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Stitching Resistance

Narratives of Daily Life in Chilean Arpilleras
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Arpilleras are to textiles what haiku is to poetry; the embodiment of
an individual expression with universal appeal. From the craft
tradition of a coastal area of central Chile, these textile wall hangings
developed into the means and language of making strong political
statements.

Both apilleras and | were born in Chile and | have accompanied a
selection of them from my present home in Northern Ireland to many
other countries in the world -- and now, Japan. My wish is that you
will find meaning and enjoyment in their stories and relate them to
your own feelings and experiences.

Roberta Bacic
Curator
October 2010
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No podemos ni opinar
We can’ t even give our opinion
Anonymous

Chile /1980
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This arpillera was acquired in July 2009 in Germany. It belonged to a retired crafts
teacher who had received it as a present around 27 years ago.

It is a very striking image that recalls a political action that does not seem to be
previously recorded in the arpilleras literature. In 1973, when the military dictatorship was
established, Chile lived under a state of emergency. General Pinochet promulgated a new
constitution which was to be ratified by a plebiscite in 1980. Government propaganda said
that a "Yes' vote would bring about full democracy. Many people were not fooled by this
propaganda, but some people argued that it was better to have a constitution than to
continue under the state of emergency, which had already lasted seven years.

The scene in the arpillera vividly depicts what happened to people who opposed the
government: they were arrested and cruelly beaten. But many voted ‘No’ nonetheless.
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Arpilleristas y cartoneros
Arpillerista women and cardboard collectors

Anonymous
Chile / ¢.1978

NAYDOFREZEDTF v )T« —ThHBF 2 A—bIT I PAF LR COERDE
DEEE. OY FOFUKREET 2010 F 3 BIciTbheRER [7IED 1 5—4&NX
AMU=0FE] OEFROERICBV Oz, RTZIF VEBRROBHDNTROSNDBR
TICEPPBRAHLISHE/BRE. FRFISET L COEBURMIIEZH TS,

FUDILADEICECABIEZZITIRREALLN, ThED. BLADERIMRRE LTER
EEEHDONTND, RPDORTIE. BMETILED TSDOEVFLEDILL <BNTD,
SMCIFBZIRIRT DAD B DAV EDPKBELETELP»RNYZLTWD, DL hR—
A FEATBLDICRA—IREZTBHAVE) DB LWoldWZBR 272 v h—%505kD
TEHLBDPORZEO>TVWDEIADE. COMFOELEIHARTEND., JOERICKK
2L <BPEONTND,

NEZFICHRLTTIICHODEDH O AI 127 ERLERLUH LAERTH D,

A detail of this arpillera, made ¢.1978 and later acquired by the German Kinderhilfe
child support charity, was chosen as the illustration for the invitation to the arpilleras
exhibition at the Chilean Embassy in London Arpilleras: Voices on tapestries, March 2010.
The arpillera depicts very upbeat, busy, and hopeful scenes in the midst of the poverty of
the “poblacién” (poor area) and ongoing political repression.

While the sun does not shine over these Chilean mountains, the scenes acted out
below them remain bright. In the first house, we see a group of industrious arpilleristas
busily at work. Outside, streets are being swept and neighbours chat at their doors. As a
reminder of the area’ s poverty, we see cartoneros (people who collect cardboard to sell)
struggling up the hill with their trailers full. Unusually, silk is used in this piece.

Overall, this piece reflects hope and continued shared community against the odds.
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No a las Alzas / No a la Dictadura / Basta de Hambre
No to inflation /No to dictatorship/Enough of hunger

Vida en Nuestra Poblacion
Life in Our Poor Neighbourhood

Anonymous
Chile

Taller Recoleta (Recoleta workshop in Santiago)
Chile /1982
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This arpillera depicts a poblaciéon (poor neighbourhood) protesting inflation, dictatorship,
and their perpetual hunger as a result of both. With so many men “disappeared,” the
women stand alone with their banner.

The fabric used to create the women’ s dresses is all very dainty and feminine. In
their street protests these women fulfilled traditional expectations of femininity and at the
same time violate them.

Indeed, it was their femininity that allowed the arpilleras to go unnoticed for so long.
Although Chile was heavily censored at the time of the dictatorship, for a while the military
ignored the arpilleras, writing them off as insignificant, as women merely playing with
scraps of cloth. For eight years, women embedded their messages about the military
dictatorship in these arpilleras. With the help of the church, they were sold to people
around the world, effectively alerting those outside of Chile to the horrors going on within
the country.
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This was created as a result of a workshop run by a nun, Sister Carolina. Created
towards the end of the dictatorship, it portrays both the good and bad parts of daily life.

