
of dissent and for having complex conversations about power, fits aptly with craftivism’s dialogic 
approach – an approach that positions the sharing of people’s individual stories and the strengthening 

of interpersonal connections as central to the process of change making. Indeed, a large proportion of 
craftivist actions involve makers expressing their own political opinions and concerns by using their 
hand-crafted objects as catalysts for political conversation (either in person or online). Despite this, 
Rancière’s assertion that activism is the result of collective efforts by subjects who work together in 
order to concretely change situations and contribute to the redistribution of power,45 casts doubt over 
the political efficacy of the small-scale and politically ambiguous craftivist actions. Yet these actions 
make up a significant bulk of contemporary craftivist activity and include actions such as mending, 
upcycling, gifting, beautifying and notifying through the sharing of handcrafted works.  

The question of whether these kinds of small-scale craftivist actions are effective forms of activism 
has been deliberated over by feminist scholars Laura Portwood-Stacer, Ele Carpenter, and Elena 

Solomon.46 In their writing on craftivism, these critics interrogate craftivism’s efficacy as a strategy for 

                                                   
41 “Activism,” Cambridge Dictionary, https://dictionary.cambridge.org/dictionary/english/activism (accessed 18 September 2017). 

“Activist,” Oxford Dictionary, https://en.oxforddictionaries.com/definition/activist (accessed 18 September 2017). 

42 Rancière, Moments Politiques, ix. 

43 Ibid, viii-ix. 

44 Ibid. 

45 Rancière, Moments Politiques,159. 

46 Laura Portwood-Stacer, “Do-It-Yourself Feminisms: Feminine Individualism and the Girlie Backlash in the DIY/Craftivism Movement,” The International 

Communication Association Convention, (2007): 17. https://www.academia.edu/1863481/Do-It-

Yourself_Feminism_Feminine_Individualism_and_the_Girlie_Backlash_in_the_CraftivismMovement (accessed November 12, 2016). 
Ele Carpenter, “Activist Tendencies in Craft,” in Concept Store, eds., Geoff Cox, Nav Haq and Tom Trevor (Bristol: Arnolfini Journal, 2010): 1. 
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making change and identify a range of concerns regarding the ways craftivism is being deployed with 
the intention to improve reflexivity and criticality within the craftivism community. Some of the main 

concerns they raise focus on small-scale and politicly ambiguous craftivist gestures, which they argue 
are either too small in scale, too individualistic, too uncritical in their feminist politics, too heavily 
reliant on the logic of capitalism, or too vague in their intent to be considered effective forms of 
activism.47 Solomon, for example, is most critical of the small-scale craftivist practices that are not 
visibly connected with any specific political goals or campaigns, along with practices that do not 
‘…extend beyond the domestic into the larger activist culture of social critique.’48 Close raises concerns 
about the racial politics of some craftivists, pointing out that craftivist subcultures such as graffiti 

knitting often appear as overwhelmingly white and tend to speak about issues of ‘…gender and labor 
based oppression while sidelining ethnicity and race-based oppression.’49 On the other hand, Carpenter 
and Portwood-Stacer are concerned that craftivism, when muddled up with retro ideas of femininity, 
could work to reinforce regressive gender stereotypes instead of challenging them.50 

Craftivists themselves have also begun to explore the question of craftivism’s efficacy and work 
towards developing arguments regarding what makes craftivism effective and what actions should 
qualify as craftivism. When examining the arguments put forward by Betsy Greer and Sarah Corbett, it 
is evident that despite craftivism’s very broad and inclusive definition, there are subtle disagreements 
within the craftivism community regarding how the practice can best be deployed to affect change. On 
the one hand, Betsy Greer claims that the small-scale, individualised craftivist actions, including acts 

of beautification, donation and notification, are of central importance because ‘…craftivism is about 
change from within as much as it is about creating work that makes the world a better place.’51 She 
explains that a craftivist’s role is to ‘…foment dialogue and thus help the world become a better place, 
albeit on a smaller scale than activists who organise mass demonstrations.’52 This statement not only 
acknowledges the limitations of working at the interpersonal scale, but also recognises that fomenting 
dialogue at the grassroots level forms a key part of the consciousness raising necessary for driving 
social, cultural and political change.  

On the other hand, Sarah Corbett, who has a background working in traditional activist organisations 
such as Christian Aid, Oxfam and the Department for International Development, asserts that much of 
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the fundraising, awareness raising and donation practices being undertaken by craftivists should be 
regarded as ‘different form of charity work’ rather than activism.53 Corbett argues that to be effective 

in their activism, craftivists should endeavour to focus their energy on finding pragmatic ways to 
address the root causes of social and political issues, rather than on providing temporary relief or support 
for people affected by the negative impacts these issues cause.54 The challenge with this assertion is that 
while developing a clearer understanding of the systemic, structural and cultural issues that cause 
inequality and injustice is an important goal for craftivists to strive towards; it seems unreasonable to 
expect individual craftivists to be able to correctly identify the root causes of complex issues like 
sexism, racism, poverty or climate change and then to singlehandedly develop and implement effective 

strategies to address these causes. Indeed, often it is the overwhelming nature, size and complexity of 
these issues that leads to the feelings of helplessness and despair that cause so many citizens to 
disengage from civic life. And yet, as art critic Claire Bishop explains, many artists interested in social 
engagement have ‘…internalised a huge amount of pressure to bear the burden of devising new models 
of social and political organisation…’ a task she argues they are not always best equipped to undertake.55 

Portwood-Stacer concludes her critique of craftivism by proposing that craftivists must come to 
recognise that for feminist praxis to truly be effective ‘…it must transcend the individual and recuperate 
a social politics that takes broad, radical change as its ultimate goal.’56 The implication of this critique 
is that craftivists should shift their focus away from the small-scale, individual, politically nuanced 
gestures towards projects that are overtly political and focus on collective transformations rather than 

personal ones. Based on Corbett’s insistence that craftivists should focus on achieving the traditional 
goals of activism, it would appear that she might agree with this conclusion. Yet, both Greer and Corbett 
maintain that individuals can engage in the practice of craftivism as a ‘gentle’ and ‘kind’ way to resist.57 
Clearly misaligned with the inferences of Portwood-Stacer, Carpenter and Solomon who suggest that 
craftivists should move away from softer individualism towards more collaborative and politically 
radical attempts to materialise change.58  

What this disconnect highlights to me is that there is a gap in current thinking about craftivism which 
manifests itself as a tension between the desire to integrate activism into the micro scale of people’s 
everyday lives and the desire to achieve the macro goals of activism which largely revolve around 
mobilising large-scale collective action in order to change specific policies or behaviours. To address 

this tension, I argue that it is necessary to expand on the current understanding of craftivism, so it is 
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understood not just as a strategy for activism but also as a mode of DIY citizenship. Here I elaborate 
on the work of Kate Orton-Johnson who, in her essay DIY Citizenship, Critical making, and 

Community,59 argues that (digitally mediated) knitting creates spaces for local and global connectivity 
as well as political and civic engagement, and as such can act as a as a form of DIY citizenship through 
which individuals can actively participate in civic life.60 Reframing craftivism as a practice through 
which citizens can take a hands-on approach to participating in civic life enables an enquiry into the 
value of craftivist actions across various scales, from small-scale individual gestures to large-scale 
collaborative projects. This reframing is significant because by understanding craftivism as both a 
strategy for activism and a mode of DIY citizenship it becomes possible to consider the impact of 

craftivist actions which would otherwise be dismissed as ineffective attempts at activism. This includes 
those small-scale and politically ambiguous craftivist gestures that fail to centre broad, radical change 
as their ultimate goal, but which continue to be widely practiced by craftivists. As I will illustrate 
through a discussion of my own journey of becoming a craftivist, reframing craftivism this way does 
not contradict the assertion that craftivists should move towards taking more collaborative and 
politically radical action if they wish to be effective in their attempts to make change – instead it reveals 
how smaller-scale craftivist actions work to provide citizens with the skills, confidence and networks 
necessary to undertake these more complex collective projects.  

 

1.4 Craftivism as a Mode of DIY Citizenship  

Craftivism, as both a strategy for activism and a mode of DIY citizenship, is a form of resistance 
that doesn’t rely on existing political power structures but instead involves individuals and small groups 

intervening in public, private and online spaces in creative ways. As a result craftivists do not need to 
become directly involved with the activities of organised political or activist groups or other charity or 
non-government organisations to make change. Instead, craftivism can be seen as an example of ‘…an 
alternative form of activism or resistance that doesn’t rely on existing political power structures…’61 
This approach revolves around the interventions of individuals and small groups of citizens whose 
actions becomes further politicised by being shared.62 This approach has the potential to be impactful 
because, as Greer observes: ‘…the creation of things by hand leads to a better understanding of 
democracy, because it reminds us that we have power.’63 In this quote, Greer makes clear that by using 

craft as a strategy for materially engaging in the physical world, craftivists are reminded of the agency 
they wield to reshape the material world. A realisation that has the potential to empower craftivists to 
exercise that same agency in order to reshape their social and political environment. In this way, 
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craftivism can be understood as operating according to the belief that change starts with one, with the 
individual citizen who is empowered to remake the world around them. This belief is built on the idea 

that social and political change is initiated when people begin to alter their everyday habits, and is 
realised as these changes ripple outward and inspire others to act. This logic helps explain why so many 
craftivists, including Greer, Corbett and myself, place such a strong emphasis on the importance of 
individual responsibility and individual action.  

Based on this logic, many craftivists look to mobilise lasting change by using craft as a strategy for 
inspiring people to change their habits by helping them connect their head, heart and hands,64 that is 
their beliefs, their emotions and their physical actions. They do this through projects designed to spark 
curiosity, foment dialogue, help people connect emotionally with tough issues, and provide models for 
how people can act in order to make the world a better place as part of their day-to-day lives.65 This 
approach places the citizen with all their political agency and individual responsibility firmly at the 

centre of craftivism’s philosophy on change making. This emphasis is not unproblematic considering 
the multiple criticisms individualism bears. These criticisms include the fact that when the ideas of 
individualism and the social contract first became influential in the seventeenth and eighteenth century, 
the radical potential of these ideas was stunted by the fact that not all people where recognised as 
individuals.66 For example propertyless men, slaves, women and indigenous populations were excluded 
from political participation and denied their individual freedoms.67 The ramifications of this exclusion 
have been the perpetuation of systemic and structural inequalities that continue to marginalise, oppress 

and control certain parts of the population. More recently, individualism has been coerced by neoliberal 
and capitalist forces that threaten to completely erode the social order in favour for the rights of 
individuals and private corporations.68 Contemporary Feminist scholars including Rosi Braidotti, 
Carole Pateman and Elizabeth Grosz and have strongly critiqued individualism, putting forward a case 
for different modes of coworking and co-becoming that provide alternative models for resistance and 
coexistence.69 

In light of these concerns it is crucial to clarify that in the case of craftivism, ideas about the roles 
and responsibilities of the individual need to be contextualised by an understanding that craftivists take 
individual action not in isolation, but rather as individualised collective actions undertaken 
simultaneously by many people in the craftivism community. Furthermore, craftivism works to 

reconnect people with the recognition that with individual rights and freedoms come with the 
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responsibility to defend those rights for all. To remind people that own emancipation is caught up in 
the emancipation of all peoples, or as the civil rights era activist and feminist Audre Lorde put it:  

I am not free while any woman is unfree, even when her shackles are very 
different from my own. And I am not free as long as one person of Color 
remains chained. Nor is anyone of you.70  

In their book DIY Citizenship, Critical Making and Community, Matt Ratto and Megan Boler suggest 
that what makes small-scale individual activist actions of citizens effective is that they enable people to 

look for solutions to problems themselves and work in collaboration with others in order to change 
things in the here-and-now.71 Similarly, David Gauntlett, in his book Making is Connecting: The Social 
Meaning of Creativity, from DIY and Knitting to YouTube and Web2.0, explains that everyday creative 
acts help build resilience and creative capacity within individuals and communities.72 While Katherine 
Wilson, in her book Tinkering: Australians Reinvent DIY Culture, suggests that the life-skills gained 
while engaging in everyday creative skills such as the ability to mend clothes, grow food or repair 
electrical goods, can help equip individuals and communities with the self-reliance and adaptability 

necessary to tackle significant challenges such as the local impacts of a global economic downturn or 
the impacts of climate change.73 Each of these authors build a case for the fact that everyday creativity 
can be scaled up into something significant, political, and vitally important when practiced by large 
numbers of people at once. 74 

Building on this understanding, my project looks to explore the unique potential for craftivism to 
act as an expression of DIY citizenship – a modality that extends and develops citizens’ active 
engagement with the world. As part of this proposed expansion of the current understandings of 
craftivism I have developed my own definition for the term ‘craftivism’ that takes into account for this 
repositioning of the practice. I published this definition in my craftivism handbook, Craftivism: A 
Manifesto/Methodology, which is targeted at anyone interested in craftivism’s potential to act as a force 

for making change.75 In this manifesto I suggest that craftivism can be defined as follows:  

Craftivism is both a strategy for non-violent activism and a mode of DIY 
citizenship that looks to influence positive social, cultural and political 

change. This uniquely 21st century practice involves the combination of craft, 
social engagement and new media as part of a proactive effort to bring 
attention to, or pragmatically address, issues of social, political and 
environmental justice. Craftivism can take the form of acts of donation, 
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beautification, notification or be deployed for its individual capacity building 
and therapeutic benefits, or for its ability to strengthen social connections and 

enhance community resilience.76  

One of the main benefits of expanding the current understandings of craftivism in this way is that it 
enables a more nuanced understanding of how craftivism works to affect change. As Ratto and Boler 

explain, by focussing our attention on the practices of DIY citizenship, it becomes possible to glean a 
more complex and encompassing understanding of: 

…how and when individuals and communities participate in shaping, 
changing, and reconstructing selves, worlds, and environments in creative 
ways that challenge the status quo and normative understandings of ‘how 
things must be.’77 

In the same way, I suggest, paying attention to both the micro and the macro gestures of craftivists 
makes it possible to account for the valuable contribution that craftivism is making not only towards 
the project of social change, but towards the strengthening of democracy itself.  

 

1.5 The Importance of DIY Citizenship  

To fully understand the implications of this reframing of craftivism, it is necessary to consider how 
the practice of DIY citizenship differs from the practice of activism. Citizenship, unlike activism, is a 
practice focussed around individual responsibility and individual action. In modern western 
democracies, citizenship is understood as a legally recognised status, which entitles the subjects of a 
specific nation state to participate in and have influence over their democracy.78 In his book Moments 

Politiques: Interventions 1977 – 2009, philosopher Jacques Rancière reminds us that citizenship should 
be understood not as a ‘…status or state of belonging but an act, a practice, which is always dissensual 
because citizenship status in itself never really defines the activity of the citizen.’79 This quote highlights 
that, in contrast to the rights of citizens, which are clearly outlined in the laws and constitutions of 
democratic states, the roles of the citizen – the responsibilities a citizen bears and what actions they 
might take in order to fulfil these responsibilities – are not clearly defined. Despite this ambiguity, at 
the most basic level it is generally understood that, in a democracy, citizens have a responsibility to 
follow the laws of the land, pay taxes and participate in elections, although in many countries even the 

civic duty of voting is not made compulsory.  
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In Australia, the government’s recently established ‘Australian Border Force’ department announces 
on their website that the ‘…privileges, freedoms and benefits of living in Australia are balanced by 

responsibilities.’80 The Australian Government Citizenship HQ website outlines the five key formal 
responsibilities Australian citizens are expected to uphold: respecting the law, embracing Australian 
values, voting in elections, defending Australia, and serving on a jury.81 Crucially, this list does not 
address the responsibilities that a citizen might have to adopt in order to confront inequality, or to ensure 
that the power bestowed on elected representatives is not being corrupted or abused. The citizens who 
proactively engage in the practice of democracy and who take it upon themselves to come up with 
creative ways to fulfil their civic responsibilities (in their own free time and of their own free will) have 

come to be known as active or DIY citizens.82 Political scientists Larry Diamond and Leonardo Morlino 
explain that active citizenship can be understood simply as the active participation of people as citizens 
in politics and civic life.83 Matt Ratto and Megan Boler, who explore the concept of DIY citizenship in 
the context of critical making and social media, provide a more specific definition. They suggest that 
the practice of DIY citizenship should be understood as a uniquely ‘…twenty-first-century 
amalgamation of politics, culture, arts, and technology that in turn constitutes identities rooted in diverse 
making practices.’84 Ratto and Boler explain:  

DIY citizenship as we practice it takes seriously the concept of responsibility 
– not just the responsibility to follow the rules and accept legitimately imposed 
limits on our participation in society, but the responsibility to hold our 

governments accountable for making rules that reflect the kind of society in 
which we want to live.85  

Diamond and Morlino argue that the importance of active citizenship cannot be understated. Active 

citizenship is one of the four key elements of a healthy democracy, alongside a political system for 
choosing and replacing the government through free and fair elections, the protection of the human 
rights of all citizens, and the rule of law under which the laws and procedures apply equally to all 
citizens.86 Rancière also stresses the importance of active citizenship, pointing out that democracy is 
not a static system of governance but a practice which must be continually performed and which comes 
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into being through the participation of citizens.87 To better understand what actions individuals might 
choose to take in order to fulfil the civic responsibilities, Ratto and Boler suggest paying attention to 

those citizens who take their civic responsibility seriously and develop a practice of DIY citizenship. 
By examining these DIY practices, Ratto and Boler assert it is possible to come to an understanding of 
how citizens actively work to reshape the world around them.88  

In contrast to the tactics of organised activism, the actions of DIY citizens can be subtler, more 
private in nature and smaller in scale. For example, the actions of a DIY citizen could include an 
individual’s purchasing or volunteering habits, their conviction to pick up litter while walking the dog, 
or the ways they engage in public debates by attending public meetings or writing letters to the editor 
of their local newspaper. DIY citizenship can also involve participating in more traditional types of 
activism, including taking part in strikes, boycotts or protests. Importantly, these activist actions are not 
considered more or less valuable than any other kind of DIY citizenship actions a person might take. 

This is because all the actions undertaken by citizens as part of a concerted effort to fulfil their civic 
responsibilities and participate in democracy are integral to the health of that democracy. In other words, 
the goal of the DIY citizen is not to achieve any specific policy, behavioural or systematic change, but 
to find ways to act on their civic responsibilities and participate in their democracy by voicing their 
opinions and exercising their democratic right to confront corruption and inequality. Everyday ways of 
participating in democracy can include, for example, volunteering with a local community group, 
donating money to charities or knitting while peacefully protesting fracking pollution as the Knitting 

Nanas Against Gas do.89  

Considering how important active citizenship is to healthy democracies, it is surprising that practices 
of active citizenship are not explicitly taught or consciously integrated into the everyday lives of 

citizens. Key to this thesis is the consideration of the roles that art and creativity have to play in 
empowering people to take up the practice of DIY citizenship. Belgian political theorist Chantal Mouffe 
posits in her article Artistic Activism and Agonistic Spaces, that it would be a ‘…serious mistake to 
believe that artistic activism could, on its own, bring about the end of neo-liberal hegemony…’90 
However, she stresses that artists can still contribute to the project of change by abandoning modernist 
ideas of the avant-garde in favour of interventions that target a multiplicity of social spaces.91 Mouffe 
suggests that what is needed in the current situation is ‘…a widening of the field of artistic intervention, 

with artists working in a multiplicity of social spaces outside traditional institutions.’92 These 
interventions, Mouffe explains, should be designed to bring attention to the ways power is naturalised 
and normalised across public, private and institutional spaces to ensure that the ways power is woven 
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throughout all levels of society is addressed. Furthermore, Mouffe argues that challenging the ways 
power is normalised in private spaces, is as important as challenging the ways power is normalised in 

public and institutional spaces. This argument is aligned with the poignant feminist assertion that the 
personal is political and provides craftivists with a frame through which they can begin to argue for the 
value of small-scale craftivist interventions, including those undertaken in the private/domestic sphere.  

Another thinker who argues that artists have an important role to play in challenging the status quo 
is curator Nato Thompson who, in the book Seeing Power: Art and Activism in the 21st Century, turns 
his attention to the role artists play in creating spaces for resistance and transformation. Thompson 
argues that artists have the opportunity to transform societies through their ability to open up ‘…spaces 
and practices that produce new ideas and ways of seeing and understanding ourselves – new ways of 
thinking…’93 Mouffe asserts that it is through the creation of these types of spaces and practices that 
artists can contribute to the production of new counter-hegemonic subjectivities and ‘…new practices 

of living, consuming and collective appropriation of common spaces and everyday culture.’94 Within 
the craftivism community, practice-led explorations into the possibility of living, consuming and 
relating differently are very common, and include the tactics of mending, upcycling, co-creating and 
engaging alternate modes of exchange.95 These small-scale craftivist gestures are the very same actions 
that critics of craftivism are concerned about, as they fall outside the boundaries of what is traditionally 
thought of as effective activism. What Thompson helps us understand is that these actions are important 
because they enable people to develop and practice new ways of living,96 while Mouffe helps frame 

how these practices work to challenge the imaginary figures (stereotypes and archetypes) that society 
depends on for its very consistency, its self-understanding.97  

In order to help us conceptualise a proper place for these practices within the field of craftivism, we 

could turn to models of activist resistance such as ‘lifestyle politics.’98 As Portwood-Stacer describes 
in her book Lifestyle Politics and Radical Activism, lifestyle politics is at work ‘…when individuals 
who desire social or political change are compelled to shape their own personal behaviours and choices 
towards the ideals they envision.’99 Models such as this could help account for how craftivists attempt 
to materially change their everyday experience – that is the creative ways they find to resist the 
structures of power they come up against in their everyday lives – without appealing to a central unity 
in the ways that more traditional activist collectives do.100 However, models such as ‘lifestyle activism’ 

do not capture the full scope of actions taken by craftivists, actions that can be understood to exist along 
a continuum that ranging from very small-scale personal gestures all the way to largescale, 
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collaborative, overtly political actions. For this reason, it is useful to reconceptualise craftivism not 
simply as a strategy for activism but also as a mode of active or DIY citizenship through which 

individuals and groups can proactively engage in the practice of democracy both the micro and the 
macro scale.  

In my research, I identify three key elements that act as the foundation upon which DIY citizens 

build their practice, these are agency, connection and dissensus. These three elements are critical for 
enabling the possibility of everyday citizens proactively participating in democracy. In my definition 
“agency” refers to individual subjectivity, which nonetheless remains profoundly social and material,101 
and is related to a person’s sense that they are capable of deliberately having an effect on the world 
around them.102 “Connection” indicates one’s social capital and one’s ability to create new meaningful 
connections with individuals, community groups and organisations. Finally, “dissensus” denotes to the 
political possibility of making visible that which the dominant consensus tends to obscure,103 and in so 

doing creating spaces where disagreement and alternate framings of socio-political relations can be 
explored.104 In the following three chapters of this thesis, I consider how craftivists might improve their 
capacity to create change by strategically focussing their energy on fostering agency, connection and 
dissensus. 

∆∆∆ 

In this chapter, I argued that it is necessary to expand current understandings of craftivism to include 
seeing it as both a strategy for activism and a mode of DIY citizenship. This reframing shifts the 
conversation regarding the efficacy of craftivism away from unhelpful debates about what qualifies as 
craftivism, towards a more nuanced conversation about how craftivists can participate in shaping, 
changing, and reconstructing selves, worlds, and environments in creative ways to challenge the status 
quo and create more robust and inclusive democracies. The value of this reframing is that it opens up 
the possibility of developing more nuanced understandings of the meaningful contributions craftivists 

make towards the project of positive change across a variety of scales.  

∆∆∆ 
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Never depend upon institutions or government to solve any problem. All social movements are 

founded by, guided by, motivated and seen through by the passion of individuals. 

- Margaret Mead 
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Chapter 2  

Making a Stand: Developing a Sense of Political Agency  

In this chapter, I consider how craftivism works to empower citizens to stand up for what they 
believe in by actively engaging in the practice of democracy. I do this by exploring how the material 
practices of craftivism work to help people develop the tools and confidence they need to approach 
‘citizenship as a creative act’105 By reflecting on two of my own small-scale craftivism projects, a series 
of applique quilted protest banners and a collection of wearable craftivist works, I reveal how practicing 
craftivism enables the material expression of political opinion and enhances a sense of political agency 
and civic responsibility. 