The scene is happier than those created in the midst of the dictatorship. Though the
people are still poor and unable to afford their own electricity (note the wires tapping into
the main power line), they are celebrating all the comings and goings of life. In one scene,
a couple is being wed. In another, mothers hug their children.

Women are not alone in this arpillera. Men and children play prominent roles.
Children” s activities dominate the whole of the centre of the arpillera - skipping, jumping
on a trampoline, and playing on the swings. This is a complete contrast to nearly all the
quilts produced during the dictatorship. The left side shows women undertaking
household chores and people cultivating their food crops. Women are also seen gardening
(top right). The rodeo on the right shows us the enjoyment of communal and leisure
activity and the wedding scene is a sign of hope for the future.
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Will there be poppiesdaisiesand apples when I grow up? ¢Cain, dénde esta tu hermano?

Cain, where is your brother?

Irene MacWilliam Anonymous

Northern Ireland Chile /¢.1983
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This is only the second arpillera made by the renowned Northern Irish quilter Irene
MacWilliam. Her work includes a quilt — Common Loss-3000 + dead, made up of 3161
different pieces of red material from around the world and representing all of those killed
between 1969 and 1994 in the Northern Irish conflict. This piece is no less thought
provoking and imaginative.

It expresses the maker' s own worries for her grandchildren and the burden of anxiety
and responsibility they bear for climate change and an ever-changing environment. In this
arpillera, she reflects the concerns affecting us globally via the language and world of a
child — will there still be flowers and apples in the future?

MacWilliam" s detailed stitching and symbols of passing time and carbon footprints
make this piece a vivid and hard-to-forget work of art. It has been specially made for this
exhibition
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This unique arpillera brings us indoors. The setting allows us to come close to the way
the church groups in Chile worked around issues of human rights violations, be those
killings, disappearances, torture, exile or others. In the catalogue to the “Weavings of
War" exhibition (2005), James Young, curator of “The art of Memory: Holocaust
Memorials in History” , says: “This needlework expresses such memories outwardly and
it gives the storyteller an inward time and space to work through such memory” (Ariel
Zeitlin Cooke & Marsha MacDowell eds. 2005, “Weavings of War: Fabrics of Memory” ,
Michigan State University, p21).

We are almost invited to stand around the table where we can see the candles next to
the Bible. A woman is reading something: it could well be information recollected about
the detained disappeared people they are looking for and of whom they have photos on
one of the walls. Another woman has lifted her hand to signal that she wants to speak.
Other men and women are listening. The meeting has challenged the participants to
respond to a well-known quote from the Bible: Cain, where is your brother?

The scene evokes a deep sense of community.
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Juan Pablo te esperamos
John Paul we are waiting for you

Anonymous
Chile / 1986
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From March 31 to April 13, 1987 there was a historic visit of Pope John Paul Il to Chile,
Argentina and Uruguay. Chile being a Catholic country, this visit was of major significance
to the people.

In the arpillera, we see women carrying banners. One reads: “Peace, Justice, come
soon” , and the other says “John Paul we are waiting for you” . This classic arpillera
makes it clear that, having had so much support from the local church, the women had
socio-political expectations from the pastoral visit of the Pope. Actions such as theirs from
all parts of society internally and pressure from international sources made general
Pinochet call for a plebiscite in 1989. It was this anti vote that deposed him.

In the wake of the military coup of September 1973, the church had established an
office for the defence of human rights. Initially, the Protestant and Jewish communities
were also involved. Later reorganised under the exclusive sponsorship of the archdiocese
of Santiago as the Vicarage of Solidarity (Vicaria de la Solidaridad), this organisation
continued to receive funds from international sources and valiantly collected information
on human rights violations during the nearly 17 years of military rule. Its lawyers presented
thousands of writs of habeas corpus, in all but a few cases to no avail, and provided for
the legal defence of prisoners. The church also supported popular and labour organizations
and called repeatedly for the restoration of democracy and for national reconciliation.

In these circumstances, women were encouraged and inspired to make their own
direct and reasonable demands.
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Represion a vendedores ambulantes
Repression of street vendors

Anonymous
Chile / ¢.1985
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The location of this arpillera is unusual in that it is set against a modern skyline of
blocks of flats. The figures are street vendors. They are not involved in political action.
The state just wants to get rid of them and this captures the constant oppression which
poor people felt (and still often feel) going about everyday life.

The close detail with which the fleeing vendors are depicted, with their newspapers
and plastic bags containing the goods they have to sell, give them a sweet innocence in
contrast to the black hulking shape of a water cannon in the bottom right which is being
used to disperse them. [t is totally featureless and there is no sign of the police inside. It
is very threatening while the vendors appear harmless and unthreatening.

The technique captures the contrast between helplessness of the people and the
faceless brutality of the authorities. It does not only convey the emotion of being in that
situation, but it also evokes it in the observer.

Notice the way that the water jet from the water cannon is depicted. A number of
arpilleristas have used the same technique with tacked white thread to represent the
water.
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Olla coman
Soup kitchen

Vicaria de la Solidaridad
The Vicarage of Solidarity
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Chile
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Chile / ¢.1982
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This detailed arpillera depicts an important human rights association born from the
repressive tactics of the Pinochet dictatorship. It represents the “Vicarage of Solidarity”
founded by the Chilean Cardinal Raul Silva Henriquez soon after Pinochet’ s 1973 coup in
his efforts to support human rights issues, facilitate workshops, provide first-aid, space to
meet and to set up arpilleras workshops. In this way he helped the poor and isolated
during the hard times.

The arpillera itself was made in a workshop run by the vicarage and illustrates a
number of the activities which took place inside the church buildings: actions regarding
legal defence, exile, political prisoners, the disappeared, and the presentation of habeas
corpus to the courts.

As in most traditional arpilleras this piece depicts the mountains and the sun which act
as backing to the section that tells us the activities the Vicarage facilitated outside their
buildings and in support of organizational community needs. As the Cardinal explained it
himself, we are here "In the Service of Life"”
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This colourful and somewhat childlike arpillera from the early 1980s depicts a scene of
children being fed at a soup kitchen run by one of the churches that helped the most
disadvantaged during the dictatorship. Around the big table in front of a church, a woman
seems to be organising the children so that they are waiting patiently for their food to be
served. At the back we can see the church itself and the area where the meals are
prepared in the open air.

In all probability, the woman who stitched this arpillera was driven by the need to earn
a living, to express herself and to bear witness to a difficult time in ordinary people’ s
lives.

The sewing technique of this piece, though poor, manages by the concept and design
to convey to us the situation and atmosphere that prevailed at the time. It makes us a
witness to the community’ s impoverishment, circumstances which are repeated in many
places of the world today.
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Juntos en la adversidad
Together in adversity

Anonymous
Chile /¢.1983
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This piece was made at the height of the period in which arpilleras were sold in
Canada, the USA and Europe as part of a solidarity campaign. The aim was to promote the
work of the arpilleristas, denounce what was going on in Chile, and help provide an
income for the impoverished women and their families who were suffering deprivation and
hardship under the dictatorship.

The piece depicts the way the maker’ s community dealt with the closure of factories
and economical restraints. The scene shows busy people, all doing something to
contribute to the soup kitchen that has been set up to feed the hungry. Some people are
bringing sticks for the fire and others a little bag of something. Two young men are
distributing leaflets about their working circumstances.

Like most classical arpilleras, this one is made of scraps of fabric. It is unusual in that
the mountains are made of camouflage material, which is a unique way to depict the
ever-present Andes.
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¢Dénde estan los desaparecidos?
Where are the disappeared?

Anonymous
Chile / Late 1980s
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In this traditional arpillera that was made by one of the workshops at the Vicaria de la
Solidaridad, the sun is in the sky, but there are also two large clouds showing, in what is
normally a clear blue sky. We cannot see the hills as the scene takes place in the midst of
busy Santiago, the capital of Chile. A group of women dressed in colourful dresses are
protesting in front of the Courts of Justice. They are holding a banner that reads, ‘Where
are the detained disappeared?’ We cannot see many passers-by; the action centres on this
demonstration and aims to promote awareness of the situation.

On the right hand side are two green silhouettes, corresponding to the colour of
Chilean police uniforms. The figures are armed and standing next to a police car, but have
no features. They do not represent individual men, but the institution that represses the
protestors.

The total number of officially recognised disappeared and executed people in Chile
amounts to 3197, according to the statistics issued by the National Corporation of
Reparation and Reconciliation at the end of 1996. At this stage, 2010 a follow up
commission is at work, so official numbers will raise.

The Chilean Truth Commission and follow-up bodies were set up with the aim of
finding out what happened to each disappeared person, trying to find the remains of the
bodies where possible, or at least passing on information to the next of kin. Reparations
have been put in place for directly related relatives of acknowledged victims.
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From Far away come their stories

Deborah Stockdale
Ireland / 2010
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This arpillera was made for the May 2010 exhibition, ‘Arpilleras de Ayer y de Hoy
(Arpilleras from yesterday and today)’ , at the Chilean Embassy in Berlin. It was created in
response to the theme of ‘ambassadorial arpilleras’ . Deborah has said:

“The design developed as | thought of the long path that the traditional arpilleras from
Chile and other countries have travelled to reach us in Western Europe. The stories that
these arpilleras told about repressive conditions in those places were often challenging
and provoking, but all viewers have responded to the textural and design aspects, their
colours and the often naive but essentially accurate portrayal of humanity in the arpilleras.
“My image tries to depict both the physical path that the arpilleras have travelled from
their homelands to all points of the globe, as well as their metaphysical journey. This other
journey, through symbols and imagery, has enabled many people to connect on a human
level through arpilleras to other people from far away and in perhaps far differing and
challenging circumstances, but in all cases emphasising the human conditions we all live
in”
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Encadenamiento
Women chained to parliament gates