To demonstrate the connection between the hands-on logic of craft and its ability to remind makers 
that they have the power to reshape the world around them, I draw on the work of pioneering feminist 
craft scholar Rozsika Parker, motorcycle mechanic and cultural studies researcher Matthew Crawford, 

and journalist and cultural studies researcher Katherine Wilson. To extend the humanist conception of 
agency put forward by Jacques Rancière and Matthew Crawford, I consider how the work of new 
materialist scholar Karen Barad, particularly her conceptions of justice and entanglement, can help 
explain the material ways craftivists relate to the world around them and approach change-making. I 
then reflect on my experience of creating wearable craftivist works in relation to how fashion has been 
deployed as a strategy for publicly expressing the political beliefs of activists and youth subcultures. 
Finally, I analyse the role new technologies and web 2.0 platforms have played in helping craftivists 

connect with one another, and consider how digital platforms broaden the scope and reach of craftivists’ 
work, including my own.  

 

2.1  Small-Scale Craftivism as Political Protest  

The first ‘craftivist’ objects I ever made were a pair of machine sewn, applique quilted protest 
banners made using new and recycled materials, which I completed in July of 2014. Both banners 
feature a large blackbird with wings outstretched at their centre, as well as an activist slogan in a large 
ribbon across the bottom that read ‘No Justice No Peace’ and ‘Fuck Your Patriarchy’ respectively 
(figures 7-8). These works were created in response to two issues that dominated news headlines at the 
time of their making: The Black Lives Matter movement and Tony Abbot’s conservative leadership in 
Australia. 

                                                   
105 Teddy Cruz, “Democratizing urbanization and the Search for a New Civic Imagination,” in Seeing Power: Art and Activism in the 21st Century, ed. Nato Thompson 

(Brooklyn, Melville House Publishing: 2015), 63. 
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The Black Lives Matter movement in the United States became international news in April 2014, 
following the police shooting of unarmed eighteen-year-old Michael Brown, which was captured in a 

video taken on a mobile phone.106 The textile protest banner I made in response to the Black Lives 
Matter movement was for me an expression of solidarity that felt more concrete and significant, than, 
for example the act of just sharing a social media post about what was happening. The slogan ‘No 
Justice, No Peace’, was one I saw being used at the Black Lives Matter demonstrations in Ferguson, 
where the social media #BlackLivesMatter campaign had spilled onto the streets for the first time.107 
The black bird on this banner is holding an olive branch in its talons and is framed by a square border 
with an arrow on one side of the bird and another olive branch on the other – symbolising the duality 

of conflict and peace. The act of making this banner gave me an opportunity to quietly reflect on the 
suggestions put forward by the Black Lives Matter movement regarding how white people can be better 
allies to people of colour. In the contemplative state of making I found myself meditating on the words 
of African American activist Angela Davis, who proclaimed in 1979, that: ‘…in a racist society it is not 
enough to be non-racist. We must be anti-racist.’108 Making this banner became my first attempt at 
materialising my opposition to racism through art and using craft in order to voice my political ideals. 

The second banner, which reads ‘Fuck Your Patriarchy’, was made using the same materials and 
design ideas as the first banner. The blackbird on this banner holds a snake in its talons, is framed within 
a triangle border, and is surrounded by the Venus symbol, an apple core and several moths. This banner 
was made to express the frustration and anger I felt towards Australia’s Prime Minister at the time, 

Tony Abbott. Under Abbott’s leadership the Australian government had introduced a set of policies 
which actively diminished and undermined the rights of women along with the rights of many minority 
groups including Aboriginal and Torres Strait Islanders, asylum seekers, youth and the LGBTIQ+ 
community. These policies included his efforts to repeal the carbon tax, his promise to repeal section 
18C of the Racial Discrimination Act, his pledge to turn away asylum seekers arriving by boat and 
increase Australia’s policy of processing asylum seekers offshore, his stance against same-sex marriage, 
and the 2014 budget which saw drastic cuts to education, health and family benefits.109 As a citizen of 
Australia, feeling that this government did not represent my values nor my vision of the future of this 

country, I felt a growing need to respond to these issues in some tangible way, however at the time I 
was unsure of how to best do this. At the very least, I wanted to publicly voice my anger towards the 
patriarchal structures of power being bolstered by the Abbott government and engage other in 
conversations about these concerns, making this banner enabled me to do this.  

                                                   
106 The Black Lives Matter, which was started by Alicia Garza, Patrisse Cullors and Opal Tometi in 2013, was largely a social media campaign until the shootings of 

Michael Brown and several other unarmed African American led to the demonstrations in Ferguson, where the text ‘Black Lives Matter’ and ‘No Justice No Peace’ 
appeared on signs and banners. These were the first of many large-scale demonstrations in the US against unnecessary police brutality and the lack of accountability in 

response to the deaths of these citizens. Source: Shannon Luibrand, “How a death in Ferguson Sparked a movement in America,” CBS News. 7 August 2015, 

https://www.cbsnews.com/news/how-the-black-lives-matter-movement-changed-america-one-year-later/ (accessed January 2018). 

107 Russell Rickford, “Black Lives Matter: Towards a Modern Practice of Mass Struggle,” New Labour Forum 25, (2016): 34-42.  

108 Angela Davis is quoted as saying this at a speech in Oakland in 1979.  

109 “Timeline: The highs and lows of the Abbott Government,” ABC News, http://www.abc.net.au/news/2015-02-06/tony-abbott:-a-timeline-of-leadership/6067224 

(accessed 3 April 2017). 
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Figure 7:  Tal Fitzpatrick, No Justice, No Peace (2014)  
Applique protest banner, machine quilted, new and recycled material, cotton thread 100cm x 120cm 
Photo: Kerry Leonard 
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Figure 8:  Tal Fitzpatrick, Fuck Your Patriarchy (2014) 
Applique protest banner, machine quilted, new and recycled material, cotton thread,  
fabric pens, 100cm x 120cm  
Photo: Kerry Leonard  
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To create these banners, I had to develop a range of new skills, including learning how to turn my 
drawings into applique patterns and how to use a sewing machine to quilt, a process which involves 

binding three layers of fabric, the backing, batting and quilt top. I learned these skills by watching 
YouTube video tutorials, reading sewing manuals and talking to my father about what techniques my 
grandmother developed to overcome specific issues. When making these banners I was surprised to 
find that the actual process of learning new technical skills and sharing my creations with others made 
me feel like I was finally doing something productive with the frustration, anger and helplessness I felt 
in relation to the political issues I was thinking about. It was also interesting to notice that the slow 
process of making gave me time to consider questions I wanted to answer, questions including: how 

can I be a better ally in the struggle against white supremacy? And, as a feminist, how can I more 
publicly express my objections to misogyny? 

The design of these banners was influenced by a variety of sources including activist placards and 

popular culture, specifically elements of tattoo art, poster design and alternative fashion. My approach 
to making these works was also influenced by several contemporary art works made using textile media 
that reference the history of quilting, including: Judy Chicago’s ‘International Honour Quilt’ (1980), 
Tracey Emin’s work ‘I do not expect’ (2002),110 Paul Yore’s piece ‘The Incoherence of the Incoherence’ 
(2013),111 Grayson Perry’s tapestries including ‘The Walthamstow Tapestry’ (2009),112 and Ben 
Venom’s series of quilted hangings inspired by punk/metal music, bikie gangs and the occult.113 
Drawing inspiration from these sources, I wanted my banners to juxtapose the seemingly innocuous 

medium of quilting with the jarring political messages conveyed in the textual elements of these works. 
This strategy of contrasting the homely, feminine and familiar nature of craft and quilting with acerbic 
messages critiquing systematically unequal power structures is a strategy commonly utilised by 
craftivists. By contrasting message and medium in their work, craftivists are able to catch audiences off 
guard and, as Greer argues, this element of surprise and intrigue is foundational to the efficacy of 
craftivism. Greer explains:  

The very essence of craftivism lies in creating something that gets people to 
ask questions; we invite others to join a conversation about the social and 
political intensions of our creations.114  

The strategy of layering meaning in order to make a political work more intriguing is one my 
grandmother, Dawn Fitzpatrick often incorporated into her textile works, patching together symbolism 
relating to her own faith with references to current events and her own (feminist) politics.  

                                                   
110 “Collection: Tracey Emin,” Art Gallery of New South Wales, https://www.artgallery.nsw.gov.au/collection/works/L2007.11/ (accessed 4 April 2017). 

111 Paul Yore, “The Incoherence of the Incoherence,” Paul Yore, http://www.paulyore.com/?page_id=604 (accessed 4 November 2018). 

112 Henry Little, “Grayson Perry: The Walthamstow Tapestry,” This Is Tomorrow Contemporary Art Magazine, 2009, http://thisistomorrow.info/articles/grayson-perry-the-

walthamstow-tapestry (accessed 3 April 2017). 

113 Ben Venom, “Ben Venom Artist Statement,” Ben Venom, http://www.benvenom.com/statement/ (accessed 3 April 2017). 
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Figure 9:  Details from Tal Fitzpatrick, No Justice, No Peace (2014) and  
Fuck Your Patriarchy (2014) protest banners 
Photo: Kerry Leonard 
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Materially, both she and I achieve this affect is achieve by combining tactile and visual cues that entice 
viewers to engage in our work with multiple senses and ways of knowing – compelling them to touch 

and feel with their hands, to dwell with their eyes and to connect with the memories, emotions, and 
associations triggered by the works.115 For example, in the case of my two protest banners, I 
incorporated iconographic references which allude to the biblical stories of Adam and Eve and Noah’s 
Ark from the Old Testament, including an apple core, an olive branch and a snake (figure 9). The result 
of layering meaning this way is that the overall message of craftivist works tends to be less immediately 
obvious and more open to interpretation. The political efficacy of juxtaposing message and medium 
and of leaving space for ambiguity and audience interpretation is supported by the work of Thompson. 

He suggests that artists interested in the political potential of social engagement should resist the urge 
to just reproduce pre-existing political dialogue and instead focus on the production of spaces that allow 
for open dialogue.116 I argue that craftivism enables the opening up of these kinds of spaces by enticing 
audiences to interpret and relate to the material craftivist works through the lens of their own personal 
opinions and experiences. 

Once my banners were finished, I began using them to purposefully open up dialogic spaces and 
start political conversations with friends and strangers. I did so by showing them in a variety of different 
contexts, including online via my own social media platforms and at a number of community art 
festivals and in galleries across Melbourne and regional Victoria. I was also driven to take these protest 
banners with me to public protests about issues related to those that inspired me to make them in the 

first place. I marched with these banners at the Black Friday Rally against the forced closure of 
Aboriginal communities in WA held in Melbourne's CBD (13 March 2015) (figure 10) and at the 
Women’s Sister March in Melbourne's CBD (21 January 2017).117 Each time I share, exhibit or march 
with these banners in public I have found that they catch people’s attention, spark curiosity and initiate 
interesting conversations. Frequently, these interactions extend beyond the physical spaces they occur 
as people often take photos of them and share them on via social media as a way to start a conversation 
with their friends and followers.  

Interestingly, I found that in some contexts these works appeared more lively than in others. For 
example, I have found that when I show my banners in a gallery setting they become subdued because 
people’s responses to them is influences by the code of behaviour that are associated with gallery spaces 

(no touching, no photos, less opportunity to engage directly with the artist). This phenomenon is 
commented on by Carpenter who writes in her article on activist tendencies in craft that: 

  

                                                   
115 Katve-Kaisa Kontturi and Tal Fitzpatrick “Crafting Change: The Practicing Activism in Contemporary Australia,” Harlot of the Hearts: A Revealing Look at the Arts of 

Persuasion, no. 14 (2015), http://harlotofthearts.org/index.php/harlot/article/view/290/185 (accessed 8 April 2017). 

116 Thompson, Seeing Power, 32. 

117 I have exhibited these banners at the “PAVE Arts Festival” in Emerald Victoria (11-17 April 2015), at “HillsceneLIVE Art Festival” in Monbulk VIC (30 October 

2015), at the George Paton Gallery in Melbourne (30 August – 10 September 2016), and at my PhD exhibition at Kings Artist-Run in Melbourne (7-10 March 2018). 
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Figure 10:  Tal Fitzpatrick, Fuck Your Patriarchy (13 March 2015) 
Holding up protest banner at the Black Friday Rally against the forced closure of Aboriginal 
communities in WA held in Melbourne's CBD  
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…art-activist craft practice is increasingly performative and interventionist, 
although its efficacy is subdued by the aesthetic of the gallery context, where 

works become a symbolic model of themselves, more akin to a design 
proposal, rather than transformative of a social or political space.118 

Despite this, regardless of where people encounter my craftivist works, thanks to their inviting 

materiality and the juxtaposition between the craft medium they are made in and their political message, 
these works successfully open up safe spaces for political dialogue to occur. The same is true for many 
different craftivist works that focus on creating a tension between the comforting associations people 
have with textile mediums and the political and provocative messages of the work.119 

What my experience creating these protest banners illuminated was that engaging in small-scale 
craftivist actions is an important first step on the path of learning how to make change through making, 
particularly for those citizens who are finding their public political voice for the first time. As I have 
illustrated, what makes craftivist works particularly effective at creating spaces for open dialogue is the 
way they juxtapose message and medium by layering materials, textures, symbols, metaphors and 

intertextual references. Furthermore, I have found that when shared with others, these small-scale 
craftivist actions can be an effective way to alleviate the feeling of hopelessness and disengagement 
that manifest as a result of feeling like one’s voice is not heard. These factors can all be attributed as 
part of the reason why there has been a steady growth in the popularity of small-scale craftivist gestures. 
In light of this, I argue that the value of small-scale craftivist gestures is that they provide craftivists 
with an important opportunity to slowly gain the skills and confidence necessary to publicly express 
their political concerns and move towards a more proactive engagement with the everyday practice of 
democracy. 

 

2.2 Making and the Experience of Agency  

The experience of making my craftivist protest banners helped me realise that the physical act of 
making something is a powerful creative act that demonstrates personal agency. This connection 

between craft and agency is profoundly social,120 and can be traced all the way back to Proto-Germanic 
root word for craft, kraftaz, and its cognate German word kraft, both of which mean power, skill, 
capacity and strength.121 The link between craft-making and the experience of agency is significant 
because without having some sense of individual agency, some sense that through their actions one can 
affect the world around them, it is unlikely that anyone would feel motivated to take up the practice of 

                                                   
118 Carpenter, “Activist Tendencies in Craft,” 1. 
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active citizenship. For craftivists, craft confirms the capacity to learn new skills and realise projects 
from the point of their conception, becoming a form of power.122 Rozsika Parker, in her influential book 

The Subversive Stitch: Embroidery and the Making of the Feminine, claims that the ‘…process of 
creativity – the finding of form for thought – has a transformative impact on the sense of self,’123 partly 
because a creator holds in their hands ‘…a coherent object which exists both outside in the world and 
inside her head.’124 In other words, the process of making unfolds as head and hands work together, and 
results in a physical creation that is a material manifestation of the creator’s technical skill and 
imagination. This uniquely affirming experience, as Glenn Adamson identifies in Thinking Through 
Craft, is always a revelation, because using craft to bring something new into the world is a skill that is 

hard won.125 Similarly, Parker suggests that the experience of making something using one’s own hands 
leads the creator to gain a positive reflection of themselves through their work, and through the positive 
reception of their work by others.126 This idea is supported by David Gauntlett, who outlines that:  

Making things shows us that we are powerful, creative agents – people who 
can really do things, things that other people can see, learn from, and enjoy. 
Making things is about transforming materials into something new, but it is 
also about transforming one’s own sense of self.127  

The connection between the process of making things by hand and the transformational experience 
of realising one’s own agency is investigated for its social and political value by Matthew Crawford in 
Shop Class as Soulcraft: An Inquiry into the Value of Work. Crawford argues for the value of hands-on 
skilled labour, in which people learn to fix and make things for themselves. This experience of material 
knowledge (or manual competence as he also describes it) is for Crawford, in and of itself an antidote 
for the narcissism and apathy that plagues our developed democratic nations.128 This is because material 

knowledge, a person’s practical level of skill and their experience in materially engaging with the world, 
directly correlates with an individual’s capacity to be self-reliant and feel as if they have power to 
reshape the world around them.129 Developing one’s own technical skills and gaining direct experience 
about the way things work is a crucial part of the craftivism process. This experience helps shape how 
craftivists interact with the world, for example, Sarah Corbett explains how the process of learning to 
mend and make clothing brings into sharp relief the amount of skill and time needed to create garments. 
This realisation can then lead to craftivists questioning the ‘fast fashion’ industry and exploring ways 
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they can avoid being implicated in systems of production and consumption that are unethical and 
unjust.130  

The assertion that we come to understand the world through a process of physically engaging with 
it, and that this experience empowers us to embrace action is supported by the work of Katherine 
Wilson. In her book Tinkering: Australians Reinvent DIY Culture, Wilson documents the domestic 

‘tinkering’ practices of modern day Australians. Tinkerers are people who make, mend and invent by 
using their own practical skills, and are consequently more likely to take matters into their own hands 
in order to come up with solutions to problems themselves than people who do not.131 Wilson believes 
this is because of the material knowledge, problem solving skills and experience of self-reliance they 
gained through the experience of making.132 Wilson explains that because making is a process through 
which people learn to contend with material limits, they become less likely to fear failure and therefore 
more likely to embrace opportunities to learn.133 Both Crawford and Wilson focus their work around 

practical skills such as repairing cars, renovating houses or fixing engines and whitegoods. In these 
contexts, it seems obvious that having such practical skills would improve a person’s sense of agency 
and independence, yet importantly, the same sense of power can also be gained by learning to make 
something creative by hand. For craftivists, whose ‘problems’ include challenges such as finding ways 
to address inequality and injustice, and finding creative ways to inspire social change, the problem-
solving skills and confidence gained through the physical processes of making empower them to believe 
that they can make a difference in the world. This affirmative potential of craft is highlighted by 

craftivist Carrie Reichardt who suggests that art and creativity are:  

…the most powerful tool[s] we have to bring about positive change and social 
equality in society… creativity has the power to change the course of an 

individual’s life and massively improve their sense of worth within their own 
community.134 

Since finishing my first two applique quilted protest banners, I have regularly returned to the format 
of the textile protest banner. Each banner I make is created in response to a specific issue or current 
event, and I have found that making them helps me to process my emotional responses as well as 
publicly voice my opinions about the issues. I have created over ten smaller banners to date, including 
several expressing my feminist values as well as my solidarity with the following larger protests 
including: the ‘Invasion Day’ rally in Melbourne on Australia Day135and the Women’s Sister March in 

                                                   
130 Andrea Plell, “The Craftivist Collective Wants to Change the World, One Stitch at a Time,” Ecouterre, 3 March 2016, https://inhabitat.com/ecouterre/the-craftivist-
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131 Wilson, Tinkering, 5.  

132 Ibid. 

133 Wilson, Tinkering, 62.  

134 Greer, ed., Craftivism, 152.  

135 This protest happens every year on Australia Day in protest of the celebration of a date that marks the beginning of the colonial invasion of this country and the 
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Melbourne protesting Donald Trump’s 2017 inauguration,136 and the protest against the Dakota access 
pipeline at Standing Rock, USA.137 Although these banners may achieve little in the way of ‘real world 

change,’ I would argue that there is value in craftivist works that function purely as symbolic political 
gestures.138 As Canadian craftivist Kim Werker articulates, this is why so many craftivists value making 
these kinds of individual works: 

Whether expressed in craft or words, in art or on picket signs, our voice is the 
most powerful tool that we have to effect change in ourselves and others… 
speaking up can be uncomfortable, but that’s no reason not to do it… If there’s 
even a small chance our creations or conversations will make someone smile 
or raise someone’s consciousness or inspire reflection, that’s reason enough 
to create or converse... It’s in this manner that we change the world.139 

Here Werker points out that the change brought about through the creation of craftivist objects is 
one that happens ‘in ourselves and others.’ 140 The change that Werker describes begins as we gain skills 
and confidence through the physical process of making things with our own hands, and deepens as we 

share our creations with others and engage in conversations that expose us to different points of view. 
For practitioners who are new to the practice of craftivism, small-scale craftivist gestures are 
particularly valuable because it is through these gestures that craftivists develop a greater sense of their 
own political agency, find new ways to express their political opinions and become empowered to speak 
out about issues they are passionate or concerned about.  

 

2.3 Materiality and Agency  

As well as helping craftivists develop a stronger sense of their own political agency, craftivism’s 
palpable materiality, for example the feel and texture of the materials and tools craftivists work with, 
works to help craftivists gain a sense of the very tangible ways they are connected with the physical 
world. The ethical and moral implications of this entanglement have been explored by feminist, queer 
and new materialist thinkers, who have worked to expand our understanding of agency, challenge 

human exceptionalism and unpack what it means to exercise power in ways that are just.141 This 
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thinking has been highly influential on my own practice and has helped shape the way I approach the 
possibility of making change. In particular, my craftivism practice has been influenced by the work of 

physicist and feminist new materialist thinker Karen Barad and eco-feminist theorist Donna Haraway, 
both of whom have worked to develop practical approaches to acting on our responsibilities to live 
justly in this life. In the following section I explore how the work of Barad and Haraway have 
complexified my understanding of what it means to be a responsible citizen and how the materiality of 
craftivism is closely related to its efficacy as a method of making change. 

Greer, in her articulation of the impacts of craftivism, suggests that craftivism enables individuals 
to use creativity to make their voice stronger and their quest for justice more infinite.142 Barad, who is 
also concerned with justice, writes in her influential book Meeting the Universe Halfway: Quantum 
Physics and the Entanglements of Matter and Meaning, that those who are interested in the question of 
justice should, instead of approaching it as a state that can be achieved once and for all, approach justice 

as an ongoing process of ‘…acknowledgement, recognition, and loving attention.’143 For craftivists like 
myself, who deploy craft as a way to engage with democracy and act on their civic responsibilities, this 
pragmatic conceptualisation of justice is useful because it shifts away from seeing justice as a state that 
is utopic and unattainable, to something that can be achieved in day-to-day life. Barad’s insights on 
justice are a reminder that there are no permanent solutions to the question of how justice might be 
achieved, rather there is only the ongoing practice of being open and responsive at each opportunity we 
have to ‘…use our ability to respond, our responsibility… to breathe life into ever new possibilities for 

living justly.144  

As part of her new materialist conception of justice, Barad expands the idea beyond humanist 
assumptions that justice is a relation between humans, asserting that approaching justice as an ongoing 

process requires that we notice the entanglements of self and other, human and nonhuman.145 This is 
significant because as Barad explains, ‘…nonhumans play an important role in naturalcultural practices, 
including everyday social practices, scientific practices, and practices that do not include humans.’146 
Therefore, if we are to find ways to positively reshape the world, we must learn to be attentive to the 
radical aliveness of the world itself, and be mindful that our quest for justice expands beyond the realm 
of human relations.147 By engaging in craftivism, which is a material-discursive practice incorporating 
both social and natural forces, citizens come to experience the tangible ways they are entangled with 

the world and develop their capacity to enact justice as part of their daily lives. 
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In her most recent book Staying with the Trouble: Making Kin in the Chthulucene, Donna Haraway 
also explores the idea of justice as an ongoing process and considers how citizens might learn to 

integrate justice into their everyday lives. Haraway, who is uninterested in utopic visions of possible 
futures, focuses her attention on the messy business of getting along with each other, with other species 
and with the physical world itself. Haraway explains:  

I am not interested in reconciliation or restoration, but I am deeply committed 
to the more modest possibilities of partial recuperation and getting on together. 
Call that staying with the trouble.148  

In a similar way, many craftivists use their practice to explore the modest ways they can practice 
justice in their day-to-day lives. Haraway’s commitment to ‘staying with the trouble’, along with 
Barad’s pragmatic conception of justice as an ongoing practice, provide useful frameworks for 
contextualising the value of small-scale craftivist actions. Based on the work of Haraway and Barad, I 
argue that small-scale craftivist gestures should be seen as valuable attempts to integrate the practice of 
justice into one’s every day.  