Anonymous
Chile / Late 1980s

COMEMEERIE. FUDERICHETHIREREEIOOED, [TTAHARREE] ICDVWTO
HD, KEBEFEROICETERZBY DT TVWS—BR/B0E LAE. TLTT
THERSTEBRNDBBAEBAZEHED L TEMYZWENDZEE. AV EICRDL
THEHDDIC, ZL T THATHBEORBAZMOLRWNEERT 2BMICTET 57201,

LIBICFRAEDHRD VDR, ETBYBE, HEEEEZHEITZAVEDWNVD, B
SIFEDOFTOARICIFE L TORLN, ZAUEZLDAVEDPREICEZTND I EZRDHT .
BEENPHBEZLHL TV EEWD ., FURRODEARAT HERIRTHD. MOELDF
DFINEFERY . UIREE S KBIFHEDP TV,

ZDOERIE. 1988 FEDFUNERKBEDX (., EREREND—ADPBALLEDTH D,
ZOERERICE > TREAERITREZTD A /2.

This striking piece from the late 1980s reflects one of the great tragedies of Chile’ s
history — the Disappeared. The women depicted have chained themselves to the
parliament gates to draw attention to their plight, their need to know where their
‘disappeared’ loved ones are, and to protest at the government’ s denial of any
knowledge of their whereabouts.

While a crowd cheers the women, others go on with their daily lives driving past,
immune to the scene they are witnessing. This underlines the divisions in Chilean society
which saw many turn their eyes from the truth rather than recognise what was happening.
Unlike most other Chilean examples, the mountains and bright sun is not depicted.

This piece was purchased by an international monitor of Chile’ s 1988 plebiscite,
which saw the end of the dictatorship.
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Marcha de las mujeres de los mineros
March of the miners’ women

Marfa Herrera from Mujeres Creativas workshop
Peru /1985
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We can clearly see in this piece that the maker, like other arpilleristas from Peru,
adopted much from the Chilean tradition. As Ariel Zetlin Cooke says:” The Peruvian artists
borrowed much from the Chilean arpilleristas: the idea of using pictorial patchwork as a
vehicle for political activism, the use of church parishes for workshops, and even the use
of the same overseas trading relationships with human rights organisations and
international arts groups... They made an unfamiliar textile form their own, contributing
boldly graphic compositions and new techniques” (" Weavings of War"™-, p21).

A few months ago, Maria Herrera said in a phone call about her work that marching
was one of the ways Peruvian men and women protested against appalling working
conditions and human rights violations. With regard to this arpillera, she said: “Many men,
women and children do these sacrifice marches, walking for many days from where they
come from and heading to Lima so as to protest against the shameful working conditions
in the mining camps. Once in Lima they collected money and organised soup kitchens in
order to survive. They also have to face repression. | felt the need to document this” .
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No going back

Sonia Copeland
Northern Ireland / 2009
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More than ten years after the signing of the Good Friday Agreement that paved the
way to peace after 30 years of conflict, civil society continued to hope that the problems
of the past would never return. But, early in 2009, two incidents caused three deaths and
people took to the streets to protest about them.

Sonia has made quilts for a long time but this is her first arpillera. Sonia said, “My
piece of work shows the Belfast City Hall, and in the foreground a representation of one of
the cross-community demonstrations which followed the murders of Constable Stephen
Carroll and Sappers Mark Quinsy and Patrick Asimkar by so called ‘Republican terrorists.’
This demonstration of support and solidarity for the victims and their families was
important to me personally, as | had served in the Royal Ulster Constabulary during the
worst years of The Troubles, and had suffered as a result of terrorist attacks on four
occasions. It seemed to me that the peace won as a result of so much pain and suffering,
was once again to be snatched away. At the demonstration, | resolved that nothing and
no-one would steal from my children the right to a peaceful life, which was stolen from
me and my generation.”
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Fin de semana en un poblacién No tenemos acceso a los servicios ptblicos s ] gt
Weekend in a poblacion We have no access to public services i ! N _ .
Anonymous Anonymous ! L i '?*'5'-' ;
Chile / Late 1970s Chile '
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This piece made in the late 1970s, from the Kinderhilfe collection, again depicts the
mountains and wide open blue skies of Chile with a bright sun shining down. This large
arpillera reflects the daily life within a poblacién (poor neighbourhood).

The vibrant energy of the poblacién is expressively illustrated here as a hive of activity.
To the right of the foreground, we see people around a table preparing the traditional
Chilean food of empanadas, which are cooked in the clay oven beside it. We also see
children playing and boys fishing at the river; women are washing their clothes and beating
the dust from blankets. We see a busy soup kitchen providing for the very poor. However,
the sun still shines down on all of them equally.
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This Chilean arpillera was made by a community workshop set up by a Protestant
Church in the shantytowns of Santiago. It was done in the late 1970s and acquired by a
Swiss couple involved in solidarity work with Chile. They also bought other pieces which
they brought to Europe and gave as presents to friends. In this way, they increased
awareness of what was going on.

We can also date it by the direct reference to Monica Madariaga, Justice Minister from
April 1977 to February 1983, who personally drafted the Amnesty Law. [t exculpated from
criminal responsibility all persons who committed crimes, were accomplices in crimes or
covered up crimes committed between the day of the military coup, September 11, 1973
and March 10, 1978, when the state of siege was lifted.

Though it does not refer to the amnesty law as such, it clearly shows the day to day
situation of disadvantaged people and also makes direct references to the causes of the
situation. The crosses stitched on the doors of health facilities, university, the Supreme
Court, building sites, and others show that ordinary people do not have access to these
services. The woman minister is shown at her desk, next to it the words: Minister of
Education, betrayal to the fatherland. It also says: What is this? The only other characters
are people having to dig with their spades to survive.
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Violar es un Crimen
Rape is a crime

Marfa Herrera from Mujeres Creativas workshop
Peru
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From 1980 until 2000 Peru fought an internal war. The main actors were Government
Forces and Shining Path. Poverty and fear were the main factors that caused the war and
were also a consequence of it. After the defeat of Shining Path, a Truth and Reconciliation
Commission was set up in 2001 to investigate what had actually happened. Its mandate
ended in 2003.

Part of the Commission’ s remit was to write the history of the conflict, bringing
together all the available evidence available, making it public and accessible. Minimal
reparation policies were introduced for those with human rights violations. Its most striking
findings were as follows: 69,280 “dead/disappeared” ; 40% of whom were from
Ayacucho; 85% were from the poorest districts; 68% had no secondary education; 79%
were from rural areas, mostly indigenous Quechua, 16% of the total population; 4000
burial sites were identified. For more information see
http://www.cverdad.org.pe/ingles/pagina01.php

It is remarkable that in the midst of this, a group of women living in the poor areas of
Lima, many displaced from other areas, dared to raise their voices and act. Maria who
made this piece says, “In October 1985 many people were killed in Ayacucho and women
were raped, but nobody protested. Two groups of us decided to demonstrate in front of
Comando Conjunto (Joint Military Command) in Lima since the people actually living in
Ayacucho felt themselves too vulnerable to do so. We took a banner that read ‘Rape is a
crime’ and we placed flowers shaped as a cross to make it known that so many had died.
The same night we protested about a large-scale killing of political prisoners in Lurigancho.
Five of us decided to make an arpillera of our action to show we do not condone such
brutality.”
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Reflections on violence

Linda Adams
England / 2009
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Linda Adams attended the exhibition of arpilleras in Cambridge in October 2008 as part
of the Festival of Ideas. Since then, she has made a number of arpilleras which portray her
concerns and feelings about current issues in different parts of the world. She has said, “I
knew how to sew with my hands but seeing the Cambridge exhibition and listening to the
presentation taught me how to sew with my heart.” Her style captures the spirit of the
Chilean arpilleras and is marked by very fine details and the innovative use of materials.

"Reflections on violence"” is a good example of her work. It shows the Free Tibet
protest in London when the Olympic torch was carried through the city on its way to
Beijing. The event demonstrated how states use and abuse sport, like many other things,
for propaganda purposes. At the same time, this event provided an opportunity for people
to express their opposition to what China is doing in Tibet, and to the British
Government’ s decision to allow the torch to travel via London.

The torch carrier in white is in the foreground, surrounded by Chinese security
personnel in blue. Around them are the police in Day-Glo jackets. Behind the barrier, the
protestors are making their views clear; one has got onto the torch’ s route. In the
background the emergency services stand by.

Linda was amazed that repression against protestors was used in London.
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Retorno de los exiliados
Return of the exiles

Victoria Diaz Caro
Chile / 1992
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This arpillera shows the happy reunion of a family group that had been separated by
exile. Like in most wars and conflicts, exile or displacement are immediate consequences
that affect the core of social life, either that of a family or the larger society.

Exile in Chile took place in a number of different ways. At the time of the military coup
in 1973, many people who were part of Salvador Allende’ s government took refuge in
sympathetic embassies to escape persecution and human rights violations. Some escaped
by crossing the Andes or using other routes. Others, after being imprisoned and often
tortured, were expelled and had to leave the country. Other people had to take what was
called ‘economic exile’ , as they had been fired from work and had no way to survive in
their homeland with their families. Some were even deprived of their Chilean nationality.