In addition to being helpful for contextualising the importance of small-scale craftivist actions, 
thinking about non-human enactments of agency can lead to a more complex understanding of the 
agentic capacities of materiality in craftivism. Craftivists experience the agential nature of the physical 

world as a result of their hands-on engagement with materials. This often happens in unexpected ways, 
as many contemporary and socially engaged artists that work with new materialist ideas have 
suggested.149 Through their hands-on work with fabrics, yarn, dyes, thread, knitting needles and sewing 
machines, craftivists come to realise that each material enacts agency in its own way. In other words, 
that materials have their own unique logic, which is bound up in a set of physical limits and quirks, 
which mean they must also be handled in a specific way. As a result, to create something, craftivists 
must learn to be mindful of the unique logic of the materials they work with and develop techniques to 

handle them with care and appreciation. For example, in my own practice, I have had to learn about the 
qualities of different fabrics, their warp and weft, the way they respond to heat, how to work with them 
so that they do not fray or tear. The same concerns my sewing machine, which requires that I be 
constantly mindful of tension, speed and the way the thread is feeding through to the bobbin. If my 
attention slips, or if I push my machine to do something beyond its capabilities, then the materials will 
enact their non-human agencies – tangling, bunching, tearing, stopping or breaking as a consequence 
of our entanglement. This experience results in the sense that making is a form of co-creation, a 
collaboration between maker and materials. This attitude towards making is common amongst 

craftivists and artists, and is explored by artist and scholar Barbara Bolt in her essay Heidegger, 
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Handlability and Praxical Knowledge. Bolt describes how the experience of interacting with non-
human agencies changes the way artists relate to the material world:  

In creative practice, handling as care comes to supplant the instrumentalist 
means-to-an-end that defines the contemporary engagement of humans with 
the world. Here artistic practice involves a particular responsiveness to, or 

conjunction with, other contributing elements that make up the art 
ensemble.150  

This shift from an instrumentalist means-to-an-end attitude, towards an engagement with the world 
that is grounded in the relation of care,151 opens up possibilities for more ethical relations between 
craftivists, the material they work with and the wider world. This shift also lays a foundation for more 
ethical relationships between craftivists and their human collaborators, as it emphasises the 
responsibility one has to live justly and calls forth relationships that are more caring, attentive and just.  

New materialist and eco-feminist thinking provide a theoretical framework that supports my 
assertion that craftivism should not simply be seen as merely a tool for activism – a means to an end – 
but a mode of DIY citizenship that enables citizens to practice justice as part of their daily life. 
According to these frameworks, change is not the product of revolution per se, rather the result of the 
radical practice of staying with the trouble and coming up with strategies for living justly day-to-day. 

Craftivists can do this by learning to be attentive to their entanglements, since as Barad suggests, an 
increased awareness of one’s entanglements can result in a greater appreciation of the need to live 
ethically.152 Ultimately, this is because when we recognise our entanglements it becomes possible to 
overcome binary thinking regarding notions such as matter, justice and agency.153 By doing so, it 
becomes possible to question hegemony, destabilise the status quo and reimagine how society might be 
organised differently. The connection between the physical process of making and the experience of 
agency, both human and non-human, is the foundation on which I base my assertion that the materiality 

of craft is central to the way craftivism is able to make a stand and affect change.  

 

2.4 Craftivism as Wearable Protest  

Alongside my textile protest banners, as part of this research, I also produced a number of wearable 
craftivist works. These works take the form of appliqued and embroidered patches, and customised 

denim jackets and vests. Through this series I’ve explored how craftivists can use clothing as a way to 
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express their political opinions and initiate conversations about political issues during their day-to-day 
interactions with others.  

I began making wearable craftivism works following a visit to the home studio of Brisbane craftivist 
Shannon Morton in August 2015. Morton is a member of the Australian based craftivist gang ‘Knit 
Your Revolt.’ Having seen the way I used applique quilting to create portraits on social media she 

reached out to me and asked if I would teach her my technique so that she could create a quilt that 
featured the portraits of the core members of the craftivist collective Knit Your Revolt (figure 11).154 
As thanks for sharing my techniques with her, Morton named me an honorary member of Knit Your 
Revolt and gave me one of their back patches (figure 12). These patches were created as part of their 
provocative craftivist interventions against the controversial ‘anti-bikie’ laws which were introduced in 
Queensland in 2014.155 Honoured by this gesture, I hand embroidered the patch with passionfruit 
flowers and attached it to my favourite jacket – a Levi’s denim jacket that my mother handed down to 

me. To complement this patch, I adorned the rest of the jacket with activist patches and pins I collected 
at rallies or bought from other artists/activists. For example, the ‘Real Australians Say Welcome’ pin 
on the jacket was made by Melbourne based illustrator Alexis Winter,156 who created the pins in 
response to a 2015 poster campaign of the same name by Adelaide based artist Peter Drew.157 Another 
patch on the jacket was given to me after I made a donation to support the Social Justice Sewing 
Academy, which is a California-based craftivist group dedicated to empowering young artists and 
activists (figure 12).158 The act of customising this jacket completely transformed my experience of 

wearing it. It became my ‘craftivist uniform,’ a public display of my affiliation with the craftivism 
movement. I wear the jacket whenever I facilitate any craftivist projects or workshops, meet with project 
partners, attend exhibitions or when I’m being photographed for anything to do with my craftivism 
activity. 

 

                                                   
154 Shannon Morton was interested in learning my technique for creating applique portraits so that she could create a quilted hanging featuring the portraits of the Knit 

Your Revolt gang in their Knitted balaclavas. The finished hanging she created using the techniques I shared with her featured the portraits of nine core members of Knit 

Your Revolt. The finished work was exhibited as part of the “Female Form” art show held at Mag Gallery in Brisbane in June 2016 and was sold to raise money to buy an 

embroidery machine for a women owned social enterprise in Gaza.  
155 “Knit Your Revolt: Why My Tricycle Gang is Taking on Queensland Bikie Laws,” The Guardian, 2013, 
https://www.theguardian.com/commentisfree/2013/dec/09/knit-your-revolt-why-my-tricycle-gang-is-taking-on-queenslands-bikie-laws (accessed 2 April 2018).  

156 Alexis Winter (@alexiswinter) donated a percentage of the money from the sale of her ‘Real Australian’s Say Welcome’ pins to the Asylum Seeker Resource Centre. 
157 Further information on Peter Drew’s Australia-wide poster campaign which was designed to raise awareness about Australia’s crewel asylum seeker policies, can be 

found on his website: Peter Drew, “Real Australians Say Welcome,” Peter Drew Arts, 2015, https://www.peterdrewarts.com/real-australians-say-welcome/ (accessed 2 

April 2018). 

158 “Social Justice Sewing Academy,” Social Justice Sewing Academy, 2017, http://www.sjsacademy.com (accessed 2 April 2018). 
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Figure 11:  Detail from Shannon Morton, Knit Your Revolt Mug Shots (2016) portrait quilt 
Photo: Shannon Morton  

 

 

 

 

 

 

 

 

 

 

 

Figure 12:  Detail of Tal Fitzpatrick, Craftivist Jacket (2016) 
Denim jacket customised with hand embroidered Knit Your Revolt patch, Social Justice Swing 
Academy patch, Real Australian’s Say Welcome pin by Alexis Winter alongside various pins  
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Whenever I wear this jacket, people I interact with inevitably ask me questions about it, and this 
curiosity opens up a space for me to start a conversation about craftivism and the political issues I care 

about. These interactions have inspired me to use fashion as a way to make visible the values, political 
ideals and key issues I advocate for through my craftivism practice. Over the past four years, I have 
customised more than seven jackets/vests, and created, gifted or sold more than fifty handmade 
patches.159 These patches include my ‘radical equality’ works made using patchwork and applique 
quilting techniques that bear the symbol of a raised fist encircled by the gender equality version of the 
Venus sign, which has come to signify intersectional feminism (figure 13). For me, the joy of wearable 
craftivism works is that they help me connect with likeminded people wherever I go. These everyday 

interactions and connections help make me feel less isolated and disillusioned with the state of society. 
Of course, these wearable works also trigger responses in people who do not share my views, however 
this gives me an important opportunity to engage these people in consciousness raising exchanges about 
complex subjects like feminism and racism. Finding common ground through conversations is one of 
the key ways that craftivism works to build communities of solidarity that make civility and common 
political action possible.160 Using clothing to engage people this kind of dialogue is relatively common 
craftivist strategy. For example, craftivist Faythe Levine explains: ‘being able to use my clothing as a 
way to engage and challenge people about fashion ideals, politics, and sexism was incredibly 

exciting.’161 These kinds of wearable protests are an intervention into public space and the space of 
fashion, both of which are largely dominated by corporate or government sanctioned messaging. 
Indeed, politically inspired fashion can be understood as a quiet form of (non-violent) direct activism,162 
for when worn in public, or even when exhibited in a gallery, these wearable craftivist works make 
visible the maker’s or the wearer’s position of defiance to the status quo.  

Of course, craftivists are not the first sub-culture to utilise fashion as an outlet for this form of 
political expression. My practice of engaging in fashion as an embodied performative protest and as a 
tool for initiating complex conversation connects to fashion’s long history of enacting and promoting 
social change. Many politically conscious youth sub-cultures have used fashion, along with music and 
dance and other forms of self-expression, to openly display their opposition to specific governments or 

ideologies, or to indicate their support for political causes of ideals. Notable examples include the 
German Swingjugend ‘swing kids’ who used fashion to signal their resistance to the Nazis from the 
1930’s until after the war;163 the hippie movement which became a significant cultural force for peace 

                                                   
159 The jackets and vests I have customised feature politically inspired patches, badges and embroidery, some which I made myself and some which I acquired from other 

craftivists and makers I follow on Instagram. Seven of these vests and jackets were exhibited as part of my PhD exhibition ‘Craftivism HQ’ at Kings Artist-Run, Melbourne 

(7-10 March 2018).  

160 Ilbid, 54. 

161 Faythe Levine, “Craft: Embracing Empowerment and Equality,” in Craftivism, ed., Betsy Greer (Vancouver: Arsenal Pulp Press, 2014), 56. 

162 Where non-violent direct action activism is understood, as Ele Carpenter explains, as a proactive strategy for resistance: “Non Violent Direct Action like much of 

socially engaged art, functions as both gesture and agency. Here the simplest action is carefully planned to take or reveal responsibility for socio-political convention, 

explored through collective creativity and individual volition. It is active resistance and transformation.” Source: Carpenter, “Activist Tendencies in Craft,” 3. 

163 Guido Fackler, “Swing Kinds behind barbed wire: swing as an attitude towards life, Music and the Holocaust,” Music and the Holocaust, 
http://holocaustmusic.ort.org/politics-and-propaganda/third-reich/swing-kids-behind-barbed-wire/ (accessed 5 March 2018). 
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and equality in the USA in the 1960’s and early 1970’s;164 the anarcho-punk movement which 
originated in the 1970’s in the UK and broadly advocated for self-governed societies and resistance to 

all forms of oppression;165 and of course the many generations of feminists who used fashion as a 
vehicle for women’s emancipation. The examples of women’s fashion causing controversy and 
provoking social change are ongoing including from the 1850’s bloomer dress to the 1960’s mini-skirt, 
the 1980’s power suit, right up to the 2017 feminist craftivist symbol that is the ‘pussyhat’.166  

Throughout history, citizens involved in politically conscious counterculture and activist movements 
have expressed their values and ideals through fashion along with other forms of cultural expression. 
This is particularly true for young people, who are more likely to be disenchanted with political 
institutions and as a result engage in political expression through culture and aesthetics.167 The highly 
visible nature of youth countercultural movements, often resulted in their being the target of 
discrimination, violence and persecution. Yet, these youth subcultures have had lasting impacts on the 

social, cultural and political landscapes in which they emerged.168 As Stephen Harrington observes in 
his article on political apathy in contemporary Australia, the significant impact that youth culture has 
had on society points towards a fascinating paradox where:  

Youth culture is often represented as the ultimate face of political apathy ... 
[and yet,] at the same time, youth culture is shown to us in the media as the 
source of the most extreme forms of political activism.169 

Alongside young people, the groups within society cited as being most likely to be politically 
apathetic include people experiencing economic disadvantage and people living in rural and remote 
areas.170 However, as artist, activist and organiser Dave Meslin argues the idea that political apathy is 
widespread – that is the idea that the majority of people living in democracies are indifferent or 
uninterested in participating in politics – is a myth.171 This myth asserts that people either do not care 
about politics or are too selfish, too stupid, or too lazy to participate in democracy. Yet, as Meslin  
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Figure 13:  Tal Fitzpatrick, Radical Equality Backpatch (2016) 
Velvet, felt, cotton thread, applique quilted using machine  
Attached to Demin vest, worn by Melbourne based craftivist @bekabunnybunny  
Photo: Beka Hannah  
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astutely points out, apathy is not some internal system, a shortfall on the part of the individual, but a 
complex web of cultural barriers that reinforce disengagement and intentionally exclude people from 

participation.172 Meslin’s assertions bring to light the fact that there is a notable difference between the 
idea of political apathy and the issue of civic disengagement. As political economist Tim Battin 
explains: 

There is a very big difference between apathy and disenchantment and 
disengagement…To be disenchanted with political options is not to be 
apathetic, it’s to make a conscious decision that the system is failing.173  

Understanding that there is a difference between political apathy and political disenchantment is 
important for craftivist practitioners who are interested in finding ways to deploy craftivism as a strategy 
for increasing civic participation. This is because to overcome disengagement craftivists must learn to 
acknowledge and mitigate for the systematic and cultural barriers that inhibit civic participation, 
particularly in cases where specific groups in society have been made to feel as if their voices do not 
matter.  

One of the most direct ways to encourage people who have disengaged from civic life to participate 
in the practice of democracy once again, is to empower them to raise their voice and be heard. Craftivists 
can do this in many ways, including by using wearable works to publicly make a stand and spark 

conversations at the micro scale of the everyday. According to contemporary views on citizenship 
participation these types of informal, everyday conversations about politics are crucial for the formation 
of political opinion and the development of political identities.174 As Joohan Kim and Eun Joo Kim, in 
their paper Theorizing Dialogic Deliberation: Everyday Political Talk as Communicative Action and 
Dialogue suggest, deliberative democracy requires public deliberation not only as a tool for making 
collective decisions, but also as a process through which: ‘…the concept of self is constructed, public 
reason and relationality are produced, public opinions are formed, and rules and resources for 

deliberations are produced.’175 In other words, it is through these kinds of conversations that people 
formulate their own values and beliefs, as well as come to understand one another better. The potential 
for wearable craftivist works to initiate conversations about political ideas within day-to-day life, is the 
reason I argue wearable craftivist works should not only be seen as a form of embodied performative 
protest, but also as an effective tool for making change.  
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2.5 Online Spaces and the Digital Practices of Craftivism  

The online practices of craftivists, which revolve around the sharing of images and stories about 

craftivist works, serve as an effective strategy for mitigating against civic disengagement by helping 
craftivists connect with and motivate one another. Within my own practice I have used social media to 
encourage people to engage in the practice of democracy by, for example, giving away hand-made 
patches created using rainbow ribbon and machine embroidered with the word ‘yes’ to people who 
registered for the very first time in order to vote in favour of legalising same-sex marriage in Australia’s 
2017 postal survey (figure 14).176 This simple gesture, which was coordinated via my Instagram 
account, worked to positively reinforced the efforts of the forty-five people who I gifted these patches 

to. While the patches themselves, could be worn in order to visibly make a stand in favour of equality 
and start conversations with friends, family and co-works legalising about same-sex marriage. More 
commonly, craftivists use digital technology and web 2.0 platforms in order to increase the visibility of 
their work by sharing it with their friends and followers.  

Craftivists also engage with digital platforms in order to come together and share images, patterns, 
ideas and to discuss their craftivism projects. This behaviour has led to the formation of loosely 
networked online craftivist communities, that are similar to other online communities that form around 
specific areas of interest. These online communities enable the rapid sharing of content and enable 
craftivists to form meaningful connections with one another. These connections are valuable because 
finding likeminded people who share your hope for change is one of the most powerful ways that DIY 

citizens can overcome feelings of isolation and hopelessness.177 My experience of being a part of the 
online craftivist community has been that these digital networks are invaluable because they provide 
craftivists with peer-to-peer support, as well as safe spaces where craftivists can challenge each other 
to be more reflexive and critical in their work. These online communities are particularly important for 
craftivists who are just starting out, as they hold a wealth of knowledge about how craftivists can create 
work that results in positive social change. Additionally, it is through these digital strategies that 
craftivists are able to reach broader audiences and engage with potential project participants, 

collaborators and supporters. For example, large-scale craftivist projects like Betsy Greer’s ‘You Are 
So Very Beautiful’ project178 or my own Universal Declaration of Human Rights Quilt project (which 
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I will discuss in chapter four), were only possible because access to digital platforms enabled craftivists 
from across the globe to coordinate and collaborate.  

Craft critics Kirsty Robertson and Lisa Vinebaum explain that digital mediums have become 
essential for facilitating and encouraging interventionist, collaborative practices more broadly.179 They 
point out that the internet has: ‘…played a central role in moving textiles from the private to the public 

sphere.’180 However, when craftivist works are viewed purely as digital images, the way people respond 
to them shifts from being focussed on the materiality of the works to being more about their overall 
visual design. To accommodate this digital access, many craftivists (myself included) take inspiration 
from the political practice of culture jamming. Culture jamming is a practice where recognisable images 
are altered in such a way that they are given a new meaning, which communicates socially or politically 
significant commentary.181 This powerful visual political strategy often draws on pop-culture imagery 
in order to create works that are compositionally striking and highly sharable in the context of online 

spaces such as Instagram and Tumbler.  

The online shareability of craftivist works is important to makers because it impacts how many 

people see and ‘like’ an image and how much conversation is generated. In so far as getting a craftivist’s 
voice heard, the greater number of people who see a work, ‘like’ it, comment on it and share it the 
better. The images that are most successful at doing this become memes, which are the basic unit of 
online culture jamming online and can be understood as condensed images that stimulate visual, verbal, 
musical or behavioural associations that people can easily imitate and transmit to others.182 There are 
several examples of craftivist works that have become memes, including Shannon Downey’s 
embroidered piece ‘Boys will be Boys held accountable for their own actions’ (figure 4). This piece 
went viral several months after Downey first posted the image of this piece, because people started 

sharing it in response to the Harvey Weinstein scandal, which broke in late 2017 and prompted the 
global spread of the #metoo campaign.183 Downey’s image was shared by thousands of people and 
ended up being featured in countless online blogs and publications including a story in Vogue 
Magazine.184 Since her work went viral, Downey has been using her visibility to raise money for 
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Figure 14:  Tal Fitzpatrick, Vote YES Patch (2017) 
Social media post about the postal survey on same-sex marriage  
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‘Advancing Justice-Chicago,’ an advocacy group that works to achieve racial equality in Chicago, 
USA. This example illustrates how the small-scale creations of craftivists can, through the power of 

social media, reach meme status and significantly influence/inspire public discourse about specific 
issues. 

Yet, despite being effective in terms of helping craftivists increase their reach and influence, the 

online activities of craftivists have also been criticised as being akin to ‘clicktivism’ and ‘slacktivism’. 
These terms refer to purely digital forms of activism, which have been widely criticised for requiring 
little to no commitment or real-world action from participants and for achieving little in the way of 
‘real-world’ change.185 These digital activist strategies have also criticised for uncritically embracing 
the ideology of marketing and for exacerbating political disengagement instead of addressing it.186 
Micha White, an activist credited with starting the Occupy Wall Street protest has argued that the end 
result of these kinds of purely digital forms of activism has been: 

…the degradation of activism into a series of petition drives that capitalise on 
current events. Political engagement becomes a matter of clicking a few links. 

In promoting the illusion that surfing the web can change the world… Digital 
activism is a danger to the left. Its ineffectual marketing campaigns spread 
political cynicism and draw attention away from genuinely radical 
movements. Political passivity is the end result of replacing salient political 
critique with the logic of advertising.187  

Craftivist Sarah Corbett echoes White’s concerns, asserting, ‘the speed and ease of signing an online 
petition or tweeting our protests is making power holders doubt the commitment of the protester…’188 
This critique of ‘clicktivism’ partially explains why craftivists, in direct contrast to the fast-paced forms 
of digital activism, focus their energy on using the purposefully slow processes of craft in order to 
engage in activism. A craftivist approach requires people to show their support for a specific political 

issue not only by signing online petitions or by sharing a tweet about them, but by giving their full 
attention to an issues over the sustained period of time it takes to make a craftivist object.189 As Corbett 
explains: ‘Craftivism forces the maker to slow down and think slowly and strategically… using the 
comfort of craft to meditate on big, complex injustice issues with many different answers.’190 This is 
why Corbett and the majority of the craftivism community insist on the central importance of materially 
engaging in the physical world through craft.191 Importantly, I would argue that the exposure, 
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(accessed 22 July 2016). 

186 Ilbid. 

187 Ilbid. 

188 Anne Quito, “Trump has awakened an American ‘craftivism’ movement that’s been dormant since the 1980s AIDS quilt,” Quartz Media, 5 July 2017, 

https://qz.com/1016914/trump-has-awakened-an-american-craftivism-movement-thats-been-dormant-since-the-1980s-aids-quilt/ (Accessed 2 September 2017). 

189 Sarah Corbett, “Craftivist Collective – Our Story,” Craftivist Collective, https://craftivist-collective.com/our-story/ (accessed 1 March 2018). 

190 Anne Quito, “Trump has awakened an American ‘craftivism’ movement that’s been dormant since the 1980s AIDS quilt,” Quartz Media, 5 July 2017, 

https://qz.com/1016914/trump-has-awakened-an-american-craftivism-movement-thats-been-dormant-since-the-1980s-aids-quilt/ (Accessed 2 September 2017). 

191 “Craftivist Collective – Our Story,” Craftivist Collective, https://craftivist-collective.com/our-story/ (accessed 1 March 2018). 
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interconnections, networks, alliances and support systems created by craftivists online are equally 
significant the material processes of craftivism, for it is the digital strategies that craftivists deploy 

which have enabled the craftivism community to grow and become influential. Furthermore, the ways 
craftivists have integrated new technologies and social media into their practice in order to connect 
across vast distances is part of what makes contemporary forms of craftivism distinct from historical 
examples of craft being used as a strategy for activism. In the following two chapters, I will continue 
to emphasise the value of integrating social media into one’s craftivism practice by highlighting how I 
have used it as an engagement tool in my participatory and collaborative craftivism practices. 

∆∆∆ 

Throughout this chapter, I have argued that engaging in the hands-on practice of craftivism 
empowers artists and makers to approach citizenship as a creative practice which they can engage with 
in their own unique way. Central to my argument is the assertion that craftivism enables people to 
develop the practical skills and confidence they need to take up the practice of DIY citizenship. By 
using my own small-scale craftivist works and wearable craftivist items as examples, I demonstrated 

the different ways that craftivism can empower citizens to express their political opinion and contribute 
to a public dialogue about current issues. By engaging with feminist new materialist and eco-feminist 
theoretical frameworks, I have shown how craftivists can develop a greater awareness of their own 
entanglements, as well as account for the ways non-human enactments of agency shape their creative 
process. I also identified that the material logic of craftivism leads to a heightened sense of care for both 
the material and social world. Finally, I illustrated how craftivists use digital technologies and web 2.0 
platforms to broaden the reach of their work and influence how meaning is made through their 
participation in these online spaces. Through this chapter, I highlighted small-scale craftivist actions as 

an equally valuable part of the spectrum of craftivist activity, as they enable citizens to approach justice 
as a practice that can be integrated into one’s daily life.  

∆∆∆ 
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Dreams and reality are opposites. Action synthesizes them. 

- Assata Shakur (1987)  
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Chapter 3  

Making Partnerships: Fostering Connections 

In this chapter I investigate how craftivism works to increase civic participation and strengthen 
democracy by fostering connection and building social capital. In particular, I focus on how craftivists 
can help address real world issues by partnering with community groups and non-profit organisations 
and working with them to connect with the wider community in order to raise awareness and support 
for specific causes.  