After the end of the dictatorship, returning home brought new problems. The
magnitude of the problem meant that in 1990, on the establishment of what is called
‘transitional democracy’ , the newly elected president Patricio Aylwin tackled the issue.
The 'Oficina Nacional del Retorno’ (National Office for the Return) was created and the
number of people registered reached 52,557. These people had been living in 70 different
countries around the world, with the highest numbers returning from Sweden, Argentina,
Canada, France and Germany (Elizabeth Lira and Brian Loveman eds. Politicas de
reparacion: Chile 1990-2004, Lom Ediciones, 2005).
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Aqui se tortura
Here they torture

Anonymous
Chile / c.1978
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There is a traditional background for this arpillera but it is significant that the sun is
absent and the mountains are bleak. In fact, the whole arpillera is very dark and sombre, a
reflection, perhaps, of its topic.

The maker of this arpillera is depicting her personal experience of torture. In the yellow
room, she is being tortured on the table. Significantly, she portrays herself on her own, as
she does not think she can speak for other women’ s experiences. She represents her
very personal and painful experience, which she wants others to know about. She uses
silk, unusual in arpilleras, probably to contrast with the harshness of the experience and
turn it into something more bearable to recall. The blue cars are those of the Chilean
secret police.

Also significant in this piece is the fact that the torturers and the person guarding the
door are all women. Chile had hundreds of torture centres during the dictatorship, some of
which were gender specific while others were mixed. This work indicates that the maker
was being held at a torture facility for women only.
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Sala de torturas
Chamber of torture

Violeta Morales
Chile / 1985
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This is one of the most visually startling pieces in the collection. Set against a simple
black background, this arpillera speaks unapologetically about Chile’ s history of torture.

Torture is a difficult subject. According to the Valech Report (The National Commission
on Political Imprisonment and Torture Report), thousands of people were subjected to
some form of torture during Pinochet’ s regime of which 35 868 approached the
Commission. Out of this group, 27,255 people were officially registered as victims of
torture.

This arpillera graphically depicts the experience of torture. It shows these people in a
dehumanised way, their features not recognizable, and symbolizes this inhuman
experience as not only lived by single individuals, but by significant groups of people. It is
striking to notice in the woman who made this arpillera her willingness to talk about the
past and to deny oblivion. Constants that reappear both in conversations and arpilleras.
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Paz, justicia, libertad
Peace, justice, freedom
Anonymous

Chile / Late 1970s
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This arpillera, from the late 1970s, returns to the classical style of mountains and bright
sunshine in the background but is very much politically charged. Once again it depicts the
campaigns by the loved ones of the Disappeared. Protesters call for “Peace, Justice,
Freedom” , more carry leaflets with campaign information, while others clash cymbals in
front of police cars to get attention to their message.

The plight of the Disappeared is also literally sewn into this piece, with the dark grey
background being made from the trousers of a disappeared man, and the checked fabric
of the road from the shirt of another one of the disappeared.

The vibrant colours and the personalisation of the representation of the Disappeared in
this piece make it a particularly defiant expression against the political repression which
inspired it.
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Vida cotidiana en una poblacién
Daily life in a poor area

Taller Recoleta

Chile /¢.1983
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The colourful scene depicted in this arpillera is a common theme, though its big size
makes it unusual and striking. It shows poor people busily engaged in everyday activities,
including children at play. It establishes an air of purposeful activity. The overall impression
is of people who accept their situation and get on with life positively. The focal point is a
fruit and vegetable stall with bananas and grapes hanging and cabbages and other fruit on
the counter. There are even little price stickers on the produce. Many people seem to be
carrying goods away from the stationary lorry to the open doors of their houses.

When asked her opinion about arpilleras, the famous Chilean folk singer Violeta Parra
replied: “Arpilleras are like songs that you paint.” Can we in turn imply that these
narratives of daily life, peopled so cleverly by appliqued dolls, are like paintings that you
sing?
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La cueca sola
Dancing cueca alone

Anonymous
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Made by one of the Association of the Detained and Disappeared workshops, and
obtained in Santiago in 1991, this arpillera was probably made sometime in the late 1980s
before the dictatorship ended. The absence of those who had been disappeared is
portrayed poignantly here in the figures of the women dancing the traditional Chilean
dance, “la cueca” , without partners. In the place of their loved ones, the women have
pinned photos of them to their cloth.es. Even with these absences the women sing and
dance, symbolising their fortitude and hope.

This piece again does not follow the traditional style and takes the scene indoors away
from the mountains and sun. While this arpillera lacks some of the flamboyant colours of
many of the other pieces, its defiant message is no less striking.
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¢ Dénde estan nuestros hijos?
Where are our children?

Los precios estan por las nubes
Prices are sky high

Anonymous
Chile /1979

Anonymous
Chile / ¢1985
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This arpillera was made in 1979 in Santiago de Chile, in one of the workshops at the
Vicaria de la Solidaridad. It was acquired by Jacquie at a solidarity sale while working for
Oxfam in the early 80s. We can confirm the date when it was made, as it has a
handwritten message in a pocket placed at the back of the arpillera. It was articulated by
an anguished mother who shares with us her despair and, at the same time, speaks in the
name of all the other women in the same dramatic situation, at that time of state
repression and human rights’ violations.

“This represents our children that might be like that, under the eye of the ‘dina’
(political secret police), while we — the mothers — cry to one day hear about them. An
anguished mother in pain, Chile, 1979"

This arpillera does not show the mountains, nor has the characteristic sun; it places
the crying mother kneeling with another woman. In the shape of a heart are the manifold
hands as imagined by her, followed by police men and two big eyes watching it all. The
peace doves are not flying up to the sky; they seem to be falling to the ground.
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This Peruvian arpillera was made in one of the well-known workshops of Lima. It was
set up during the hard times of the war between government forces and Shining Path. It
still exists as a space created by and for women. It helps them to support their families,
sometimes being the only earner.

The action in this arpillera takes place in the open air in a small country village up in the
Andes. A group of women, all with black hair and wearing traditional clothing, are sitting on
the ground. They seem to be selling products they produce in their small holdings. They
have a few eggs on a piece of traditional weaving, often used as blankets or shawls. They
are holding banners that read: ‘We are hungry’ , and ‘What do we do? We do not have
enough money."”

The mountains are in the background and the sun is shining. WWe can see a few clouds
high in the sky. Each cloud has stitched on it the name of one of the products that has
become unaffordable for them and which are part of their basic needs: sugar, ail, rice,
milk.
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Corte de agua
Water cut
Anonymous

Chile / ¢.1980
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This arpillera, from around 1980, returns to the traditional style with the depiction of
mountains and a bright shining red sun. The optimism of this style is reflected in the
scene, which portrays the courage and resilience of those who protested against the
dictatorship.

The piece represents the response of the poor who had their water supply cut off by
the government in order to bully them into stopping their anti-government protests. In
defiance, the women from these poor areas carried buckets to their middle-class
neighbours and asked them for water. In the bottom right hand corner you can see the
water tanks, which the women filled that day in order to carry water back to their
communities.

The scene reflected in this arpillera illustrates the sense of empowerment which the
arpilleras gave to their creators

-25-

{EEA
F1 /1980 FEZA

jAdiés Pinochet!
Good bye Pinochet!

Anonymous
Chile / ¢.1980

RBIEFBLVBARLTEST. BRESVH DY BB PHEN S LY KL
ZEOTVBRBEICHALZY LT&E R, NERRLICIIEIDRTHELST . TDLHER
EBIRICER L TEBPITONTOSHRF DO, COMFOBLEIARTENSD. (ThE

HRLIGADVETHEIANTE Y. ILLPKBIEIEDSTZEIICHD.

ZZIEZDDIN=THNT, EE00BITRZFO TS, ThEN REEIIHT

WF T TEESRS. EVFI M) EEVTHD,

ZDFINED T IFEF T« HU 7 OB ZR T, H2T—0 >3y T TEIEE N,

B/ F 1 NOBEAEFICH T 2EREREBHDORD TEBAINEZEDTH D,
T7oRBF> - JJAYE—=RD 71T T7HA b~
(http://www.fundacionsolidaridad.cl) »5IESTHETIES T IHBEBATZ S,

Women have gathered in the streets of a modest neighbourhood to express their
opinion and confront the situation that they see is keeping them, and their community,

from having a better life. We can see that they are impoverished as they have no

electricity supply in their little houses and have to steal it by attaching electrical cables to
the source. In spite of this, they depict their homes with bright colours and the classical

mountains and sun are there.

They are divided into two groups, each carrying a banner. One says: Out Pinochet! The

other reads: Good bye Pinochet!

This arpillera was made by one of the workshops run and supported by Vicaria de la
Solidaridad. It was acquired in the context of international solidarity against Pinochet’ s

dictatorship.
You can still get arpilleras from www.fundacionsolidaridad.cl and other groups
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Panfleteando en el 1979 en Santiago
Leafleting in Santiago in 1979

Anonymous
Chile
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This colourful and somewhat childlike arpillera from the late 1970s, depicts a scene
where campaigners are distributing pamphlets to pedestrians and drivers to raise
awareness about the Disappeared.