The projects discussed in this chapter include: The Emerald Community House ‘Stories of 
Resilience’ project which aimed to empower the residents Emerald, Victoria to be better prepared for 
natural disasters; The Igniting Change ‘Bookcase Quilt’ project which was an informal residency 
delivered in partnership with the Melbourne based charity Igniting Change who catalyse change by 
connecting philanthropists with worthwhile grassroots causes; and the International Women’s 

Development Agency ‘Fifty-Fifty’ project which was designed to raise awareness of women’s rights 
issues in communities across the South Pacific region as well as help the International Women’s 
Development Agency connect with new donors.  

Through these projects, I examine the potential of craftivist objects to act as non-linear visual 
storytelling devices that connect with audiences without having to rely on language to communicate 
meaning. I then go on to explore how the strategy of gift-giving, as theorised by Marcel Mauss, enables 
craftivists to deliver projects that foster relationships built on trust and reciprocity. Finally, I consider 
the ethical implications involved in delivering craftivist projects in partnership with community groups 
and non-profit organisations.  

 

3.1 Creative Partnerships: Emerald Community House Project 

My initial decision to establish creative partnerships with community groups and non-profit 
organisations was driven by a curiosity regarding how craftivism might be deployed as a strategy for 
adding value to the work already being done by established organisations dedicated to bringing about 

social, cultural and political change. This curiosity was fed by a recognition that, as individual artist 
and activists, there are limits to how affective we can be in addressing the social and political challenges 
we are concerned about. In part, this is because community organising, institutional change 
management and the process of advocating for policy-based or systematic change are time-consuming, 
complex and ultimately bureaucratic endeavours that require a sustained commitment and, in many 
cases, significant resourcing. Yet, rather than totally abdicate all responsibility for the positive 
transformation of society to institutions and organisations, I was interested in exploring the what 
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craftivist could contribute if they focussed their creative skills on supporting community groups and 
non-profit organisations to achieve their goals. This approach alleviates the pressure on artists to 

imagine and then implement viable solutions to complex social and political problems,192 whilst at the 
same time recognising that artists and makers can play a significant role in catalysing social, cultural 
and political change.  

The first participatory craftivism project I delivered in partnership with a community organisation 
was the Emerald Community House ‘Stories of Resilience’ project. This project was delivered between 
January-April 2015 in partnership with Emerald Community House in the regional town of Emerald, 
which is located in the Dandenong Ranges southeast of Melbourne, Victoria.  

Emerald Community House is a vibrant neighbourhood centre in a region at risk of natural disasters 
including severe storms, high winds and bushfire. As part of their community development work 
Emerald Community House takes an active role in building community preparedness and disaster 
resilience in their area. They do so through a range of innovative programs designed to engage and 
empower local community members to be better prepared for emergencies. The collaboration benefitted 

from a connection that I had made with the coordinator of Emerald Community House Mary Farrow 
through my previous engagement in delivering disaster resilience training for community leaders 
through Volunteering Qld. I approached Mary Farrow with an idea to conduct a craftivist project at 
Emerald Community House that would engage their local community in conversations about natural 
disaster resilience. Farrow was interested in how a craftivism project like this could help them connect 
with community members that their current programming was unable to reach. We designed a project 
that would contribute to building local community disaster resilience through a week-long informal 
artist residency held in the Emerald community hall, an eight-week workshop series for local women, 

and a week-long exhibition held as part of the annual community arts event, the Performing and Visual 
Arts in Emerald (PAVE) Festival.193 

The goal for the residency phase of the project was to create a quilt that would capture the essence 
of what makes the community of Emerald resilient and act as a story telling device. Documenting and 
celebrating local stories and histories is an important part of cultivating a strong sense of local identity 
and belonging, which is crucial to ensuring residents feel it is worthwhile remaining in their community 
following the event of a natural disaster. To create the quilt telling the story of Emerald’s resilience, 
local residents were invited to visit me during the week-long residency and share with me their own 
personal stories of living in Emerald and dealing with natural disasters. Importantly, this invitation also 
created an opportunity for the staff of Emerald Community House to build stronger connections with 

their local community members. By using my creative practice as a way to entice people into the 
physical space of Emerald Community House, this project raised awareness about the services, 

                                                   
 

193 “PAVE Festival,” PAVE Festival, Emerald Community House, 2015 http://www.pave.org.au (17 February 2018). 
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programs and support structures they provide in the context of natural disaster preparedness, response 
and recovery.  

Over the week-long residency, the community members shared with me their thoughts on what 
makes Emerald a resilient community. I documented these interactions in a daily blog194 and worked to 
translate them visually into a story-quilt that would not only capture the emotion and essence of their 

stories but could also be used to retell these stories into the future. In an effort to make as many 
community members as possible aware of this project I initiated a range of additional social engagement 
activities. These included holding a stall during the local Emerald market and attending several 
community events where I spoke with community members about the importance of their stories of 
resilience. The local community was also made aware of this project in the local newspaper the Ranges 
Trader,195 and via an interview I did on the local radio station.196  

Based on my experience working in disaster affected communities I know that telling stories about 
natural disaster resilience can often be emotional and sometimes traumatic for people who have 
experienced a natural disaster. Crucially, I have found that by working in cloth, through the medium of 

applique quilting, it is possible to capture and tell these important local histories without causing 
unnecessary pain to those who have lived through these experiences. The finished piece was titled the 
‘Resilience, Resistance and Responsibility’ Quilt (figure 15), in recognition of the interconnected 
themes which emerged out of my conversation with Emerald Community House staff and the members 
of the Emerald community.  

Over the course of the week-long residency, I was told many stories about how these two meeting 
places have contributed significantly to the resilience of the local community and how the community 
come together in these spaces. These stories of resilience, resistance and responsibility are present in 
every material detail of the quilt. It features central panels depicting two local buildings including the 
hundred-year-old Emerald community hall (figure 16) and the Cockatoo Kindergarten (figure 17). 

These two buildings have both been used by the local community during natural disaster events as 
refuges and recovery centres. The Cockatoo Kindergarten, which sheltered over three-hundred people 
on the day of the Ash Wednesday fires in 1983,197 was recently recognised as the first building in 
Victoria to be heritage listed as a result of its cultural historical significance and is being converted into 
a community centre/local history museum.198 Unfortunately, the much-loved community house building  

 

                                                   
194 Tal Fitzpatrick, Praxial Practice, 2015, www.praxialpractice.wordpress.com (accessed 3 December 2017). 

195 Tal Fitzpatrick, “Stories of Resilience: Cloth Art Project Part 2,” Praxial Practice, 2015, https://praxialpractice.wordpress.com/2015/02/25/ech-stories-of-resilience-

cloth-art-project-part-2/ (accessed 3 December 2017). 

196 On air radio interview with local radio station 3MDR 97.1FM (17 January 2015). 

197 “Worlds heritage and Cockatoo’s Ash Wednesday Story,” Cockatoo Kindergarten Heritage, https://sites.google.com/site/cockatoosheritageashwednesday/ (accessed on 

3 December 2017). 

198 “Plaque – Cockatoo Kindergarten – Official Opening Plaque,” Victorian Collections: Museums Victoria, 2017, 

https://victoriancollections.net.au/items/501517142162ef0e4c2775d1 (accessed on 3 December 2017). 
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Figure 15:  Tal Fitzpatrick, Resilience, Resistance and Responsibility Quilt (2015) 
Applique hanging, machine quilted, new and used material, cotton thread, fabric paint and pens,  
wooden dowel, 200cm x 200cm  
Photo: Kerry Leonard  
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is currently scheduled to be demolished by the local council. Once the building itself is gone, its 
presence on the quilt will serve as a reminder of the important role it once played as a community 

meeting place.  

In the finished quilt, the panels featuring these two local buildings are surrounded by smaller panels 
that feature Emerald’s unique local flora and fauna, including the Emerald Start Bush, the Helmeted 

Honeyeater and the Orange Bellied Parrot (figure 18). I included these panels because through my 
conversations with local community members, it became clear that the beauty of the natural 
environment in the region was a big part of why people wanted to live there, and why they chose to stay 
despite the risk of natural disasters. It was clear from these stories that the local community felt a strong 
sense of responsibility to protect their unique flora and fauna from the threat of extinction.  

The finished quilt, which I gifted to Emerald Community House, tells the story of an engaged 
community of active citizens who are willing to passionately defend both the natural and built 
environment that they treasure. These stories are important, as they articulate a unique local culture and 
contribute towards the formation of the local citizens’ sense of identity, subjectivity and social 

belonging. Capturing these local histories visually and materially through cloth makes their presence 
tangible and enables these stories to be shared, celebrated and retold going forward. In this way, this 
quilt will continue to catalyse conversations and raise awareness about what it means to be resilient and 
the realities of living and thriving in a disaster at risk area.  

The second part of the project involved a series of workshops delivered over eight weeks following 
my week-long residency. Here, the goal was to help Emerald Community House connect with local 
community members in order to provide them with information about how to improve their household’s 
disaster preparedness. Specifically, Emerald Community House wanted to connect with women who 
were new to the area as well as women without children, as they had identified that these two groups 
were currently not catered for through their existing engagement programs. The aim of the craftivism 

workshop I delivered therefore was to engage this demographic and introduce them to Emerald 
Community House. I did this by offering to share my creative skills so that these women could learn 
how to use the medium of applique quilting to tell their own personal stories of resilience. Using the 
same applique techniques used in making the ‘Resilience, Resistance and Responsibility’ story quilt, 
the participants worked side-by-side to materialise their stories through cloth and create a quilted 
hanging that were uniquely theirs (figure 19-20). Over the eight weeks we spent together, we had a 
range of very open conversations about what makes them resilient. During these conversations the 
participants shared stories of how they have dealt with trauma and challenges of mental health, physical 

health, relationship breakdown and financial struggles. These conversations revealed the participants 
shared the common experience of finding strength in the natural environment of Emerald, and through 
the support of loved ones who live in the community.  
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Figure 16:  Photo of Emerald Community Hall and a work-in-progress detail of the Emerald Community House 
Resilience, Resistance and Responsibility Quilt (2015) 
 

 

 

 

Figure 17:  Work-in-progress detail of the Emerald Community House Resilience, Resistance and Responsibility 
Quilt (2015) and image of Cockatoo Kindergarten with protester ‘Dot’ on the roof during campaign to 
save the building from demolition  
Photo: Emerald Community House 
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At the end of the workshop series I asked participants to fill out an anonymous feedback form about 
their experience. Participants claimed that the project gave them time to be creative and to reflect on 

what was important to them. They explained it was usually hard for them to create space in their daily 
life to do something for themselves, and some admitted to feeling guilty about taking time out to ‘just 
make art’. One participant remarked that the medium of applique quilting enabled her to tell a very 
personal story, without making her feel vulnerable or exposed: 

Using applique quilting to tell my story allowed me to incorporate fabrics and 
narratives that are very close to my heart, very private… and still feel safe to 
show the work publicly, as there are parts of the story [my hanging tells] that 
only I can know.199  

Another commented:  

It was a great project… I wanted to sew something but needed support to do 
it… I ended up with a beautiful quilt and… I feel great about it, it has 
contributed to my feelings of resilience in my life.200  

Overall, the participants felt empowered by their experience both in practical terms, as a result of 
having gained new skills and confidence in their craft making, and as a result of the conversations this 
project enabled. Having an opportunity to reflect on this encouraged them to ensure that going forward 
they make time to do the things that help them thrive, whether that is spending time in nature with their 
loved ones, or not feeling guilty about taking time out to be alone and create art just for the fun of it.  

The third part of this project to which both the workshop and my residency contributed was a public 
exhibition called ‘Resilience: Stories in Cloth’ which featured the ‘Resilience, Resistance and 
Responsibility’ Quilt, the hangings created by participants of the workshops and a collection of my 

craftivist protest banners. The week-long exhibition was held in the Emerald Community Hall during 
the annual ‘PAVE’ Community Arts Festival (11-17 April 2015). The exhibition presented Emerald 
Community House with yet another opportunity to connect with their community around the subject of 
disaster preparedness, fire safety and first aid training. The exhibition was opened by Bruce Esplin, the 
former Emergency Services Commissioner of Victoria, who spoke about the important contributions 
that art, craft and creativity make to building community disaster resilience (figure 21).  

What the Emerald Community House ‘Stories of Resilience’ project illustrates is that when 
craftivists work in partnership with community groups they can assist these organisations to achieve 
their goals by helping them engage with their local community and by empowering people in that 
community to tell their stories. Considering that the goals of this projects were to build local resilience 

                                                   
199 Anonymous response from feedback form filled out by participant one of Emerald Community House project (2015).  
200 Anonymous response from feedback form filled out by participant one of Emerald Community House project (2015). 
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Figure 18:  Detail from Tal Fitzpatrick, Resilience, Resistance and Responsibility Quilt (2015) 
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and foster connections between local community members and Emerald Community House, it could be 
argued that this project does not fit within the parameters of activism. However, when considering the 

value of this project according to whether it created pathways for active citizenship, it is clear this 
project contributed positively towards social change by fostering stronger community connections and 
empowering people to actively engage with their local neighbourhood house. 

Arguably, these kinds of craftivism projects could also be conducted in partnership with government 
institutions or for-profit organisations, as part of an attempt to achieve broader social, cultural and 
political change. However, the power dynamics and ethical considerations that craftivists must navigate 
would be very different, as there is tendency for craftivism projects to be seen by government 
institutions and for-profit organisations as a convivial strategy for public engagement or for the 
activation of public space, which can be divorced from the political and activist motivations behind the 
practice.201 This is exemplified through numerous commercials and public advertising campaigns that 

deploy yarnbombing as an appealing aesthetic, including a campaign promoting the television show 
‘Fargo’ which involved commissioning Olek to create a crochet bus wrap.202 Consequently, when 
considering partnering with government institutions or for-profit organisations on craftivist projects, it 
is important for craftivists to interrogate whether they will be able to maintain the political integrity of 
their work. Otherwise, as Mouffe clarifies, practices like craftivism are at risk of losing their critical 
power and political potency, as has happened with other forms of contemporary and socially engaged 
art.203  

Personally, I am more interested in partnership with community groups and organisations who take 
an asset-based approach204 (rather than a deficit-based approach) to community development.205 An 
asset-based community development (ABCD) approach revolves around a recognition that every 

individual and every community has skills, strengths and/or physical assets. By working with people’s 
strengths and supporting them to take ownership and control over what is going on in their lives and 
communities, it is possible to empower them to overcome challenges.206 At the core of this approach is 
a focus on building social capital and recognising social relationships as being integral to both an 
individual’s and a community’s ability to thrive. For this reason, the asset-based community 
development approach can be conceptualised as a practical application of the concept of social capital,  

                                                   
201 An example of how craftivist strategies such as yarn bombing, are seen as cheap, quick ways to engage communities by councils and developers is articulated in a 

report on community engagement by the Australian based consulting firm ‘Elton Consulting’, available: “Community Engagement 10 + 1: Ten emerging trends plus one 

ongoing truth,” Elton Consulting, http://elton.com.au/wordpress/wp-content/uploads/2014/10/Elton-Consulting-10-1-Paper.pdf (accessed 3 June 2018). 
202 Images artist Olek wrapping a bus in crochet for of this campaign for the FX show ‘Fargo’ can be found on her website. Source: Olek, “Fargo” 2014 

http://oleknyc.com/current.php/fargo (accessed 3 June 2018).  
203 Mouffe, “Artistic Activism and Agonistic Spaces,” 1. 
204 The asset-based model was first developed by John L. McKnight and John P. Kretzmann who published the book: John L. McKnight and John P. Kretzmann, Building 

Communities from the Inside Out: A Path towards Finding an Mobilizing A Community’s Assets (Chicago: ACTA Publications, 2006). 

205 Alison Mathie and Gord Cunningham, “From Client to Citizens: Asset-Based Community Development as a Strategy for Community Driven Development,” Coady 

International Institute Occasional Paper Series, no. 4 (2002): 8.  
206 Ibid, 7. 
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Figure 19:  Workshop participants holding up one of their finished story quilts (2015) 

Machine quilted , new and used fabrics, cotton thread, 150cm x150cm  

 

 

Figure 20:  Workshop Participants working on their story quilts during eight-week workshop series  
at Emerald Community hall (2015)  
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a concept which gives a theoretical context to why community connections are so important to the 
health of democracies. Social capital, as theorised by sociologists including Pierre Bourdieu and James 

Coleman, can be understood to describe the resources, support systems and power that come about as 
a result of a person’s social relationships.207 Just as financial capital makes life easier for people, so too 
does social capital, as the better connected a person is, the better supported and capable of action they 
are.208 Individuals who have higher levels of social capital are understood as being more likely to 
succeed in their chosen fields and more resilient in the face of hardship. Sociologist David Gauntlett 
explains that having higher levels of social capital at a societal level means that communities are able 
to resolve problems without intervention, as social capital can foster trust and enable citizens to develop 

a greater awareness of their entanglements and mutual responsibilities to one another.209  

As part of the asset-based community development approach, it has been recognised that in order to 
thrive, people need to have opportunities to build social capital by forming meaningful connections. 

Craftivism has the potential to create these kinds of opportunities for connection because as Gauntlett 
explains, making is connecting.210 In other words, making something new literally requires the 
connecting of materials and ideas. Furthermore, acts of creativity also involve a social dimension that 
connect the maker with other people.211 This social dimension can occur during the process of making 
itself, for example when people collaborate or co-create with others, or it can be a result of sharing the 
finished creative work with the world.212 The benefit of having stronger community connections is that 
these connections lead to an enhanced sense of belonging.213 Craftivism’s ability to foster community 

connections and facilitate the building of social capital through the practice of making is valuable 
because there is clear evidence that having friendly social connections within society is not merely 
pleasant but ‘…absolutely essential for both personal well-being and for a healthy, secure, trustworthy 
society.’214 This assertion provides context as to why craftivism’s potential to build community 
connections is such a central part of what makes it an effective method for making change. It is also 
helpful for contextualising my assertion that one of the most powerful ways that craftivists can add 
value to the work being done by community groups and non-profit organisations is to help them foster 
connection and build social capital.  

 

 

                                                   
207 Gauntlett, Making is Connecting, 129-134. 
208 Gauntlett, Making is Connecting, 129.  

209 Ibid, 147.  

210 Gauntlett, Making is Connecting, 2. 

211 Ibid. 

212 Ibid. 

213 “What is Asset Based Community Development (ABCD),” Collaborative for Neighbourhood Transformation, https://resources.depaul.edu/abcd-

institute/resources/Documents/WhatisAssetBasedCommunityDevelopment.pdf (accessed 18 November 2017). 

214 Ibid, 161. 



 

 66 

 

 

 

 

Figure 21:  Bruce Esplin speaking at the opening of the ‘Stories of Resilience’ exhibition at 
PAVE Community Arts Festival (11- April 2015)  
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It is important to note that the quest to mobilise change through leveraging and building social capital 
is not without its challenges. Craftivists therefore must learn to navigate the complex relationships 

between the principles of social capital and the challenges of economic and structural inequality, as 
well as the influences of individualism and neo-liberalism. To do this, as part of my craftivism, I 
endeavour to practice reflexivity and to develop ways to acknowledge and address potential barriers to 
engagement, barriers that often intersect with sensitive issues such as class inequality. In the case of the 
Emerald Community House project for example, the main barriers to participation that needed to be 
addressed revolved around questions of access and inclusion. To address these barriers I worked closely 
with Emerald Community House, a trusted local grass-roots organisation, to gain a better understanding 

of how to ensure this project was delivered in a way that was responsive to the needs of the Emerald 
community. The strategies we deployed included ensuring that my residency and workshops were 
welcoming of everyone in the community, including people with mobility issues or disabilities, as well 
as people with diverse gender identities. One of the ways we achieved this was delivering these free 
events in a building that was close to public transport, was disability accessible and had gender neutral 
amenities. Yet, despite our conscious efforts, due to limitations such as the availability of the space and 
my capacity to travel to Emerald, a regional community more than an hour from where I lived, here 
were barriers that could not be avoided. Namely the fact that the workshops were facilitated during 

regular working hours which meant some community members were unable to attend due to work 
commitments. 

Nevertheless, what I gleaned from the Emerald Community House ‘Stories of Resilience’ project 
was an important insight into how craftivism projects can be developed in a way that contributes 
towards the building of more trusting, secure and resilient communities. This project also helped me to 
increase my own social capital by broadening my social and professional networks, growing my sphere 
of influence, and enabling me to develop skills and confidence through the hands-on experience of 
making and connecting. Most importantly, the project taught me that by working in partnership with 
community groups and non-profit organisations, craftivists can catalyse change by bringing attention 
to those community groups and organisation who are engaged in the ongoing work of implementing 

positive change through the delivery of programs and campaigns that make a tangible difference over 
the long term. 

 

3.2 Connection Through Stories: Igniting Change Project  

The Igniting Change ‘Bookcase Quilt’ project was developed in partnership with a purposefully 
small Melbourne-based organisation called Igniting Change in November 2015. Igniting Change is a 
unique charity, dedicated to creating opportunities for people with firsthand experience of disadvantage 
to connect and share their story with influencers, policy makers and business leaders, in order to achieve 
better services and more targeted support. Igniting Change supports local, national and international 
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projects that empower people experiencing homelessness, domestic violence and drug abuse, and 
support asylum seekers and young people who have being incarcerated.  

Through listening to the reflections of the Igniting Change team I recognised that one of their key 
challenges was that they often find it difficult to communicate the impact and broad significance of 
their work because of the highly relational way that they operate. To help them find a creative way to 

overcome this challenge, I created a story-quilt to visually capture and communicate the impact of their 
work. As part of this project, I set up my sewing studio in their open-plan office and worked alongside 
their staff and volunteers for a full month in order to learn about the organisation and work to capture 
their story in cloth (figure 22). 

In light of the story-driven and diverse work that Igniting Change does, I decided to create a quilt 
that acted as a prompt the team could use to relate a wide collection of different stories. Drawing on my 
grandmother’s Folk Art Applique Quilting book as inspiration, I chose to recreate one of her works, a 
large appliqued bookcase (figure 23).215 The form of the bookcase enabled me to include a variety of 
appliqued items in the one work, with references to the different people, programs, events, projects and 

organisations that Igniting Change has supported over the years. Each of the appliqued books, 
knickknacks, photos, and other items featured on the bookcase has a specific story behind it. For 
example, the ship-in-a-bottle which sits on top of a book embroidered with the letters ASRC, signifies 
the ongoing work Igniting Change has done with the Asylum Seeker Resource Centre (figure 24). The 
basketball on the bottom shelf refers to a community run organisation supported by Igniting Change 
support called New Stars Basketball Association, which runs a homework support club for young 
migrants and refugees in Springvale Victoria (figure 25). The African Fabrics I used also tell a story 
about the work of Igniting Change. This fabric was given to me by Twich Collective, a small social 

enterprise run by South Sudanese refugee Abuk Bol, which provides training in the fashion industry to 
Australians who come from a refugee or migrant background.216 Bol and the women from Twich 
Collective were happy to see their story incorporated into the Igniting Change quilt, as were many of 
the organisations and community leaders represented in this piece. 

 The Igniting Change ‘Bookcase Quilt,’ which I gave to the organisation as a gift, is now 
permanently installed in the Igniting Change office, serving as a living document. It represents a non-
linear history, that can be read in many different ways whilst performing its function of sparking 
curiosity and conversation about how Igniting Change approaches the practice of making change. 
Igniting Change staff member Anne-Marie Sullivan reflects:  

 

 

                                                   
215 Dawn Fitzpatrick, Folk Art Applique Quilts (Sydney: Allen & Unwin, 1990). 

216 “The Social Studio,” The Social Studio, 2015 http://www.thesocialstudio.org (accessed 3 May 2018). 
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Figure 22:  Tal Fitzpatrick, Igniting Change Bookcase Quilt (2015) 
Applique hanging, machine quilted, new and used material, cotton thread, fabric paint and pens,  
wooden dowel, 130cm x 217cm  
Photo: Kerry Leonard  
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Figure 23:  Dawn Fitzpatrick, Bookcase Quilt as featured in Folk Art Applique Quilting (1990) 
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The quilt is a great way into the story of Igniting Change, because it's eye 
catching and invites questions. In this way, the viewer is leading the inquiry 

and the conversation goes in unexpected directions. Igniting Change is a non-
linear organisation and suits a non-linear form of storytelling!217 

Igniting Change founder and CBE Jane Tewson also reflects on how the quilt is a story-telling device 

that transform the feel of the office:  

…It really helps make the office feel like a family space… It is a great 

conversation starter that physically captures the diverse stories of the 
courageous people we work with, our events and products too. We feel very 
privileged by this extremely generous gift.218 

Tewson’s comment highlights the affective nature of the medium of applique quilting. The way 
people respond to this work is as much to do with how they feel about the work’s materiality, as it is 
about what it represents. The soft and inviting nature of this the quilt, and the domesticity it invokes, 
creates a sense of comfort and curiosity in those who view it, thereby providing the Igniting Change 
team with an opportunity talk about the challenging issues they tackle without losing sight of the 
warmth, humanity and creativity needed to inspire people and mobilise change.  