Again, the traditional style of the mountains is represented, here using a myriad of
colourful scraps of cloth. The sun, however, is not yet seen to be shining — perhaps
representing the dangers that still prevailed. The large houses and trees indicate that the
campaigners have been emboldened to go into middle-class areas to carry their message.
This is not the shanty town of the previous arpillera. It illustrates the relentless attempts
made to reveal the unsavoury hidden truths which plagued certain groups within the
society, truths which others often chose to ignore.
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Homenaje a los caidos
Homage to the fallen ones

Anonymous
Chile / Late 1970s
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This arpillera from the late 1970s was one of those sold by NGOs and church
organisation to support the arpilleristas (the makers of arpilleras).

The piece’ s bright colours belie the grave tone of the story that is being told of
poverty, grief, and protest. Again, this political arpillera lacks the mountains and sun of the
traditional style and instead has a mainly black foreground.

In the background, poor villagers are tapping electricity from the overhead wires to
their homes; in the front of the picture the pathway is lined by candles marking the
disappeared; women are thrown on the road in protest; others carry candles and hand out
pamphlets with information, while the group under the tree carry a placard saying
“Homage to the Fallen” .
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The great famine

Helen Heron
Ireland
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This piece was specially made for the arpilleras exhibition at the Chilean Embassy in
Berlin in May 2010. It illustrates a dark period of Ireland’ s past, the Great Famine of the
1840s. During this catastrophe, one million people died from starvation and disease, and a
further one million emigrated. The famine occurred after the repeated failure of the potato
crops upon which the poor depended almost entirely for food.

Heron uses this arpillera to imaginatively voice her own connection to one of the areas
worse affected by the famine — her ancestral home of Bantry in County Cork. The piece is
made up of layers of fabric depicting a mountain and sea view superimposed onto a map
including Bantry. A number of quintessential images of the Famine are included — the
workhouse (where many of the destitute died), the ‘Coffin Ship’ (used to transport
emigrants to the USA), the burning cabin with its evicted tenants, the woman scrambling
for potatoes in the earth, and a funeral procession.
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Daily life in Zambia

Fatima
c.2010
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This wall hanging appliqué with narratives of daily life in Zambia, Africa, seemed
relevant to include in this Osaka exhibition. As Marjorie Agosin said in a comment
regarding the background documents to this exhibition; “Each piece is profoundly
individual and universal at the same time” . It is important to note the connection between
arpilleras and these textiles, as the women who stitched them return to their sewing
traditions to portray their daily lives.

A folded scrap of handwritten paper found in a pot of one of the six scenes, shares
with us what Fatima seemed to want us to know about her life.

Timue and wife Tsala relaxing at home.

She is going to the market.

Tsala is receiving the herbs from the African doctor.
Seated outside the hut, cooking food.

They are on the way to visit friends.

They are heading home carrying pots of water.
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No mas contaminacion
No more pollution

Libertad a los presos politicos
Freedom for the political prisoners

Anonymous
Chile / ¢.1985

Anonymous
Chile / ¢.1985
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The women who made this kind of arpillera have resorted to their textile skills as a
means by which to live with conflict and its memory on a daily basis. As Marjorie Agosin
(2008) quotes: “For the arpilleristas the political events of their country and their daily lives
became inseparable” (" Tapestries of Hope, Threads of Love” , Rowman & Littlefield).

The struggle for better conditions for political prisoners became extremely relevant.
This arpillera shows a group of women defiantly demanding the release of the prisoners
inside the prison they are protesting in front of.

Actions depicted in arpilleras like this one brought international pressure on the Junta,
and internal disagreements within it, made General Pinochet sign the convention against
torture in 1988. In turn, this allowed Spain to indict General Pinochet on charges alleging
human rights violations during his regime from 1973 to 1990.

The powerful effect of this type of political expression was not recognised at first by
the military. Ariel Zeitlin Cooke explains: “lronically, war textiles are largely disregarded by
modern military authorities because of their feminine connotations and can therefore be a
relatively safe forum for dangerous or provocative ideas" (Weavings of War). When the
Chilean military finally recognised the power of the arpilleras, they condemned these
works as subversive materials and if found they would have been destroyed and stopped
at Customs before leaving the country.
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This piece was acquired at the Vicarfa de la Solidaridad by Robert Miller when he
visited Chile in the early 1990s. He later wrote a paper on Chilean Women' s Resistance
which gives an  account of what he saw and experienced while there.

The arpillera on display opens a window into the life of a poor shantytown in the
suburbs of Santiago 25 years ago. Affected by pollution and the fumes of cars and public
transport, the community is taking action. Some are denouncing the situation through a
banner that reads: ‘No more esmog’ . Some of the women are covering their mouths and
noses with a mask.

The piece mirrors the present global concern about pollution.

Overall, it reflects a community united against the odds.
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