The Igniting Change team has also expressed is that the visual and tactile nature of the quilt enables 
them to use it to communicate their story no matter who their visitors are. This is important because of 
the culturally and linguistically diverse backgrounds of the people with whom they work, as well as the 

fact that they often work with children or people with low English literacy.219 Visual forms of 
storytelling are a way to foster connection across the boundaries of language, age, ability and culture. 
The meaning conveyed through these mediums is not prescriptive, absolute or even linear, but instead 
is open to interpretation and invites audiences to draw upon their own stories to actively make meaning. 
Craftivism, a practice that incorporates tactile, visual and sometimes even olfactory senses, while 
tapping into people’s personal stories, memories and personal associations with craft materials or 
techniques, can communicate a multitude of meanings with great affect.  

Notably, the wall hanging for Igniting Change only performs its intended function when it is 
encountered in context. When I have installed this work in a gallery context220 away from Igniting 
Change and the team who activate the work as a story telling device, the hanging ceases to perform its 

intended function and as a result it becomes less lively and less affective. Ele Carpenter explains the 
shift of a craftivism object’s power between gallery and community contexts, suggesting craftivism 
projects are often ‘…subdued by the aesthetic of the gallery context, where works become a symbolic 

                                                   
217 Email correspondence with Anne-Marie Sullivan in relation to Igniting Change Bookcase quilt project, (April 2018). 

218 Email correspondence with Jane Tewson, the founder and CBE of Igniting Change (April 2018).  

219 Ugurcan Akyüz, “Visual Signs as Cross-Cultural Language,” Ponte International Journal of Sciences and Research 73, no. 4 (2017): 170-179. 

220 ‘Dawn & I’ at George Paton Gallery, Melbourne (30 August - 10 September 2016) and ‘Craftivism HQ’ at Kings Artist-Run, Melbourne (7-10 March 2018). 
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model of themselves, more akin to a design proposal, rather than transformative of a social or political 
space.’221 As Carpenter points out, for socially engaged craftivism projects ‘…the social, performative 

and critical discourse around the work is central to its production and dissemination.’222 Therefore, 
context specific craftivist works such as the Igniting Change quilt that are notably context-specific 
might lose their efficacy and their ability to connect with and affect audiences if displaced in gallery 
settings. However, this is not the case for all of my craftivist works, some of which are enhanced by the 
gallery contexts, as this environment reaches other audiences, subverts ideas about what ‘activism’ 
should look like, and challenges notions about the distinctions made between art and craft.  

An unexpected outcome of the Igniting Change project was that at the end of my residency they 
offered me a free studio/office space and invited me to stay permanently. I have continued to collaborate 
on projects with them and volunteer my time when my skills are of use, and they have also enabled 
various opportunities for me, including several commissions. Anne-Marie Sullivan has reflected that 

having an artist become part of the team has challenged the organisation to: '…think differently, in the 
gentlest, most non-directive way possible.’223 For me, this comment reflects how craftivists can, by 
tapping into craftivism’s gentle, non-directive politics, affect change by being a positive influence on 
those around them. Being embedded in this organisation has extended my thinking about how craftivists 
can add value to the work being done in the community and non-profit sectors by exposing me to a 
wide cross-section of community organisations and grassroots leaders engaged in the work of change-
making at the grassroots level. Being a part of the Igniting Change community has strengthened my 

DIY citizenship practice by providing me with mentorship and guidance, as well as increasing my 
social capital, which in turn has improved my capacity to influence and catalyse social change. It has 
done so by connecting me with an expanded network of Igniting Change supporters whom have gone 

on to support my craftivism practice. For example, in March 2018 Igniting Change supporters took part 
in a charity auction of one of my mini-protest banners (figure 26) via Instagram, through which I raised 
$560 for Children’s Ground – a First Nations-led organisation that Igniting Change works with, 
dedicated to eradicating extreme poverty and disadvantage in First Nations communities in Australia’s 
Northern Territory.  

 

 

                                                   
221 Carpenter, “Activist Tendencies in Craft,” 1. 

222 Carpenter, “Activist Tendencies in Craft,” 1. 

223 Email correspondence with Anne-Marie Sullivan in relation to Igniting Change Bookcase quilt project, (April 2018). 



 

 73 

 

Figure 24:  Detail of Tal Fitzpatrick, Igniting Change Bookcase Quilt (2015) 
Photo: Kerry Leonard  

 

 

Figure 25:  Detail of Tal Fitzpatrick, Igniting Change Bookcase Quilt (2015) 
Photo: Kerry Leonard  
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There are, of course, challenges when it comes to working in partnership with community groups 
and non-profit organisations. These may arise due to unequal power relations, pragmatic issues such as 

deadlines, budgets, and venue restrictions, or ideological differences about sensitive political issues. 
Questions of authorship and ownership can also be challenging in the context of a collaborative or 
socially-engaged art projects. For example if a craftivist was to create a work in partnership with a 
community that told a story that was significant and unique to them, and then they went on to share and 
profit off that work without appropriately acknowledging the contribution of that community, this could 
be considered exploitative and therefore misaligned with the goals and values of craftivism. The moral, 
ethical and political implications of working collaboratively with non-artists and the artists role in 

responding to these have been hotly debated within the field of socially-engaged art.224 These debates 
are best exemplified by the polarized views articulated by art historians Claire Bishop and Grant Kester, 
who both focus on the issues of participation and engagement in art. In the final chapter of this thesis I 
explore what this debate means for the field of craftivism and consider how craftivists might better 
navigate the complex issues that arise as a result of social engagement in art. However, in a practical 
sense, gauging from my own experience, I have found it is possible to mitigate against many of these 
issues becoming a significant obstacles by ensuring that partnerships are built on a foundation of shared 
values and clear common goals, and that avenues for open, honest and respectful communication are 

established early on in the project. 

What the Igniting Change project demonstrates is that the connections that can be made and 

materialised through craftivism projects, delivered in partnership with non-profit organisations, can 
result in strong, reciprocal relationships that grow and evolve over time. These mutually beneficial 
relationships demonstrate how craftivists can add value to the work being done by non-profit 
organisation and how craftivists can use their skills to help organisations connect and communicate 
what they do in ways that are visually engaging. This project also demonstrates how craftivists can 
build their own social capital with the aim of improving the efficacy of their activism, by working 
alongside organisations who share their values and who are willing to support craftivists to expand their 
practice. Importantly, what the Igniting Change project highlights is how valuable the practice of 

listening, and the sharing of stories, ideas and experiences can be as a methodology for change. 

 

 

                                                   
224 Kim Charnley, ‘Dissensus and the Politics of Collaborative Practice’ Art and the Public Sphere, vol.1 no.1 (2011): 37-53. 
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Figure 26:  Tal Fitzpatrick, Always Was, Always Will be Aboriginal Land (2017) 
Applique hanging, machine quilted, new and used material, cotton thread 70cm x 54cm  
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3.3 The Power of the Gift: International Women’s Development Agency 

Project  

The final project I will discuss in this chapter is the International Women’s Development Agency 
(henceforth IWDA) ‘Fifty-Fifty’ project, which is a participatory craftivism project delivered in 
partnership with International Women’s Development Agency in January to March 2016. This project 
was designed to use craftivism as a way to tangibly improve the lives of women facing gender-based 
discrimination in communities right across the Asia-Pacific region by raising funds and awareness for 
this charitable organisation. 

I was interested in working with IWDA because I believe in the value of their secular, intersectional, 
independent, holistic approach to community development and individual capacity building. IWDA is 
Australia’s leading agency focussed on women’s rights and gender equality. Since 1985, it has worked 

in partnership with almost two hundred women’s rights organisations and alliances across every 
continent except Antarctica in order to build networks to advance gender equality.225 The organisation 
focuses on empowering women and girls through asset-based programs that tackle issues of power, 
money and security. In line with the asset-based approach to community development IWDA delivers 
these programs in partnership with local community groups, leaders and organisations working at a 
grassroots level in the communities they support.226  

I began this project by reaching out to IWDA with an idea to conduct a project that would, through 
craftivism, inspire people within my personal sphere of influence to join me in taking direct action to 
support this feminist cause. It was important to me to make direct contact with a staff member at IWDA 
so that I could find out what kind of project outcomes would be genuinely helpful to the organisation 

and to gauge whether they would be interested in working in partnership on a project. Directly engaging 
with an organisation in this way is extremely beneficial, because helps avoid the issues that arise when 
well-meaning people try to ‘help’ organisations without putting in the time and effort necessary to truly 
understand what might actually be helpful to them. By forming a direct relationship with an 
organisation, it becomes easier to gain permission to do things like fundraise on the organisation’s 
behalf or share their information resources. It also makes it easier to ensure that the right language and 
approach is used to when discussing the work of the organisation. While I recognise that developing 

these kinds of direct relationships isn’t always possible, the value of these relationships is that they can 
help craftivists to avoid inadvertently doing damage to the organisation or the communities which they 
are trying to support.  

In my conversations with IWDA staff I was made aware that the organisation was interested in 
exploring how craftivism could be used to help raise awareness about the organisation and connect with 

                                                   
225 “Where we work,” International Women’s Development Agency, 2014, https://iwda.org.au/where-we-work/ (accessed on 12 January 2018). 

226 International Women’s Development Agency, 2018, www.iwda.org.au (accessed on 12 January 2018). 
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new donors, particularly younger donors. The challenges of connecting with new donors is one that 
many charity organisations have to develop strategies to overcome. For organisations like IWDA, who 

support communities geographically distant from those of their potential donors, this challenge is even 
more acute. Through this project, it was my goal was to inspire people to become curious about IWDA 
and the issues they look to address by leveraging the highly visual and highly sharable nature of 
craftivism. Additionally, it was my goal to raise funds for IWDA, as this would result in tangible 
positive outcomes for the women and girls who benefit from the work of IWDA. 

The project design I developed involved the creation of fifty applique quilted portraits as gifts for 
the first fifty people who donated $50 or more directly to IWDA (figure 27). Thanks to the generosity 
of the project’s participants the IWDA ‘Fifty-Fifty’ project raised $2,790 for IWDA, a number far 
greater than what I could have afforded to donate to IWDA on my own.227 As I flagged in chapter one, 
some craftivists, including Sarah Corbett, might suggest that projects like my IWDA 'Fifty-Fifty' project 

should be classified as charity work instead of as craftivism228 because they do not address the root 
cause of problems but rather just treat the symptoms.229 However, I am more inclined to agree with 
craftivists like Betsy Greer and Sayraphim Lothian, who argue that awareness raising and fundraising 
are both valuable activities for craftivists to undertake. I support this position as without consciousness 
raising there would be no will to change; and, in our current system, without philanthropy there would 
be limited opportunity to implement change. Therefore, the value of craftivist projects that combine the 
practice of notification and donation is that they help make educate citizens aware of specific issues 

and provide them with a pragmatic way they can immediately contribute towards addressing these 
challenges. 

Participation in the IWDA ‘Fifty-Fifty’ Project was generated by using my own social media 

platforms in combination with those of IWDA. The first fifty people who donated $50 or more directly 
to IWDA were instructed to email me a copy of their donation confirmation email, along with a picture 
of their face. Although many of the people who participated in this project were Australians known to 
me, the online campaign also reached some unknown, new participants as well as international 
participants from United Kingdom, Israel, Canada and Finland. The project involved me spending two 
months working on the fifty applique portraits plus another two weeks either side of the project raising 
awareness about the project and about the pop-up exhibition held at the end of the project. The portraits 

were made by piecing together strips of fabric to make a ‘skin’ and then, using a photo of each 
participant as my guide, appliqueing features like lips, eyes, eyebrows and hair and using the sewing 
machine to draw on additional features such as the nose and the lines on the face (figure 28). These  

                                                   
227 This number is higher $290 higher than my target of $2,5000 because some participants chose to donate more than the $50 minimum donation required to participate in 

this project.  

228 Hopkins, “Sarah Corbett on Craftivism and the Imagination,” June 2017, www.robhopkins.net/2017/06/22/sarah-corbett-on-craftivism-and-the-imagination. (accessed 

2 November 2018). 
229 Corbett, How to be a Craftivist, 14-15. 
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Figure 27:  Tal Fitzpatrick, IWDA ‘Fifty-Fifty’ Project (2017) 

Fifty Applique portraits, machine stitched, new and used material, cotton thread,  
each approximately 30cm x 45cm 

Photo: Kerry Leonard 
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portraits capture the participants of this project, who varied in age, gender and each have their own 
unique style. The unique expressions of each participants was captured through the strategic placement 

of appliqued eyebrows, lips and eyes as well as accessories such as glasses and jewellery (figure 29). 

When designing this project, I took inspiration from the book The Gift by French sociologist and 
anthropologist Marcel Mauss and focussed it around the act of gift-giving. The strategy of gift-giving 

and donation is widely practiced within the craftivism community. As a way to facilitate the forming 
of new connections, gift-giving can be an effective way to initiate contact with potential collaborators, 
community partners, or individual people in positions of power with whom craftivists might want to 
start a conversation. Corbett dedicates a whole chapter of her book How to Be a Craftivist to the function 
of gifting in craftivism. She suggests that hand-crafted gifts make the receiver feel valued because the 
giver has dedicated time to making something just for them.230 In this way, thanks to the time, care and 
dedication that went into their making, hand- crafted gifts are imbued with the essence of their maker 

and can serve as a potentially powerful way to express kindness, love and humour.231  

In this project I chose to use the power of the gift in order to move people to action by incentivising 

their participation. Using a portrait of the participants face as the gift – something they clearly identify 
with –enabled me to make participants feel more connected and involved in this project than they may 
have otherwise. Once the fifty portraits were complete I held a one-night-only exhibition of the portraits 
at the Igniting Change office in Melbourne on the 11 March 2016 (figure 30).232 This event was the 
only time that this collection of portraits was exhibited together in one space, as directly following this 
exhibition, I posted each participant their portrait. The aim of hosting an exhibition of the fifty portraits 
was to create an opportunity for the Melbourne base participants of the project to make a face-to-face 
connection with one another and to create an opportunity for them to connect with the IWDA 

representative who was there to provide participants with further information about the organisation. In 
order to document this project and create a space where the fifty portraits could be seen together, I self-
published a book about this project titled IWDA Fifty-Fifty Project.233  

 

 

 

                                                   
230 Corbett, How to be a Craftivist, 100. 

231 Ibid, 42, 100. 

232 The IWDA Fifty-Fifty Project exhibition was held on the 11 March 2016 at the Igniting Change office, which is another example of how my ongoing relationship with 

the Igniting Change team has been beneficial for my craftivism practice.  

233 A hard copies of my IWDA Fifty-Fifty Project book and my Craftivism: A Manifesto/Methodology handbook were exhibited as part of my ‘craftivism library’ at my 

PhD Exhibition, I have made both these texts available as a free PDF download from my website: www.talfitzpatric.com. 
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Figure 28:  Detail of Tal Fitzpatrick, IWDA ‘Fifty-Fifty’ Project (2017) 

Fifty Applique portraits, machine stitched, new and used material, cotton thread 

 

 

Figure 29:  Detail of Tal Fitzpatrick, IWDA ‘Fifty-Fifty’ Project (2017) 
Applique portraits, machine stitched, new and used material, cotton thread,  

each approximately 30cm x 45cm 

Photo: Kerry Leonard 
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In addition to raising funds for IWDA, the other key aim of the IWDA ‘Fifty-Fifty’ project was to 
generate awareness within Australia about the organisation and the work they do. I did this by utilising 

social media to share IWDA’s key messages and drive traffic towards their website, and to facilitate 
conversations about the issue of women’s rights. Over three months I worked on this project, I was able 
to generate a significant amount of online discussion about the work of IWDA and about women’s 
rights issues more broadly by sharing images of the fifty portraits via Instagram and Facebook. I did 
this by sharing the images of each portrait as I finished them, and thanking the donor for supporting 
IWDA by participating in the project. In response to my social media posts about this project, many of 
the participants shared the image of their portrait on their own social media platforms, using the portrait 

as a conversation starter for encouraging others to think about women’s rights issues and to donate to 
IWDA. 

 In total there are over two-hundred posts tagged with the #fiftyfiftyproject hashtag on Instagram 

and Facebook. The shareable nature of the digital images created through this project had a lot to do 
with the fact that they were focussed on portraits of participants’ faces. In my own practice, I have 
found that images of faces get the most ‘likes’ and ‘shares’ and comments, particularly when these 
images are shared via Facebook. This is in part because on Facebook, when you tag someone in an 
image, that image shows up on their timeline, meaning their friends and followers can also see it. The 
result of this is that the images and posts shared as part of this project reached a broader audience than 
I could have reached if these images were not being shared by IWDA and the fifty project participants. 

My intent in shaping this project around images of faces was to use portraiture as a way to give a 
public face to what is normally an anonymous act – the act of donation. Unlike other forms of direct- 
action activism which often focus around highly visual stunts designed to bring attention to specific 

issues, donating to charity tends to be a private act that people engage in without telling others about 
what they did. The unfortunate side-effect of this modesty is that people miss the opportunity to 
encourage their friends and family to contribute to positive change by also engaging in this effective 
form of direct action. In effect, what the IWDA ‘Fifty-Fifty’ project did was create an excuse for people 
to publicly share information about their donation without worrying that people will think they were 
boasting or virtue-signalling.  

To gain an insight into how this project impacted the people who participated in it directly, I 
conducted a short anonymous online survey which half of the participants responded to. The results of 
my survey showed that prior to this project 76.19% of survey responders were not aware of IWDA, and 
encouragingly, 71.43% responded that they would be willing to donate to IWDA again in the future. 
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Figure 30:  Images from the one-night exhibition of the IWDA ‘Fifty-Fifty’ Project (2017) held at the Igniting 

Change office in Melbourne, as well as images of project participants with their portraits 
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These results indicate that the project had achieved its goal of connecting the organisation with new 
donors who would continue to engage with the charity once the project was complete. In relation to the 

exhibition element, a participant gave the following feedback:  

I thought that the exhibition was important… it gave attendees the opportunity 
to meet and talk to [IWDA] staff. Seeing all of the portraits together also 

highlighted just how much work had gone into producing them and made me, 
as a participant, honoured to have received one.234 

This comment illustrates the affective nature of the materiality of this project, which provided 
participants with a kind of physical affirmation that they had done something positive and also worked 
to create a sense of connection between the participants, IWDA and myself. This connection shows 
how craftivism can be deployed to facilitate meaningful engagement between non-profit organisations 
and individual citizens who are looking for ways they can contribute towards concrete change. 

Surprisingly, the survey revealed that only 15% of those who responded were motivated to take part 
in this project because I was offering them a textile portrait as a gift, with the main motivating factors 
in participation being a desire to support IWDA’s mission (45%) or the artist (40%). Despite these 
statistics, it was obvious from the feedback I received that the gesture of the gift deeply influenced how 
people felt about their participation. For example, one participant reflected this project felt unique 

because:  

You can donate to charities every day, but it’s often a throw-away action, do 

this, then move onto the next thing. Tal’s gift anchored the action, making me 
stop and think about the donation and how it might change someone’s life.235 

When asked about the design of the IWDA ‘Fifty-Fifty’ project, which revolved around volunteering 

my time and resources to create the fifty portraits as gifts, participants commented that the gesture of 
the gift made the project ‘…seem more ethical and sincere.’236 Another added, ‘I liked that it was so 
personal, the gift of my face for an act of charity.’237 While another participant responded, ‘It was 
wonderful to support a worthy charity… and getting a personal treasure to keep.’238 These comments 
show how the reciprocity built into this project made participants feel more connected with the cause 
they were supporting. Mauss points out that building reciprocity through gift-giving is one of the ways 
that societies have traditionally fostered solidarity and forged long lasting relationships.239 For 

craftivists, the connections that can be fostered through the act of gifting hand-crafted objects represent 
a powerful strategy for tearing down the walls that separate our communities and overcoming the fears 

                                                   
234 Anonymous survey response from IWDA Fifty-Fifty project participant, 2015. 

235 Anonymous survey response from IWDA Fifty-Fifty project participant 2015. 

236 Anonymous survey response from IWDA Fifty-Fifty project participant 2015. 

237 Anonymous survey response from IWDA Fifty-Fifty project participant 2015. 

238 Anonymous survey response from IWDA Fifty-Fifty project participant 2015. 

239 Marcel Mauss, The Gift: The form and Reason for Exchange in Archaic Societies (New York: W.W. Norton 1990), 39. 
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that make us wary of one another. By tapping into the power of the gift, craftivist can help people realise 
their entanglements and act on their responsibility to confront inequality with generosity. 

∆∆∆ 

Projects like the Emerald Community House ‘Stories of Resilience’ project, the Igniting Change 
‘Bookcase Quilt’ project and the IWDA ‘Fifty-Fifty’ project demonstrate how craftivists can use their 
skills to foster connection and move people to action by building social capital using the strategies of 
visual storytelling and gift-giving. Through these projects, I have found that working in partnership 

with community groups and non-profit organisations on projects that involve participation and 
collaboration is a productive way to making change. This approach enables individual craftivists to 
increase their capacity to make a tangible positive difference by creating opportunities for craftivists to 
add value to the work already being done by organisations who deliver the kinds of services, education 
opportunities and support structures that drive positive social change at the grassroots. This approach 
is rooted in the recognition that individual craftivists cannot be expected to be able to address the root 
causes of complex social, political and environmental issues on their own. The strength of this approach 

is that it demonstrates how craftivists can help mitigate against civic disengagement by creating 
pathways and opportunities for people to connect, reflect and contribute towards positive change in 
small but tangible ways.  

∆∆∆ 

 

 

 

 

 

 

 

 

 

 

 

 



 

 85 

 

 

 

 

 

 

 

Without community, there is no liberation... but community must not mean a shedding of our 

differences, nor the pathetic pretence that these differences do not exist. 

- Audre Lorde (29 September 1979) 
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Chapter 4  

Making a Difference: Revealing Dissensus  

In the final chapter of this thesis I explore how craftivists can strengthen democracy by creating 
temporary communities of resistance through participatory and collaborative craftivism projects. As 
part of this exploration I evaluate the role that dissensus plays within functional democracies and argue 
that through craftivism, craftivists can engage in performances of dissensus.  

Drawing on the work of Jacques Rancière, Nato Thompson, Nicholas Bourriaud, Claire Bishop, 
Grant Kester, Kim Charnley and Chantal Mouffe I argue that craftivists must embrace dissensus and 
work deliberately to overcome craftivism’s convivial tendencies. Using the example of my ‘PM Please’ 
Quilt project, a large scale participatory craftivism project which involved sewing together a hundred 
and twenty-one individual embroidered messages from the community to the Prime Minister of 
Australia, I consider how craftivism can be deployed to enable people to materially express their dissent 

and empower citizens to actively engage in democracy through the material strategies of craft. I then 
discuss the Universal Declaration of Human Rights Quilt project, a collaborative project involving over 
one-hundred and twenty embroidery artists from over twenty-one different countries, who worked 
together to embroider the thirty articles of the UN declaration.240 Through an analysis of these projects, 
I explore how craftivism might enable geographically dispersed communities of makers can come 
together to form communities of do-it-together (DIT) citizens who can advocate for change by pooling 
their skills, resources and social capital. As part of this discussion I will consider how an engagement 

with intersectional feminist theory 241 can make craftivist projects more inclusive in practice and not 
just in rhetoric.  

 

4.1  The Case for Dissensus in Craftivism  

Throughout this thesis I have argued that craftivism serves as an example of an activity that citizens 
can engage in as part of a concerted effort to act on their civic responsibilities and participate in the 
everyday practice of democracy. In this final chapter of my thesis, I shift my focus towards craftivism’s 
ability to materialise dissensus through large scale collaborative and participatory craftivism projects 
that can be understood as modes of do-it-together (DIT) citizenship. The term dissensus, in Latin means 
disagreement, dissension and discord, the opposite of consensus. As Rancière positions it, dissensus 

                                                   
240 The Universal Declaration of Human Rights document represents a milestone in the history of human rights. It sets out, for the first time in human history, a set of thirty 

fundamental human rights to be universally protected. The declaration was adopted by the United Nations General Assembly in Paris 10 December 1948 as a common 

standard of achievements for all peoples and all nations. The declaration serves as the foundation for the International Covenant on Civil and Political Rights and the 

International Covenant on Economic Social and Cultural Rights, and the principles outlined in this document are elaborated on in a series of UN conventions. Source: 

“Universal Declaration of Human Rights,” United Nations, http://www.un.org/en/universal-declaration-human-rights/ (accessed 4 May 2018). 

241 Helma Lutz, "Intersectionality as Method," DiGeSt. Journal of Diversity and Gender Studies 2, no. 1-2, (2015): 39-44. 
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does not merely signal a conflict in interests or values but rather a demonstration of a gap in the sensible 
itself, an ‘…intervention in the visible and the sayable.’242 As I highlighted in chapter one, Rancière 

believes that dissensus is core to the practice of citizenship, and that citizenship should be understood 
not as a ‘…status or state of belonging but an act, a practice, which is always dissensual because 
citizenship status in itself never really defines the activity of the citizen.’243  

To appreciate why the concept of dissensus has been so crucial in shaping my understanding of how 
craftivism can effect change, it is useful to consider Rancière’s conception of activism. Rancière 
believes that the central goal of activism should be to ‘…open a space for inquiry where anyone can 
speak, on the condition that one’s speech and one’s capacity to make resonant the power of an action 
may be interrogated.’244 In other words, the role of the activist should be to open up spaces of inquiry 
where anyone can express their thoughts and ideas as long as they are willing to accept that whatever 
they say, can and will be challenged by others.245 Rancière describes these instances where activists 

succeed in opening up spaces for inquiry and uncensored political expression and debate as political 
moments.246 Rancière explains that a political moment can be understood to be the result of ‘…the 
incalculable leap of those who decide to demonstrate their equality and organize their refusal against 
the injustices that promote the status quo.’247 This description of what it takes to bring about a political 
moment could easily be used to describe the leap that craftivists take when creating work that gives 
voice to their political opinions or challenges the status quo. Curator Nato Thompson echoes Rancière’s 
focus on the significance of bringing about political moments when he explains that socially engaged 

artists should endeavour to create opportunities for transformative moments to occur. He advocates for 
moments where participants and/or audiences:  

…suddenly become aware of the power of collective action and witness a stark 

contrast between the rhetoric of capitalist democracy and its nascent 
mechanisms of discipline and control.248 

Rancière argues, that these moments of political defiance and collective action can only occur when 
the temporality of consensus is disrupted,249 and when:  

…a force is capable of exposing the imagination of the relevant community 

and of contrasting it with a different configuration of the relationship of each 
individual to everyone else.250 

                                                   
242 Jacques Rancière, Dissensus: On Politics and Aesthetics, (London: Bloomsbury Publishing Group Ltd., 2010), 36- 38. 

243 Rancière, Moments Politiques, 75. 

244 Rancière, Moments Politiques, ix. 

245 Ibid, ix. 

246 Rancière, Dissensus, 9.  

247 Ibid, 9-10. 

248 Thompson, Seeing Power, 141.  

249 Rancière, Moments Politiques, viii. 

250 Ibid. 
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The type of force that can bring about political moments is, according to Rancière, one that can open 
up spaces for dissensus to emerge.251 Considering this, I argue that as craftivists commonly use their 

practices to actively demonstrate their equality and their refusal against injustice, craftivism should be 
understood as one example of a force capable of revealing dissensus and bringing about political 
moments.  

The idea of the political moment forms part of a post-political leftist critique of global capitalism 
and neoliberal thought, which has been put forward by philosophers including Rancière and Slovenian 
political theorist Slavoj Žižek.252 At the core of this critique, as summarised by sociologists Judith 
Tsouvalis and Claire Waterton in their report on Public Participation as a Projects of Depoliticization, 
is the assertion that dissensus is a central characteristic of ‘politics proper’ whereas consensus is in fact 
detrimental to the project of democracy: 

One of the central premises of post-political discourse is that politics proper - 
politics as a process of opening-out issues to conflict, disagreement, and 
alternative framings of socio-political relations - is increasingly foreclosed by 

managerial, technocratic, expert-led, and consensus-seeking approaches and 
procedures.253 

For craftivists, this critique of consensus seeking strategies reveals one of the key tensions craftivists 

contend with as part of their practice, the tension between their desire to be convivial and build 
consensus, and the desire to express resistance and reveal dissensus. The central point of contention 
here lies with the fact that as part of a post-political critique, public participation can be seen as a 
‘…consensus building strategy that forecloses the political and is interpreted as a strategy of de-
politicization.’254 Yet broadly speaking, craftivism, has a tendency towards avoiding styles of 
engagement that might be perceived as adversarial in favour of consensus building approaches aimed 
at fostering conviviality and making people feel good. Indeed, within the craftivism community, it is 

broadly understood that craftivism’s preference for conviviality is central to its logic and efficacy. Greer 
suggests that craftivism is about ‘…sharing ideas with others in a way that is welcoming, not 
dividing…’255 while Corbett warns that craftivists should ‘…aim to make critical friends, not aggressive 
enemies.’256 However, the fact that consensus building strategies can be co-opted to foreclose the 
political problematises craftivism’s convivial tendencies, particularly for those who approach 
craftivism as a method for challenging structural inequity and systemic oppression.  

                                                   
251 Rancière, Dissensus, 2. 

252 Tsouvalis and Waterton, “Connected Communities,” 5. 

253 Ibid. 

254 Ibid. 

255 Betsy Greer, “Manifesto,” Craft + Activism = Craftivism, 2015, http://craftivism.com/manifesto/ (accessed 3 January 2018). 
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The tension between craftivists’ desire to build consensus and reveal dissensus, is also of concern to 
artists working within the broader fields of relational aesthetics, participatory and socially engaged art. 

In these fields the debate about art’s political potential is underpinned by questions of ethics and 
morality. In the field of relational aesthetics, art critic and curator Nicholas Bourriaud, argued for the 
value of focussing on convivial relations. Bourriaud believed that artist should seek to construct micro-
utopias, concrete spaces that permit alternate forms of sociability and moments of constructed 
conviviality.257 Bourriaud’s ideas have been widely influential on the way that participatory and socially 
engaged art practices have been discussed and understood. This has included drawing attention to how 
art can create unique forms of interaction between audiences, and to the ways that the role of the 

audience has shifted from being that of an autonomous beholder of a static work, to that of an active 
participant or co-creator of art’s meaning.258 However, Bourriaud has also been criticised for striping 
socially engaged art of its criticality by inviting audiences to come together in frictionless environments 
unencumbered by site, context, consequence, or responsibility, and by recreating exploitative capitalist 
conditions.259 Furthermore, as art curator and critic Helena Reckitt points out, while Bourriaud and the 
artists he championed ‘…popularised feminized forms of art practice, emulated feminized labour traits, 
and created ‘relational’ art institutions…’260 from a feminist perspective his work is highly problematic 
as it marginalised feminist artists, denied the feminist precedents of social practice, and suppressed the 

feminist insight that ‘…neither ‘art’ nor ‘work’ are ever just that…’261 

More recently, the tensions between conviviality and dissensus within the field of participatory and 

socially engaged art have been publicly debated by art historian Grant Kester and art critic Claire 
Bishop. The crux of their disagreement hinges on their differing opinions regarding the autonomy of 
artists and whether or not the critical and political function of participatory art is impeded by an 
insistence on moral transparency and an ethical approach to public engagement.262 This debate directly 
relates to the issues regarding conviviality and dissensus within the field of craftivism and is therefore 
worth considering. To summarise their differences, as artist and critic Kim Charnley observes:  

Bishop advocates a practice where challenge and confrontation, in the avant-
garde tradition, are key elements of the political integrity of the work. This is 
anathema to Kester, who sees dialogue between artists and ‘non-art’ participants 
as the real political ground of collaborative work.263 
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Additionally, the dispute between Bishop and Kester also hinges on the questions of how 
participatory and collaborative artworks are evaluated and what makes them effective – their ethical or 

their aesthetic dimensions. Bishop fiercely criticises the tendency for art criticism to evaluate 
collaborative works in ethical rather than aesthetic terms, arguing that this reduces art to a moral criteria 
that limits its freedom and potential.264 In her book Artificial Hells Bishop staunchly defends ‘…art’s 
inventive forms of negation as valuable in their own rights.’265 Kester meanwhile, believes that the artist 
is responsible for taking their privilege into account when entering into dialogue with ‘non-art’ 
participants, arguing that the avant-grade tradition of privileging confrontation and antagonism 
perpetuates power relations that ‘…denigrates those who have not internalised art’s linguistic and 

behavioural codes.’266 Craftivism more closely aligns with the position taken by Kester as it commonly 
seeks to empower people through dialogue and the possibility of making a positive contribution through 
the act of making, rather than causing people to ‘…feel useless or shamed when confronted with the 
facts [of human rights abuses].’267 A fact that helps to account for why craftivists are more likely to 
engage participants, collaborators and audiences in ways that promote conviviality and consensus then 
to develop projects that are adversarial or divisive.  

In line with the argument put forward by Charnley, I suggest that Rancière’s concept of dissensus 
could be applied to provide a more nuanced way to deal with the questions of ethics, aesthetics and 
politics in the liminal space between art and the social.268 This approach looks to go beyond Rancière’s 
suspicions of the attempt to close the gap between art, life and the practice of democracy, in order to 

find a middle ground where craftivism can both criticise and be a part of the social fabric. Similarly, 
rather than getting caught up in the irreconcilable differences between Bishop and Kester, this approach 
suggests a third way where practitioners endeavour to act responsibly and ethically without shying away 
from the generative and crucial role dissensus plays in democracy and in art. I argue that craftivists can 
do this by using their skills to create inclusive, welcoming spaces where dissensus can be materialised 
and explored without resulting in conflict that would cause participants, collaborators or audiences to 
disengage or despair. Here craft’s associations with femininity and the presumption that it lacks 
criticality prove favourable for craftivists, as these associations enable craftivists to leverage the 

nonthreatening appeal of craft to entice people to take part in conversations and experiences they might 
otherwise avoid. Additionally, as the types of craft practices deployed by craftivists do not carry the 
same associations of elitism that many art practices and institutions do, craftivists have the potential to 
reach publics that might otherwise not engage.  
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4.2  Making as a Performance of Dissensus  

Craftivism has the power to direct people’s attention towards issues, voices and ideas that would 

otherwise go unseen and unheard because craft can be used to make these issues, voices and ideas 
tangible to our senses of vision and touch. To experiment with craftivism’s potential to open up 
convivial spaces where dissensus is encouraged to emerge, I facilitated a participatory craftivism project 
called the ‘PM Please’ Quilt project, that endeavoured to materialise people’s opinions in ways that 
would transform a craftivist object into a catalyst for productive dialogue. I started this project in 
October 2015, as a response to the Australian leadership spill, in which Prime Minister Tony Abbott 
was demoted by his party and replaced by Malcolm Turnbull. As this change of leadership was made 

outside of the election cycle, there was little opportunity for the general public to voice their opinions 
or convey their concerns directly to Malcolm Turnbull. I saw this as an opportune moment in Australian 
politics for engaging Australian citizens in a conversation about what issues are most important to them 
and what actions they would like to see the government take on their behalf. To initiate these 
conversations and ensure that people’s issues and concerns actually reached Prime Minister Malcolm 
Turnbull, I devised a project centred around the creation of a quilt as a gift for the Prime Minister which 
would carry messages from Australian citizens directly to him (Figure 31).  

Using social media, I invited people to participate in this project by asking them to send me their 
response to the following question: If you had the opportunity to convey one message to the newly 
appointed Prime Minister, starting with the words ‘PM Please,’ what would your message be? Over a 

period of three weeks I collected responses to this question and facilitated the online discussions that 
these responses generated (Figure 32). Unlike my individual craftivism projects, where I use craft to 
express my own personal political opinions, this project was focused on creating a space for other 
people to be heard. This is important because, as Rancière explains, opinion is: ‘…actually the space in 
which the possibilities of thought and the mode of communities these possibilities define are 
determined.’269 In line with the democratic principles driving this project, I included every single 
message I received during the designated three-week period on the finished quilt without altering, 

editing, or omitting any of them, thus laying the foundation for dissensus to emerge. In total, I collected 
one-hundred and twenty-one messages, each staring with the words ‘PM Please.’270 

To make the quilt I used suit-swatches, ties and upcycled upholstery fabric and bed sheets. All the 

‘PM Please’ messages were hand-stitched onto suit swatches, which I got from a ‘stash swap’ organised 
by the Melbourne-based craftivist Sayraphim Lothian. My decision to work with suit and tie material 
was strategic as these garments are worn primarily by men who work in the political and corporate 
sectors and can be seen as symbolic of the existing hegemony which this project looks to question. 
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270 The full list of messages embroidered onto the PM Please Quilt can be found on my website: Tal Fitzpatrick, “PM Please Quilt,” Tal Fitzpatrick, 2017, 
https://talfitzpatrick.com/pm-please-quilt (accessed 3 January 2018). 
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Figure 31:  Tal Fitzpatrick, ‘PM Please’ Quilt (2015) 
Applique hanging, machine quilted, new and used material, cotton thread, fabric paint and pens,  
210cm x 165cm  

Photo: Kerry Leonard 
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This quilt was designed in the style of an Australian ‘wagga’ quilt and hence builds on specifically 
Australian craft tradition. Wagga quilts are a uniquely Australian style of quilt making which involves 

using a patchwork of second hand fabrics, most commonly using woollen suits, denim and wheat or 
flour bags.271 This style of quilting arose out of necessity during a time of depression in the 1890’s and 
continued to be widely produced by people across the country well into the 1950’s.272 ‘Waggas’ are a 
poignant reminder of both the hardship and poverty faced by many Australian people over the years 
and their ingenuity and perseverance. This history of hardship and endurance, which is captured and 
communicated by these hand-made material objects, sits in stark contrast to the modern association we 
have with the suit and tie materials which I used to create the quilt top. Through the materiality of this 

work, the finished ‘PM Please’ Quilt brings together not just a collection of people’s voices, but a 
variety of materials and associations which audiences can draw on in order to make meaning. As a 
result, the quilt communicates a set of juxtaposing ideas, representing at once both politeness and 
dissent, hardship and privilege, domesticity and the public sphere, along with stereotypical associations 
of the different roles men and women play in society. These juxtapositions are what makes the ‘PM 
Please’ Quilt both effective and affective. 

I chose to hand embroider the ‘PM please’ messages using a very simple embroidery technique so 
that anyone who saw the quilt would be able to identify that the messages were hand stitched. The 
majority of the messages were stitched by me, with the exception of thirty-two swatches, which were 
communally created during an interactive performance of the making of this quilt at HillsceneLIVE, a 

live art festival in Monbulk, Victoria in October 2015.273 This interactive six-hour performance created 
a physical space where the kinds of conversations that were already happening in response to this project 
online could be conducted face-to-face (Figures 33 - 34). This welcoming space in which people shared 
skills and techniques with one another was dominated by colourful craft materials and decorated with 
‘PM Please’ bunting which I had made especially for the festival. The diversity of the group of people 
who attended this event contributed to the richness of the conversations had, and was consistent with 
the broad range of participants who sent me their messages via social media. Participants hailed from 
across Australia, and their gender balance was quite evenly spread (with only a slightly higher number 

of women than men) as was the representation of people from diverse cultural and linguistic 
backgrounds. Naturally, the participants also held a variety of political beliefs, although because 
engagement in this project was initiated through my own social media platforms, many of them were 
left-leaning. 
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Figure 32:  Work in progress image of suit swatches embroidered with messages to the Prime Minister (2015) 

 

 

 

 

 

 

 

 

 

 



 

 95 

For many of the HillsceneLIVE participants, stitching their message to the Prime Minister was a 
time-consuming process that involved learning the basics of embroidery. The thirty-two people who 

stitched their messages at this festival used the time they were stitching (anywhere between twenty 
minutes to an hour) to have conversations with one another. The focus of these conversations included 
the techniques of embroidery and the messages people were stitching and many who did not want to 
stitch a message stopped by the space out of curiosity to discover and contemplate the messages people 
had stitched. As I have already argued, these kinds of conversations are a critical part of what makes 
craftivism an effective strategy for making change. These types of physical encounters are valuable in 
comparison to purely theoretical reflections or digital interactions, because they ‘enact a range of 

transformations that exceed mere words.’274 As a result, they can transform not only the way we think 
but the way we feel about one another or about specific issues. Getting diverse groups of people to 
engage in these kinds of dissensual conversations, without allowing these conversations to deteriorate 
into conflict, is challenging because these exchanges often leave people feeling vulnerable, defensive 
or disrespected. It is here where I argue that craftivism’s convivial nature becomes a unique strength, 
as it allows craftivists to effectively open up safe and inclusive opportunities for dissensus to emerge 
while also maintaining a playful, friendly atmosphere. 

Once all the messages were collated, I found that there were several recurring ideas present, 
including concerns about the ill treatment of asylum seekers, requests to legalise same-sex marriage, 
people’s desire to see the issue of domestic violence addressed and a strong call for the need to address 

climate change. The messages on the quilt vary from convivial sentiments such as ‘PM Please make us 
proud’ and ‘PM Please visit Emerald for a cuppa and chat’ to the more antagonising ‘PM Please resign.’ 
However, because each phrase begins with the polite phrase ‘PM Please’ the tone of the quilt also 
remains respectful, regardless of how dissenting the actual messages are. Some pertinent examples of 
this include: ‘PM Please stay out of my business,’ ‘PM Please don’t disappoint us’ and ‘PM Please 
accept my conditional thanks, now repair Abbott’s actions.’ These messages, when hand-embroidered 
and stitched together into a quilt, became a material expression of dissensus. They are the permanent, 
physical manifestations of the concerns of those citizens who chose to actively participate in this project. 

Through their presence, these texts solicit audiences to respond: to agree or disagree, to reflect on what 
their message to the Prime Minister might have been, and to consider why it is so difficult to 
communicate directly with the politicians whose job it is to work for the Australian people. The centre 
of the quilt features a sewn portrait of Malcolm Turnbull (with his dog Mellie) that provides a lasting 
context of the time period in which the quilt was made and to whom these messages were directed. 
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Figure 33:  Participants of the HillsceneLIVE Arts Festival in Monbulk participating in the 
‘PM Please’ Quilt project by stitching their own messages to the Prime Minister onto suit swatches  

(30 October 2015)  

 

 

Figure 34:  Participants of the HillsceneLIVE Arts Festival in Monbulk participating in the 

‘PM Please’ Quilt project by stitching their own messages to the Prime Minister onto suit swatches  

(30 October 2015)  
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Once my quilt was complete, I began what was to be a seven-month long journey to fulfil my 
promise to give the quilt to the Prime Minister. Initially, it was my intention to test whether I could 

leverage my own social capital, colleagues, workshop participants, friends, neighbours, in order to hand 
the quilt to the Prime Minister in person.275 With only one week remaining before the 2016 federal 
election I decided to drive to Sydney and deliver the quilt to his staff myself (Figure 37). Two days after 
the election results were announced, I received a call from his Sydney office to say that Turnbull had 
seen the quilt and ‘appreciated the work that went into making it.’276 However, even though initially the 
quilt was accepted by the PM’s office, I was soon informed that there were complications around 
politicians accepting art as gifts and that as a result it was unlikely the quilt would be publicly or 

privately displayed. I then suggested that I could donate the work to the Museum of Australian 
Democracy at Old Parliament House Canberra, which also holds my grandmother’s work The Prime 
Ministers at the Marble Bar (Figure 35).277  

With the help of a staff member at the Prime Minister’s Sydney office, I made contact with the 
museum, they accepted the quilt into the museum’s permanent collection on the 20th of March 2017 
(Figure 38). As part of the museum’s displayed collection, this work will continue to reveal dissensus 
by prompting people to consider what their message to the Prime Minister would be, as well as how 
they might use creative strategies to communicate this message. In addition to this, it will now be 
preserved for future generations who will be able to use this project as a time capsule for understanding 
what people were concerned about at a grassroots level at a particular time in Australian politics, as 

expressed in their own voice.  

On 2 March 2017, shortly before the quilt was to be formally accepted into the permanent collection 
of the Museum of Australian Democracy, I received a formal letter from Prime Minister Malcolm 

Turnbull himself in response to the project (Figure 36). I donated the original signed copy of this letter 
along with the ‘PM Please’ Quilt to the Museum of Australian Democracy so that it could be displayed 
alongside the artwork whenever it is exhibited. In contrast to the quilt itself, which was laboured over 
by many people and which speaks passionately about a diverse range of issues, this short response from 
the Prime Minister can lead to interesting reactions and conversations amongst audiences. For me, the 
most important thing this letter does is demonstrate the fact that craftivism can indeed be successfully 
deployed to communicate directly with politicians and government institutions. 

 

                                                   
275I come close to achieving this, for example I met one of his godchildren, as well as a person who knew his neighbour and someone whose dad was friends with the 

Governor General. However, despite finding myself within two degrees of separation from the Prime Minister on several occasions, I did not manage to arrange handing the 

quilt over to him directly nor did I get a response from the emails and letters I sent to his Sydney and Canberra offices.  

276 Phone conversation with staff member from the Wentworth Sydney office of Prime Minister Malcolm Turnbull, 12 July 2016. 

277 This piece is one of Dawn’s most significant textile works, it features portraits of all of Australia’s Prime Ministers from 1901 to 2007. Source: Dawn Fitzpatrick “The 

Prime Ministers at the Marble Bar by Dawn Fitzpatrick,” Electronic Research Archives: John Curtin Prime Ministerial Library, Curtain University Library, 

http://espace.library.curtin.edu.au/R/?func=dbin-jump-full&object_id=167265&local_base=ERA01JCPML (accessed 12 March 2018). 
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Figure 35:  Dawn Fitzpatrick, The Prime Ministers at the Marble Bar (1983-1997) 
Applique wall-hanging, machine stitched, new and used materials, cotton thread, fabric paints  
and pens, wooden dowel  
Photo: Museum of Australian Democracy, Old Parliament House Canberra  
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Reflecting on this project, I have noticed the ways that the ‘PM Please’ Quilt has continued to 
perform the work of creating opportunities for dissensus to be revealed and for complex yet convivial 

conversations to be had. In this way the object itself can be seen as a performance of dissensus, which 
continues to do the work of opening up spaces for diverse opinions to be shared. One of the most 
significant ways it has done this is by generating public conversation in response to the media coverage 
this project has received.278 Whether it is in newspaper articles, through radio conversations or on social 
media, wherever this project is discussed people are moved to reflect on what their answer might be to 
the two key questions driving this work: what would your message to the Prime Minister be? And, how 
might you get a message directly to the Prime Minister? Reflecting on these questions reminds citizens 

that it is within their right, and within their power to communicate their concerns to their political 
representatives.  

The quilt itself provides a model for how craftivists might use creativity in order to communicate 

their concerns with politicians. Already, the ‘PM Please’ Quilt has inspired others to take action by 
writing to their local politicians and even by creating their own projects. Another example of a project 
the ‘PM Please’ Quilt inspired is the work of VCA masters student Jess O’Meara, who created a four-
minute documentary about the project. This documentary builds on the ‘PM Please’ Quilt project by 
interviewing people in Melbourne’s CBD about what their message to the Prime Minister would be and 
whether they think it is possible to reach him.279 I see these responses to my project as tangible example 
of how craftivism can be deployed to encourage political expression in a playful and creative way that 

opens up spaces for dissensus to emerge.  

The important function that art plays in giving a voice to those who are otherwise marginalised or 
silenced and making visible what would otherwise remain obscured – in other words, the way that it 

revels dissensus – is also discussed by Belgian political scholar Chantal Mouffe. Mouffe has worked to 
expand the ideas put forward by Rancière using a feminist framework and as a result her work aligns 
more strongly with the feminist values of craftivism. In her article on Artistic Activism and Agonistic 
Spaces, Mouffe explains that what critical art contributes to the health of democracies is the manifold 
of artistic practices aimed at giving a voice to all those who are silenced by the existing hegemony.280 
In this way, critical art is art that foments dissensus and ‘…makes visible what the dominant consensus 
tends to obscure and obliterate.’ 281 

                                                   
278 A brief summary of where this project has been published includes: The Canberra Times, City News Canberra, The Age and The Sydney Morning herald; Betsy Greer 

wrote an article on the project which was published on the Craft Industry Alliance website titled ‘Craftivism: Where Craft and Activism Meet’. I have spoken about this 

project in several radio interviews, as well as on the podcast Close Knits. Jess O’Meara’s documentary has been screened at several film festivals including at Summerland’s 

Festival (Jan-Feb 2017) and at the University of Melbourne and the Short+Sweet Film Festival in St Kilda, Melbourne (July 2017). I also showcased this documentary at my 

PhD exhibition alongside the quilt, and the Museum of Australian Democracy has got permission to show the documentary whenever they exhibit the PM Please Quilt.  

279 Jess O’Meara, “Threads,” Vimeo, 2016, https://vimeo.com/198035414/7ce24da9f7 (accessed 8 September 2017).  
280 Mouffe, “Artistic Activism and Agonistic Spaces,” 4. 

281 Mouffe, “Artistic Activism and Agonistic Spaces,” 4. 
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Figure 36:  Copy of the singed letter from Prime Minister Malcolm Turnbull in response to the  
‘PM Please’ Quilt project (2017) 
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This project has worked to reveal the ways that the dominant hegemony is able to foreclose 
opportunities for dissensus to emerge by silencing public political expression. There are two key 

examples that illustrate how this project has been able to reveal how dissensus-averse institutions can 
be. The first was when the curator at the Museum of Australian Democracy at Eureka and I proposed 
to exhibit the ‘PM Please’ Quilt during the 2015/2016 election campaign alongside an interactive 
installation where people could post their own ‘PM Please’ messages in a ballot box. After several 
weeks of planning, our proposal was rejected by the board out of a concern that it might be interpreted 
as a political statement.282 The decision that it would be too political to exhibit a work dedicated to 
encouraging civic participation during an election year underscores how even institutions dedicated 

entirely to celebrating the values of democracy tend to perpetuate the illusion of consensus.  

A second example occurred after I was invited to write an article on craftivism for the Biannual 
Journal of Home Economics Victoria. In this article, I wrote an introduction to craftivism, which 

included a description of the ‘PM Please’ Quilt project as one of several case studies illustrating what 
craftivism looks like in practice. This article was pulled from the journal at the last minute by the CEO 
and Managing Editor of the organisation without the consent of the editor. The editor Jo Scanlan 
expressed her shock and surprise at this decision, which she said was based on the fact the felt the article 
was ‘too political.’283 Ironically, in both cases, the decision to silence this project was itself a political 
decision, which in effect weakened democracy by denying citizens the opportunity to speak and be 
heard. These unexpected responses to the ‘PM Please’ Quilt project indicate that this crafted object is 

effectively doing the work of revealing dissensus, by illuminating what Thompson describes as the: 
‘…stark contrast between the rhetoric of capitalist democracy and its nascent mechanisms of discipline 
and control…’284 mechanisms which are only thinly veiled by the call for conviviality and consensus. 

Thompson argues that socially engaged art is a particularly powerful way to reveal dissensus because 
not only is the personal political, but ‘…the interpersonal contains the seeds of political conflict 
inherently.’285 In other words, because socially engaged practices like craftivism open up dialogic 
spaces for people to come together, share their opinions and hear and respond to the opinion of others, 
they inevitably bring to light questions about what is assumed as given. As a socially engaged practice, 
craftivism foments dissensus by creating opportunities for the sharing of stories, opinions and 
experiences. Craftivists do this by creating spaces where diverse groups of people feel safe, included, 

respected and hence empowered to voice their honest opinions and engage in complex conversations. 
The ability to open up spaces where people feel safe, included and respected is important because, as 
Thompson explains, if people are made to feel comfortable in communal spaces, then these sites can  

 

                                                   
282 These comments were made during a meeting I had with the curator of the Museum of Australian Democracy at Eureka, Cash Brown, on the 20 October 2015.  

283 Email correspondence with Jo Scanlan, editor of Victorian Journal of Home Economics, 19 September 2017. 

284 Thompson, Seeing Power, 141.  

285 Thompson, Living As Form, 26. 
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Figure 37:  Handing over the ‘PM Please’ Quilt (2015) to the Wentworth Sydney office of Prime Minister Malcolm 

Turnbull (12 July 2016) 

 

 

 

 

 

 

 

 

 

 

 

Figure 38:  Handing over the ‘PM Please’ Quilt (2015) to Daryl Karp, the director of the Museum of Australian 

Democracy at Old Parliament House, Canberra (20 March 2017) 
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work to promote self-empowerment and enable a collective exploration and production of the self.286 
The challenge when creating these spaces is to ensure that participants and audiences understand that 

in functional democracies there is no such thing as total consensus and thus it is necessary to allow for 
differences of opinions within groups. 

The ‘PM Please’ Quilt project exemplifies how craftivists can work to transform society by using 

their practice to open up material-discursive spaces which encourage difference, allow for dissensus 
and work to make visible what might otherwise go unseen and unheard. By bringing together the diverse 
voices of everyday citizens and using craft to create an object, craftivists can materialise dissensus in a 
way that can carry this collection of voices through space and time. These are the very kinds of 
discursive spaces that Thompson described as being critical for the project of making change, because 
to change themselves and the world around them, people need models and experiences to work from 
that demonstrate the possibilities of being and becoming different kinds of people.287 Using the power 

of the gift and by taking advantage of the nonthreatening nature of quilting and embroidery, this project 
reveals how craftivism can be deployed to inject discursive spaces with a spirit of respect, generosity, 
kindness, creativity and play, while at the same time maintaining space for criticality and dissensus. It 
also reveals how citizens can come together and, with the help of social media and craft, take a do-it-
together (DIT) approach to enacting their civic rights and responsibilities.  

 

4.3 Craftivism as a Mode of Do-It-Together Citizenship  

The final craftivism project I am going to discuss in this chapter is a collaborative project called the 
Universal Declaration of Human Rights (henceforth UDHR) Quilt project. This project brings together 
everything I have learnt about craftivism over four years of research. It tests whether craftivism can be 
used to foster a spirit of ‘global citizenship’ and create temporary communities where difference is 
celebrated and dissensus is accommodated. The UDHR Quilt project came about as a result of a direct 

message I received via Instagram in early 2017 from Stephanie Dunlap, a young embroidery artist based 
in Phoenix, Arizona.288 Dunlap complimented my ‘PM Please’ Quilt project and asked whether I would 
be interested in collaborating on a craftivism project about the Universal Declaration of Human Rights. 
Dunlap’s idea was to hand embroider the thirty articles of the UDHR and create a large textile hanging 
that would simultaneously celebrate this aspirational document and make people reflect on all the ways 
that human rights continue to be violated around the globe. The key aim of this project was to raise 
awareness of the UDHR and speak out against human rights violations. Originally Dunlap thought that 

they would embroider each article and that I might be able help assemble these embroidered pieces into  

                                                   
 

287 Thompson, Seeing Power, 133-135. 

288 Stephanie Dunlap prefers to use the non-binary gender pronouns: they, them, their.  
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Figure 39:  Screenshot of Instagram feed showing images shared by UDHR quilt artists using the hashtag 

#UDHRquilt hashtag (2017)  
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an appliqued wall hanging. My suggestion was that we could put out a call for collaborating artists to 
work on this project.  

The call was sent out in May 2017 via our Instagram and Facebook accounts with the hope that up 
to thirty embroidery artists would sign up. The call was shared by the international craftivism 
community including key figures Betsy Greer and Mr. X Stitch, and resulted in a positive response 

from over one hundred and twenty artists from twenty-two different countries.289 In their responses 
people included comments such as: 

I'd like to join the project because it hits close to home. Human rights are being 
violated in my home country, the Philippines, primarily because of an unjust 
war on drugs that targets the poor and vulnerable.290 

This is such an appropriate action in this present world. I have just had an act 
of terror impinge on Manchester (my nearest city). The racist backlash is 
causing more hurt.291 

I'm really interested in participating in your United Declaration of Human 
Rights project. I'm an arts therapist working with asylum seekers in Brisbane, 
so feel really passionate about being part of highlighting how human rights 
are being violated around the world.292 

It's a powerful idea and I'm so glad to hear you're looking for worldwide 
participation. These times are surreal, especially here in the United States.’293 

Many of the artists who signed up were already engaged in their own individual craftivism projects. 
Some people were fundraising for organisations like Planned Parenthood in the US while others were 
raising consciousness about a variety of issues including the Syrian refugee crisis and coral reef 
bleaching. As it was our intention to reflect the inclusive and democratic ethos of the UDHR document 
in the design of this project, we decided that instead of selecting the ‘best’ thirty applicants, we would 

create space for all by making four quilts instead of one.  

As Dunlap and I live on different continents, this project was coordinated entirely through Instagram, 
email and skype. The UDHR artists were asked to stitch the article they had chosen or been assigned 

onto an A4 sized, horizontally oriented, piece of upcycled fabric. We set a three-month deadline for the  

                                                   
289 The full list of UDHR Quilt Project artists can be found on my website: Tal Fitzpatrick, “UDHR Quilt Project,” Tal Fitzpatrick, 2018, https://talfitzpatrick.com/udhr-

craftivism-project (accessed 3 January 2018). 

290 UDHR artist in email to sign up to the project 2016. 

291 UDHR artist in email to sign up to the project 2016. 

292 UDHR artist in email to sign up to the project 2016. 

293 UDHR artist in email to sign up to the project 2016. 
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Figure 40:  Screenshot of Instagram feed showing images shared by UDHR quilt artists using the hashtag 

#UDHRquilt hashtag (2017)  
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artists to embroider their blocks and post them back to my studio in Melbourne, and to assemble them 
into the four quilts. As part of our effort to make the quilts reflect the diversity of the people involved 

in its making, we encouraged the artists to stitch their UDHR article in whatever language/s they wished 
and incorporate techniques and fabrics that were relevant to their cultural backgrounds. In addition to 
asking the artists to stitch the articles, we also encouraged them to incorporate whatever images and 
additional texts they desired in order to draw attention to a specific human-rights issue that they felt 
passionate about. This open-ended invitation motivated the artists to reflect on the UDHR and on the 
specific article they were stitching and to research contemporary instances of human rights violations. 
We designed the project so that artists could tell a diverse range of stories through their blocks, knowing 

these stories would incite curiosity and generate further knowledge about the UDHR and the current 
state of human rights issues around the globe. To enable these conversations to reach broader audiences, 
we encouraged all the artists to share images of their work in progress and to tell stories about their 
blocks and the meaning behind them using social media (Figure 39-40). 

In order to get to know our new collaborators better, in our initial conversations with the one-hundred 
and twenty artists, we asked a range of questions about where they live, what languages they speak, 
what drew them to the project and what UDHR articles they would be most interested in embroidering. 
We also asked a number of questions which they could choose to answer regarding their creative 
practice, age, gender identity, cultural background and sexual or gender orientation. Based on the 
information the artists gave us we were able to ascertain that the UDHR Quilt project artists live in 

twenty-two countries including: Australia, New Zealand, The United Stated of America, Canada, 
England, Ireland, Scotland, Wales, South Africa, France, Estonia, Sweden, Turkey, Spain, Catalonia, 
Venezuela, Argentina, Mexico, Germany, Latvia, Austria, Finland, Russia, Colombia, Palestine, India, 
Brazil, Macedonia, Holland, Ukraine, Romania, Puerto Rico, and Israel. The artists represent over thirty 
nationalities and are aged between nineteen and sixty-two years old. Some are long-time hobbyists, 
others trained embroidery professionals, while a few took up embroidery for the first time, so they could 
be a part of the project. The majority of the artists identify as cisgender females; several artists identify 
as queer, lesbian, non-binary and genderqueer, including one queer male artist. The fact that a large 

majority of the artists involved in this project are women suggests that the perception of craft practices 
like embroidery and quilting as being ‘women’s work’ still prevails. For Stephanie and me, this bias 
proved useful, as it enabled us to mitigate against the social, cultural and institutional factors that inhibit 
women from engaging in public dialogue about politics,294 and create space where women feel  

                                                   
294 As outlined in the UN Women Strategic Plan 2014-17 reports, at a global level women’s leadership and political participation is limited, and women are consistently 

underrepresented as voters and in leading positions in elected offices, in the private sector, in academia and in civil service. The range of cultural, economic and political 

barriers that inhibit women’s participation in public political life differs from country to country. Common barriers include greater family responsibilities, lower levels of 

education, limited access to financial resources, hostile male dominated political environments/workplaces, a lack of role models and supportive political networks and in 

some countries less access to information. Source: “Strategic Plan 2014-17: Making this the century for women and gender equality” UN Women. 2014, 

http://www.unwomen.org/-/media/headquarters/attachments/sections/library/publications/2014/strategicplan-2014-2017-brochure-en.pdf?la=en&vs=1453 (accessed 3 June 

2018).  
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Figure 41:  Screenshot of Tal Fitzpatrick’s Instagram feed showing UDHR quilt block and an excerpt of  
her written post about the work (2017)  

Photo: Elbé Coetzee 

 

Figure 42:  Screenshot of Erica Lynn’s Instagram feed showing UDHR quilt block and an excerpt of  
her written post about the work (2017) 

Photo: @mamalynnx 
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comfortable to express their opinions materially, and through the written material they provided 
alongside their finished UDHR quilt block. 

As part of this project, it was my intention to explore how craftivists can ensure that their practice is 
sensitive to the intersection of race, class, ability, age, gender and sexual orientation. This concern was 
in part informed by Ratto and Boler’s warning that the celebratory rhetoric of DIY activism projects 

‘…must be tempered by an understanding of very real instances of racism and classism within these 
predominately white and middle-class maker networks.’295 Significantly, as craftivist practices often 
revolve around craft techniques traditionally associated with women’s domestic work, craftivism is 
biased in favour of women and gender non-conforming people whose voices tend to be excluded or 
marginalised in spaces where public political debate conventionally occurs. This makes craftivism a 
useful strategy for counteracting the barriers to participation that these groups face and encourages them 
to contribute their opinions, experiences and ideas on their own terms and in their own time. To further 

mitigate against the potential of instances of racism and classism occurring as part of this project, 
Stephanie and I agreed to draw on intersectionality as a method for ‘…detecting the overlapping and 
co-construction of visible and, at first sight, invisible strands of inequality.’296 In particular, we were 
interested to explore how we could use craftivism to open up a space where women and people who 
identify as gender non-conforming to express their views and concerns regarding the UDHR document, 
which is still worded using the male pronouns he, him, his, and includes words like mankind in place 
of gender neutral options like humankind.  

As part of this project we worked to avoid the ‘…familiar and empty invocations surrounding 
‘democracy’ rhetoric that too easily slides into liberal assumptions of individualized agency…’297 We 
did this by taking proactive actions to make this project more inclusive, for example we altered the 

UDHR text slightly by changing all the pronouns in the document to be either gender neutral pronouns 
or, where the artists preferred, female pronouns.298 We also provided the participating artists with 
additional support, and in several cases extra time, so they could complete their blocks while dealing 
with health issues, carer responsibilities, work commitments or bereavement. This included, for 
example, financial support for a single mother living in a regional part of South Africa to cover the cost 
of posting her quilt block to Australia. 

                                                   
295 Chidgey, “Developing Communities of Resistance? Maker Pedagogies, Do-It-Yourself Feminism, and DIY Citizenship,” 106. 

296 Lutz, "Intersectionality as Method," 39-44. 

297 Ratto and Boler eds., DIY Citizenship, 11. 

298 Charles Moser and Maura Devereux, “Gender neutral pronouns: A modest proposal,” International Journal of Transgenderism, no. 10 (2016): 1-2.  
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Figure 43:  Screenshot of Amélie Frantelle’s Instagram feed showing UDHR quilt block and an excerpt  

of her written post about the work (2017) 

Photo: @lantrafel  

 

Figure 44:  Screenshot of Libby Simpson’s Instagram feed showing UDHR quilt block and an excerpt  
of her written post about the work (2017)  

Photo: @homygollyembroidery  
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These simple acts of flexibility and generosity, which in the grand scheme of this project are almost 
imperceptible, ensured inclusiveness in practice and not just in rhetoric. In addition to our own efforts, 

there are many examples of how the artists involved in this project found ways to make this project 
more inclusive. One of our South African artists raised funds to commission a group of South African 
women from Mogalakwena Craft Art Development Foundation in the Western Cape, because she 
wanted their voices to be heard but knew they did not have the luxury to contribute to projects for free. 
(Figure 41).299 Several artists also made the project more inclusive by translating information about it 
into other languages, by posting their blocks together to reduce costs, or simply by providing moral 
support and encouragement to other UDHR artists via social media. 

Each artist approached the task of stitching their block in their own unique way and as a result the 
complete UDHR blocks speak to a wide range of personal, local and global human rights stories and 
issues. Some artists, like Erica Lynn (Figure 42), chose to respond to the text of the article they were 

stitching and let it point them towards what issue they should focus on: 

…I knew I wanted to start with my text and let issues come to me. The article 

I am stitching is article 22… The more I worked on my text the more I thought 
of the @winnemem.wintu.tribe and @run4salmon. The salmon must run. I'm 
giving this issue front and centre space on my block. This quilt block is 
stitched on fabric stencilled by a young Native American activist at Standing 
Rock. Water is life, and water is the theme.300 

Other artists had an initial idea for a design when they signed up to the project and then found 
themselves compelled to use their block to respond to current events unfolding around them. For 
example, French artist Amélie Frantelle decided to change her design following the death of a young 
woman during the ‘Unite the Right’ rally in Charlottesville, Virginia in August 2017 (Figure 43).301 
Lynn writes:  

…when the events in Charlottesville, Virginia, happened beginning of 
August. I decided then to completely change my idea… to talk about the 
misconceptions some people have regarding identity, pride, tolerance and 

equality.302  

 

 

                                                   
299 “Mogalakwena Foundation,” Mogalakwena Foundation, http://www.mogalakwena.com/foundation/ (accessed on 13 March 2018). 

300 Email communication with Erica Lynn @mamalynnx13 2017. 

301 Jason Wilson, Edward Helmore and Jon Swaine, “Man charged with murder after driving into anti-far-right protesters in Charlottesville,” The Guardian, 23 August 

2017, https://www.theguardian.com/us-news/2017/aug/12/virginia-unite-the-right-rally-protest-violence (accessed 5 May 2018). 

302 Email communication with Amélie Frantelle @lantrafel 2017. 
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Figure 45:  Detail of Helen Fraser, UDHR Article 4, (2017) 
Hand embroidery, hand applique, recycled materials, vintage thread 20cm x 30cm 
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England-based UDHR artist Libby Simpson also felt compelled to respond to current events while 
working on her UDHR quilt block (Figure 44): 

Participants were encouraged to reflect on their chosen articles and consider 
any issues it raised for them, unfortunately, I didn't have to look too far as the 
horrific Grenfell Tower disaster happened as I was stitching…303 

The project has had significant personal impacts on many of the artists involved in the project. 
Through hand-written letters and cards, the UDHR quilt artists revealed how the project empowered 

them to think more proactively about using their values and creative practice for advocacy. Some artists 
also described how this project has made them feel connected to and supported by a global community 
of makers, which has made them more hopeful in a time of significant political turmoil. Others have 
expressed that participating in this project has been a turning point in their creative practice. For 
example, Australian based artist Helen Fraser dedicated her block to the history of the slave trade in 
Australia (Figure 45), reflecting that this project:  

…has opened my eyes to the alarming prevalence of modern-day slavery 
around the world as well as teaching me the history I didn't learn in school 
regarding Australian slavery and the Queensland Labour Trade… I believe it 
is time for more Australians to know about this complex time in our 

history….304 

Fraser has now started a whole new body of work based on the research she conducted into the slave 

history of Australia in order to create her UDHR quilt block, which includes forming relationships with 
the social justice organisation Australian South Sea Islanders, Port Jackson. What these unexpected 
outcomes show is how generative and affective collaborative craftivist projects can be. It also shows 
how they inspire people to take a more proactive approach to acting on their civic responsibilities as 
well as their moral responsibilities to live ethically and support others.  

The artists involved in the UDHR project have, through social media, come together to form a 
craftivist community of resistance – a global network of do-it-together (DIT) citizens – dedicated to 
defending human rights for all. Through craftivism, DIT citizens can take proactive action to reshape 
the world around them in ways that reflects the kind, inclusive and just world they wish to see. Despite 
being geographically dispersed, this community of resistance has in common the shared physical 

experience of embroidering the articles of the Universal Declaration of Human Rights. The finished 
UDHR quilt blocks were pieced together to make four cohesive quilts (Figure 46-47). As part of this 
project these quilts will be exhibited across different continents in the coming years, starting with a six-
month exhibition at the Museum of Australian Democracy at Old Parliament House, Canberra. These  

                                                   
303 Email communication with Libby Simpson @Ohmygollyembroidery 2017. 

304 Email communication with Helen Fraser @helenfraserartist 2017. 
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Figure 46:  The Red and Yellow UDHR Quilts (2018)  
Each hanging features 30 Hand embroidered blocks by various artists, machine quilted using new and 
used material, cotton thread, wooden dowel, 220cm x 220cm  
Photo: Rob Little Digital Images  

 

 

Figure 47:  The Green and Blue UDHR Quilts (2018)  
Each hanging features 30 Hand embroidered blocks by various artists, machine quilted using new and 
used material, cotton thread, wooden dowel, 220cm x 220cm 
Photo: Rob Little Digital Images 
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exhibitions will aim to bring further attention to the Universal Declaration of Human Rights, which in 
2018 will celebrate its 70th anniversary. 

The experience of being part of the UDHR Quilt project community has expanded my understanding 
of what craftivists can achieve when they come together over shared values, particularly in the case 
where projects are purposefully designed to be inclusive and to empower people to tell their stories in 

their own voice. For me, this project exemplifies how, through collective acts of making, craftivism can 
make materially tangible the entanglements that hold together a community of global citizens. It also 
demonstrates my argument that craftivism can be deployed to inspire citizens to actively engage in the 
practice of democracy.  

Thanks to the combined reach of the UDHR artists’ social networks, the content created by the 
UDHR Quilt project has already been shared with thousands of people and generated numerous 
conversations between the artists and their followers about complex human rights issues. Many of these 
conversations can be found by searching Instagram for the #UDHRquilt hashtags, as well as on the 
blogs and websites of many of the UDHR artists. This project has also generated attention from the 

media and from galleries and institutions interested in exhibiting the quilts.305 This attention further 
demonstrates how collective craftivism projects can inspire significant public attention and be used to 
generate dialogue about sensitive political issues. 

∆∆∆ 

Based on what my collaborative craftivism projects have revealed, I have argued that craftivism can 

act as a force for exposing and materialising dissensus and making the dissensual nature of democracy 
felt. I have also demonstrated how craftivism projects can open up spaces for performances of dissensus, 
which enable people to engage in political conversations that allow for difference and are inclusive and 
respectful. Both the ‘PM Please’ project and the UDHR Quilt project show how craftivist objects 
themselves can, with the help of social media and when exhibited and collected by public institutions, 
continue to perform the work of initiating discursive spaces in which dissensus is made visible, long 
after the original craftivism project has ended. What these projects illuminate is how participatory and 
collaborative craftivism projects can work to increase civic engagement, create temporary communities 

of resistance, facilitate collaboration and foster connection, by empowering citizens to materially 
express their political opinions. They also show how craftivism can be deployed as a strategy for 
engaging directly with politicians and government institutions, as part of a concerted effort by DIT 
citizens to influence change.  

                                                   
305 A brief summary of the media converge the UDHR Quilt Project has received to date includes: articles in BUST magazine (19 December 2017), MiNDFOOD magazine 

(13 December 2017), the German craft publication Quilt & Textilkunst Patchwork Professional (January 2018), the online newsletter of the needlework magazine 

INSPIRATIONS (April 2018), the Australian based Suitcase Rummage newsletter (April 2018), the German Quilt Guild's quarter-annual magazine (June 2018). In addition 

to this, several of the UDHR artists around the globe have been interviewed on radio about the project, including in Australia, Sweden (30 July 2017) and the US (Close Knit 

podcast episode 35, February 2018). The project was also discussed as part of a Craftivism Dialogue Café event held simultaneously in Lisbon, Novi Pazar and Rio de 

Janeiro via a live Facebook chat (23 November 2017).  
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Throughout this chapter I have argued that craftivists, by placing a strategic focus on dissensus, can 
work to counter the depoliticizing nature of consensus and generate opportunities to reimagine socio-

political relations that question the status quo. I have shown that it is possible to expose dissensus and 
at the same time create convivial spaces for engagement that model kindness, generosity and inclusivity. 
Importantly, I have also highlighted how the politics of intersectional feminism can help craftivists 
mitigate against the risk of excluding people who need to overcome a more complex set of barriers and 
challenges in order to participate in DIY citizenship. Finally, what my collaborative projects illustrate 
is that craftivism creates opportunities for DIT citizenship, where individuals come together around a 
shared vision and work together in order to achieve a common goal.  

∆∆∆ 
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Don’t agonise, organise. 

- Florynce Kennedy 
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Conclusion 

Making to Make Change  

In Craftivism as DIY Citizenship: The Practice of Making Change, I focussed on seven of my own 
craftivism projects that involved creative interventions conducted in public, private, institutional and 
online spaces. Through a discussion of these projects, I explored the multiple ways that citizens can 
engaged in the hands-on material-discursive practice of craftivism and revealed how craftivism works 
to empower craftivists by helping them develop the skills, confidence and social capital necessary for 
make change. The significance of my project has been that it demonstrates through practice how 
craftivism can serve as an alternate methodology that enables people to make a better world by using 

whatever skills, time, resources, networks and creative energy they have to physically reshape the world 
around them; to make change by making.  

I began this thesis by articulating that craftivism is currently understood as purely a strategy for 

activism and that this leads to small-scale and politically ambiguous craftivist actions being critiqued 
on the basis that they are ineffective at achieving the macro goals of activism. I argued that this 
conception of craftivism limits our appreciation of the subtle but equally valuable ways that craftivists 
can contribute to enacting positive social, cultural and political change. To address this gap in 
knowledge, I proposed that craftivism should be understood not just as a strategy for activism, but also 
as a mode of DIY citizenship through which citizens – both as individuals and collectives – can actively 
participate in civic life. The significance of this repositioning is that it enables a more careful 

examination of the positive ways that craftivism works to strengthen democracy by encouraging active 
citizenship. This repositioning also brings attention to how craftivism enables people who feel excluded 
by more formal, bureaucratic or adversarial forms of political engagement to find creative ways to 
participate in the practice of democracy as part of their day-to-day life.  

In the second chapter, I introduced two of my own small-scale craftivist projects, my applique 
quilted protest banners and my wearable craftivist works. Through these projects I discussed how 
craftivism works to empower artists and makers to express their political opinions and to act on their 
values at the micro scale, the scale of everyday actions and interactions. I discovered through these 
projects how the materiality of craftivism and the experience of making something by hand, works to 
enhance the craftivist’s sense of individual agency by acting as a reminding that they are capable of 

physically reshaping the world around them. Drawing on the work of Thompson, Gauntlett, Crawford 
and Wilson, I argued that this increased sense of agency can translate to a greater sense of civic 
responsibility and engagement in civic life. In my own practice, I discovered that through my craftivist 
banners and wearable works I could publicly express my political concerns in ways that are visually 
engaging and catalyse conversations with people about these works and the world. These political 
conversations also occur without my physical presence, as audiences respond to these craftivist objects 
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by discussing them with others when they are encounter them online, in public or in a gallery setting. 
For feminist activists, the everyday exchanges that occur in day-to-day life, as well as online, work to 

create a meaningful private sphere that is as important to the project of social change as public 
activism.306 This is because the sharing of stories, ideas and experiences through conversation enables 
citizens to explore their sense of identity, subjectivity and social belonging. My research found that 
people often feel more comfortable having political conversations at the interpersonal scale, where they 
can explore ideas and debate possible alternate ways of being with people they know, trust and respect. 
These political conversations, which craftivist objects can be an effective catalyst for, are important 
because politics does not only happen at the macropolitical levels of laws and mass demonstrations, it 

also happens at the micropolitical level of interpersonal and material relations.307 

In chapter two I also argued that the small-scale and sometimes politically ambiguous work of 
craftivists can be seen as an expression of craftivists’ desire to act on their civic responsibilities to live 

justly. I drew on the theoretical frameworks of feminist new materialist Karen Barad and eco-feminist 
Donna Haraway to help me explain that just as democracy only exists due to the ongoing active 
participation of citizens, justice too depends on people approaching it not as a state that can be achieved 
once and for all but as an ongoing process.308 In order to practice justice as part of their day-to-day life, 
citizens must learn to recognise their entanglements and find ways to act on their responsibility to care 
and take care. The material-discursive nature of craftivism provides practitioners with an opportunity 
to materially experience their entanglements, both human and non-human, and to learn how to handle 

the material world with care. Craftivism therefore is a modest yet practical way through which DIY 
citizens can practice living justly amongst each other and the planet.  

In my own practice, I have found that craftivism has enabled me to develop pragmatic strategies for 

acting my own desire for justice using what skills and resources I have. At a micro level, this involved 
doing things like upcycling fabric in my work and using my protest banners and wearable works to 
publicly express my support for causes I am passionate about, including gender equality and the Black 
Lives Matter movement. While these small-scale craftivist actions are not meant to replace other types 
of activist interventions, they do provide citizens with a tangible way to respond to issues and events as 
they occur and to connect with likeminded people who see these works and share their concerns. The 
value of connecting with likeminded people is that it helps DIY citizens resist the feelings of 

powerlessness and hopelessness that many people feel when faced with complex social and political 
problems. Similarly, being able to do something practical to, for example, reduce one’s environmental 
footprint or make someone else feel cared for through the act of gift-giving, enables craftivists to act on 
their values and feel that they are contributing positively to society. In light of all this, I argue that 

                                                   
306 Jenna Stephenson-Abetz, “Everyday Activism as a Dialogic Practice: Narratives of Feminist Daughters,” Women’s Studies in Communications 35, (2012): 96-117. 
307 Katve-Kaisa Kontturi, “Crafting Relational Activism: Political Potentials of Communal Making in Contemporary Australia,” in New Worlds: Frontiers, Inclusion, 

Utopias, eds., Claudia Mattos Avolese and Roberto Conduru, 2017, http://www.esteticas.unam.mx/CIHA/documents/NewWorldsFrontiersInclusionUtopias_2017.pdf 

(accessed 4 June 2018).  

308 Barad, Meeting the Universe Halfway, x. 
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regardless of the scale or political intent of a craftivist action, using craftivism as a strategy to materially 
intervene in the world is valuable because it provides DIY citizens with the basic tools they need to 

begin a more purposeful engagement with the practices of democracy and justice. 

In chapter three, I considered how craftivism strengthens democracy by facilitating connections and 
partnerships, and encouraging people to move from discussion to action. In particular, through my own 

practice, I explored how craftivism can be deployed to foster connections between craftivists and 
community groups or non-profit organisations. Finding pragmatic ways to support community groups 
and non-profit organisations is of crucial importance to the project of social, cultural and political 
change because these organisations drive change at the grassroots level. Encouraging people to engage 
with and support these organisations is a tangible way that craftivists can contribute towards real-world 
change. To illustrate how craftivists can add value to the work being done by these kinds of 
organisations in practice, I discussed three participatory craftivism projects that I delivered in 

partnership with a community group or charity organisation, including the Emerald Community House 
‘Stories of Resilience’ project, the Igniting Change ‘Bookcase Quilt’ project and the International 
Women’s Development Agency ‘Fifty-Fifty’ Project.  

The Emerald Community House ‘Stories of resilience’ project was designed to help the staff of 
Emerald Community House celebrate the resilience of their community while at the same time 
connecting with a specific group in their community which they identified as needing additional support 
and information in order to be prepared for the likely case of a natural disaster. In the context of this 
project, what I could offer was a way to visually capture local stories of resilience in a story quilt that 
Emerald Community House could then use as a storytelling device to start important conversations 
about disaster preparedness. Through the workshops I facilitated this project also created an opportunity 

for Emerald Community House to engage with the specific group of women they wanted to connect 
with. Taking part in craftivist projects like this can prove transformational for participants who get to 
engage in the material processes of crafting and experience the associated sense of agency and 
accomplishment I described in chapter one. This project exemplifies how craftivists can create safe and 
welcoming spaces for citizens to become more actively involved with their local community by 
bringing people together to share their stories and learn new skills.  

The Igniting Change ‘Bookcase Quilt’ project illustrated how creative partnerships between 
craftivists and non-profit organisations can enable organisations to more effectively communicate their 
story in a visual way that captures both the essence of what they do and the values of the organisation. 
The Igniting Change ‘Bookcase Quilt’ hangs in their office and helps create a warm, welcoming 

atmosphere whilst also providing them with a story telling device through which they can share the 
impact of their work in a way that is accessible and inclusive. This craftivist object is able to help 
Igniting Change foster stronger connections with their supporters and partner organisations. My own 
ongoing relationship with Igniting Change, exemplifies the level of reciprocity that craftivist projects 
designed around the strategy of gift-giving can generate. This relationship helped me build my own 
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social capital by extending my professional network and provided me with practical in-kind support in 
the form of a studio space. My status as the permanent artist-in-residence at Igniting Change provides 

a model for how other craftivists might be able to make their craftivist practice more sustainable by 
establishing reciprocal relationships with local organisations.  

The International Women’s Development Agency ‘Fifty-Fifty’ Project is an example of how 

craftivists can mobilise their social capital to generate awareness and monetary support for a specific 
charitable cause using social media and the strategy of gift-giving. Generosity is needed if citizens are 
to find ways to transform society for the better, through this project I deployed craftivism to model the 
kind of generosity I wanted to inspire in others. Importantly, this project demonstrates that it is possible 
to use craftivism to engage people with causes that affect communities that are geographically distant 
from their own. Through this project I was able to directly connect fifty people with IWDA and in the 
process raise $2,790 for this charity. By tapping into the way images of faces are used and shared on 

social media, I was able to generate even broader interest and support for IWDA through the extended 
social network of the IWDA project participants, thus exposing IWDA to many new potential donors. 
To make the information about this project accessible to other craftivists who might be interested in 
using it as a guide for developing their own fundraising craftivism projects, I documented the project 
in a self-published book that is now freely available online.309 This kind of transparency is another way 
that craftivists can mobilise change, as by openly sharing their successful strategies and ideas with 
others, craftivists can broaden the positive impact of their projects. 

All three of these projects demonstrate how the unique material logic of craft, along with the 
strategies of visual storytelling and gift-giving, can be deployed by craftivists in order to build trust, 
reciprocity and social capital. These projects also highlight how working in partnerships with 

community groups and non-profit organisations can alleviate the pressure that some craftivists feel to 
identify the root cause of a complex social or political problem and then come up with a viable solution 
to it. Through these partnership projects craftivists can focus their energy on doing what they are good 
at in order to mobilise support for organisations whose work they admire. This approach also enables 
craftivists to create pathways for other people to actively engage in the practice of democracy by 
connecting them with community groups and non-profit organisations who are already doing the 
pragmatic sustained work of driving change.  

In chapter four I shifted my focus to large-scale collaborative craftivism projects with overt political 
intentions. These projects illustrate how craftivism can be deployed to open up safe spaces for dissensus 
to emerge, bringing attention to what might otherwise go unseen or unheard. My ‘PM Please’ Quilt 

project revealed how the practice of craftivism enables artists and makers to give physical form to the 
political concerns of citizens, as well as how craftivist objects themselves can perform the work of 
generating dialogue and revealing dissensus over time. Through this project, by focussing on allowing 
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for dissensus to emerge, I was able to put into practice the political ideas of intersectional feminists, 
eco-feminists and feminist new materialists, as well as the ideas of political theorists such as Jacques 

Rancière and Chantal Mouffe who stress the importance of embracing difference and listening to voices 
marginalised by the status quo. Through the ‘PM Please’ Quilt project, I was able to open up safe spaces 
for complex conversations about issues that everyday citizens identified as being important to them in 
digital, private, public and institutional spaces. Facilitating these kinds of spaces where people can 
engage in political conversations as part of their daily life is an effective strategy for strengthening 
democracies because, as sociologists Giovanna Mascheroni and Maria Fracesca Murru identify:  

…through everyday civic talk citizens create bridges between their private 
self-interest and the sense of reciprocity and belonging that makes civility and 
collective political action possible. 310 

Importantly, the ‘PM Please’ Quilt will continue to act as a catalyst for these kinds of conversations 
now that it is held in a public collection where it will be exhibited regularly.  

The final project I discussed was the Universal Declaration of Human Rights Quilt project, which 
illustrates how people who might not even think of themselves as artists, let alone human-rights experts, 
can come together and pool their social and cultural capital to start important conversations about the 
human rights and human rights violations. The strong immediate response this project created from 

within the online craftivist community indicates that there are many artists and makers looking for 
meaningful opportunities to materialise their concerns in a way that can be shared with others. What 
this collaborative project accomplished was the creation of global network of DIT citizens, a community 
of resistance, who through their collective passion, creativity and commitment inspire hope in one 
another and generate a broader commitment to challenging inequality. This project, along with every 
project I have discussed, illustrates how craftivists can increase their capacity to influence change by 
using social media to work together, engage participants and collaborators and to reach broader 

audiences.  

∆∆∆ 

Throughout this thesis I have argued that craftivism is a practice that empowers citizens to take a 
more hands-on approach to exploring, understanding and reshaping the world around them. This 
research project brings attention to craftivism’s potential to act as a force for opening up transformative 

spaces where subjectivities can be produced and altered, and where worlds can be remade. These spaces 
are necessary because they provide people with models and experiences that demonstrate the 
possibilities of being and becoming different kinds of people, and as a result different kinds of 
societies.311 By tapping into the unique material logic of craftivism, craftivists can work to open up 
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these kinds of spaces whilst simultaneously injecting them with a spirit of creativity, patience, 
generosity and conviviality that is often missing in the context of many activist interventions.312 What 

my project offers is a framework for understanding how craftivism can be deployed to make change by 
bring people together and empower them to collectively reshape the world by enhancing their sense of 
agency, building their social capital and creating spaces where they can engage in civil dissensual 
political dialogue.  

In summary, my contribution to knowledge is to reframe craftivism so that it is understood both as 
a strategy for activism and a mode do-it-yourself/do-it-together citizenship, through which artists and 
makers can develop a stronger sense of their political agency and work to actively foster social 
connections and reveal dissensus. As I have refined it, craftivism is a valuable and effective material-
discursive force capable of strengthening democracy by engaging people in the practice of making 
change.  

∆∆∆ 
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Appendix: ‘Craftivism HQ’ Documentation  

 

Tal Fitzpatrick, ‘Craftivism HQ’ PhD examination exhibition, mixed media installation,  
Kings Artist-Run, Melbourne, Victoria (7-10 March 2018) 

 

Documentation includes room sheet, floor plan, promotional material, installation images take by 

Kerry Leonard, detail images of artworks and images from the public events and workshop held 
during this exhibition.  

 

 

 



 

 

 

Tal Fitzpatrick, ‘Craftivism HQ’ (7-10 March 2018) 

Kings Artist-Run, Melbourne, Victoria.  

 



 

 

 

 

 

  

	

KINGS Artist-Run is a non profit organization. 
Level 1/ 171 Kings Street Melbourne VIC AU 3000 
+61 3 9642 0859 | info@kingsartistrun.org.au | www.kingsartistrun.org.au 

CRAFTIVISM HQ 

A PhD exhibition by Tal Fitzpatrick, 7-10 March 2018 

 

Craftivism HQ invites you into the world of craft+activism, a world where it is possible to make a difference through making. 

Taking up all three gallery spaces at KINGS Artist-Run, this PhD graduate exhibition surveys over four years of practice-led, 

socially-engaged research on the subject of ‘Craftivism as DIY Citizenship: The Practice of Making Change’.  

 

The exhibition is split in three main sections across the three gallery spaces. The front gallery features Fitzpatrick’s individual 

experiments in using craft as a medium for political expression and includes a series of appliqué quilted protest banners, a 

collection of customised denim jackets, vests and patches and a hanging made using old denim jeans collected from family 

and friends as well as a hanging called the ‘Chinese Urns’ (2016) which features two urns that were hand-painted by 

Fitzpatrick’s paternal grandmother artist Dawn Fitzpatrick in 1978. The front gallery also features a workshop table where the 

artist will host free daily craftivist embroidery classes during the week of the exhibition. The middle gallery features two 

examples of Fitzpatrick’s participatory and collaborative craftivism projects, including The ‘PM Please Quilt’ (2015-2016) and 

a work-in-progress project called the ‘Universal Declaration of Human Rights Quilt’ project (2017-2018). The #UDHRquilt 

project is being facilitated by Tal Fitzpatrick and USA based embroidery artist Stephanie Dunlap, and is a collaboration with 

over 120 artists from 22 different countries around the globe. The PM Please quilt is also featured in a 04:48min documentary 

by Jess O’Meara in the space to the left of the quilt. The side gallery features two hangings created when the artist was ‘in 

residence’ with two different non-profit organisations. The first is the ‘Igniting Change Bookcase Quilt’ (2015) made during an 

informal residency with the charity Igniting Change, and the second is the ‘Resilience, Resistance and Responsibility Quilt’ 

(2015) which was created during an informal residency at the Emerald Community House in response to stories shared with 

the artist by local community members from Emerald VIC. The side gallery also features an interactive library of the books the 

artist used for her PhD research, a collection that includes two books that Fitzpatrick has recently written and self-published. 

These two books include the ‘International Women’s Development Agency (IWDA) Fifty-Fifty Project’ book which documents 

a project the artist completed in 2016 which involved the creation of 50 textile portraits as gifts for the first 50 people who 

donated $50 or more to directly to IWDA. The second book is a ‘Craftivism: A Manifesto/Methodology’ which was written in 

order to capture and communicate the findings of the artists PhD research into ‘Craftivism as DIY Citizenship: The Practice of 

Making Change’ in a way that is accessible and useful for anyone interested in practicing craftivism. This book is available as 

a free PDF download from the artist’s website, physical copies can be bought for $20.  

 

As part of this exhibition Fitzpatrick has curated a free public program of events and workshops that are free and open to the 

public. These events include: a panel discussion on ‘Craftivism & Dissensus’ featuring special guests Dr.Katherine Wilson, 

Dr.Kate Just, Dr.Tania Splawa-Neyman and Sayraphim Lothian (9th MARCH – 6pm-8pm), Craftivist embroidery workshops 

(7th-9th MARCH – 4.30pm-5.30pm) and artist talks including guest speakers from the ‘Universal Declaration of Human Rights 

Quilt’ project (10th MARCH – 1.30pm-2.30pm).  

 

Tal’s	research	along	with	this	exhibition	is	supported	by	the	Australian	Graduate	Research	Training	Program	Scholarship	and	the	Victorian	College	

for	the	Arts,	University	of	Melbourne	through	the	Faculty	Small	Grants	Scheme.	

	

www.talfitzpatrick.wordpress.com	|@talfitzpatrick	|	tal.fitzpatrick@gmail.com	

 



 

 

 

 

 



 

 

 

Exhibition flyer including details of public program 

 

 



 

 

 

 

Promotional material shared on social media about the public ‘Craftivism and Dissensus’ panel discussion  

 



 

 

 

The ‘PM Please’ Quilt (2015) installed in the Middle Gallery 

 

The Universald Declaration of Human Rights Quilt project (2017-2018) blocks by various artists  

installed in the Middle Gallery 

 



 

 

 

Panel discussion, speakers from left to right: Sayraphim Lothian, Tania Splawa-Neyman and  

Katherine Wilson (9 March 2018) 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

The Universald Declaration of Human Rights Quilt project (2017-2018) blocks by various artists  

installed in the Middle Gallery 

 

 

 



 

 

 

Attendees at public artist talk in Middle Gallery (10 March 2018) 

 

UDHR Quilt project Artists who presented artist talks about their involvement in the Universal Declaration of Human Rights 
Quilt project, from right to left: Joanne Beazley, Mare Maticevski, Beka Hannah, Cathy Speed , Helen Fraser, Amélie 

Frantelle, Tal Fitzpatrick (10 March 2018) 

 



 

 

 

View from Middle Gallery looking into the Side Gallery  

 



 

 

 

‘Always Was Always Will Be Aboriginal Land’ (2016) and ‘They Tried to Bury Us’ (2018) mini protest banners, with view 
into the side gallery showing the ‘Craftivism Library’ and the Igniting Change  

‘Bookcase Quilt’ (2015)  

 

 

View from Side Gallery looking into Middle Gallery showing the Emerald Community House ‘Resilience Resistance and 

Responsibility’ Quilt (2015) and a mini-protest banner titled ‘Wage Peace’ (2015) 

 

 



 

 

 

Jess O’Meara, ‘Threads’ 04:48min (2016) 
Video about the ‘PM Please’ Quilt project installed in the Middle Gallery alcove  

‘Threads’ is available on Vimeo: https://vimeo.com/198035414/7ce24da9f7  



 

 

 

Gallery visitor looking through the ‘Craftivism Library’ (2018) in the Side Gallery,  
The ‘Craftivism: A Manifesto/Methodology’ (2018) and ‘IWDA Fifty-Fifty Project’ (2018) books are featured on the table 

at the centre of the room 

 

 

 

 



 

 

 

Tal Fitzpatrick, ‘Craftivism: A Manifesto/Methodology’ (2018) 

Self-Published book available as a free PDF download from: https://talfitzpatrick.com/craftivism-manifestomethodology 

 

 



 

 

 

 

 

Tal Fitzpatrick, ‘IWDA Fifty-Fifty Project’ (2018) 

Self-Published book available as a free PDF download from: https://talfitzpatrick.com/artwork 

 

 

 

 



 

 

 

View from Middle Gallery looking into Front Gallery 



 

 

 

Participants sitting in the Front Gallery during one of the craftivism embroidery workshop held as  

part of public program 

 

Detail of worktable in the Front Gallery where gallery visitors could sit and make their  

own craftivist embroidery 



 

 

 

Wearable craftivist work installed in Front Gallery 

 

 

The ‘Fuck Your Patriarchy’ (2014) and ‘No Justice, No Peace’ (2014) protest banners installed in the Front Gallery 

alongside wearable craftivist works 

 

 

 



 

 

 

Tal Fitzpatrick, Radical Equality Jacket, 2017 

Back patch made using new and recycled cotton and felt. 

 

 

 

 

 

 



 

 

 

Tal Fitzpatrick, Radical Equality Vest, 2017 

Back patch made using new and recycled cotton and felt on second hand denim vest. 



 

 

 

Tal Fitzpatrick, Feminissst Vest, 2018 

Patches and hand embroidery on Denim vest by Rollas 
Patches by: Stay Home Club Official, Band of Weirdos, Lillian Cuda, 

 

 

 

 

 

 



 

 

 

Tal Fitzpatrick, Nah Yeah Nah Vest, 2017 

Back patch made using ribbon and felt on second hand denim vest 

 

 

 

 

 

 

 



 

 

 

 

Tal Fitzpatrick, Wolf Town Jamboree, 2017 

Back patch made using new and recycled cotton and felt. Made as a commission to reflect the owners local 
pride of their hometown of Wolverhampton 

 

 

 

 

 

 



 

 

 

Tal Fitzpatrick and Tania Splawa-Neyman, Denim Dreams, 2018 

Applique quilt made using recycled denim jeans and hand dyed batik cotton, designed and assembled by Tal Fitzpatrick, 
hand quilted by Tania Splawa-Neyman, 107cm x 163cm 

 

 



 

 

 

Tal Fitzpatrick and Dawn Fitzpatrick, Chinese Urns, 2016 

Applique quilt made using new and recycled materials, Urns hand-painted by Dawn Fitzpatrick in 1978, 110cm x 110cm 

 

 



 

 

 

Tal Fitzpatrick, Just Be Kind, 2017 

Applique quilt made using new and recycled materials, 50cm x 70cm 

 

 


