Figure 37. The Other Me I (2011). Photograph taken in the Coyoacén
Plaza.

Figure 37. The Other Me I (2011). Photograph taken in the Coyoacén Plaza.
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This parenthesis (winter holidays) in my ongoing educational experience provides me
with a glimpse of new, potential ways of being an educator within community or informal
contexts of education. At this point, I merely have an intuition. Sandu (2013) argues that, for
immigrant populations, reproducing activities that they once carried out in their native countries
is a way to actively make themselves at home in their current location. Extrapolating this idea to
my stay in Montréal, I realize that I have unconsciously (en)acted what Sandu describes by
feeding breadcrumbs to the seagulls in Montréal’s Old Port. This has also had the effect of
attracting children who are curious about the seagulls. I ruminate on how a simple activity like
feeding pigeons (or seagulls) in a public space may potentially translate in an educational
experience and a community building activity.

Back to my interaction with children in the Coyacan plaza, I refocus my attention on the
sounds of the pigeons and I recognize auditive memory patterns. After the murmur comes the
fluttering of wings as the pigeons escape the children chasing them. Waves of sound and
movement populate the plaza again. The scenario is transformed in a matter of seconds. Looking
through the lens of my camera, I see how the flight of the pigeons metaphorically sculpts the
plaza’s open space. I notice that some of the kids are looking down on the ground as they chase
after the pigeons, and I recall my own intercorporeal (Springgay, 2004) experience of the plaza.
When I was three, four, and five, this plaza felt incredibly large. Looking up and around at the
imposing, grand scale of the plaza and the imposing colonial buildings made me feel dizzy.
Similarly, looking at the moving wings of the pigeons also made me feel out of balance. To
avoid this disequilibrium, I focused my sight solely on the rock slabs of the ground and chased
the pigeons using my peripheral vision. Part of the feeling of timelessness that I get from

Coyoacan’s colonial centre has something to do with the stability/materiality of the rock itself. In
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the Flight series (Figures 39, 40 and 41), the evasive pigeons invite the child to inhabit and
explore Coyoacan’s historical space. Both the child’s and the pigeons’ movements break the
monotony of the heavy rock-based architecture. They bring life to the plaza. In the Flight series,
the plaza stands for a metaphor for family containment. This containment gave me the
motivation and confidence to pursue my dreams when I became an adult. The pigeons in this
video scene are metaphors for the dreams that I have chased throughout my life. Some dreams

have been achieved. Others have led me to unexpected locations and situations, like that of doing

a PhD in Montréal.

Figure 39. Flight I (2011). Photographic Sequence.
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Figure 40. Flight 11 (2011). Photographic Sequence.

Figure 41. Flight 111 (2011). Photographic Sequence.
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1t is past noontime. I become aware of the effects of sunlight on the grey rock slab
surface, and I try to capture them with my camera. This grey area offers a camouflage effect for
the pigeons and humming birds swirling around. At the same time, sunrays falling
perpendicularly on the ground generate sharp shades. I now see how focusing my sight on the
ground could have stimulated my imagination as a child; some shades are static (the ones
generated by benches and street lights) and others are temporary (the ones generated by people
passing by). It is as if there is a parallel and ever changing world unfolding within this Mexican
public square. This alternate minimalistic and ephemeral world of rock and shades of grey

stimulated my imagination and, therefore, shaped my early memories of Coyoacan (Figures 42

and 43).

Figure 42. Time(less) Digital photograph taken in the Coyoacan Plaza. Plised in the first issue of
Voke (vokeart.org ). Copyright 2013 by Veronica Sahagun.
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Figure 43. Alterity (2011). Photographic Polyptych.

Lost in Plaza Mayor: Recognizing a Learning Moment

In this section, I discuss another memory of a life experience in the plaza and another
member of the family: my mother. On this occasion, my fascination with the plaza’s rock slabs
got me lost. My mother brought my sibling and me to the plaza to play after having picked us up
from daycare. Daniel was just beginning to walk, but he still needed Mother to hold his two
hands not to lose balance. Mother realized that the slow pace at which Daniel and her were
walking was making me restless. As a way to give me a bit more liberty, she pointed to the round
kiosk and suggested that we meet behind it; she would go around on the left side and I would go
around on the right side. And so we did. I recall walking, looking down at the rock slabs,
focusing on the textured and porous grey surface. I was so absorbed by my study of the slabs that

I forgot about walking along the kiosk and just kept walking forward. As I share this story,
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flashbacks of my white shoes and socks against the grey slabs keep emerging. I walked as far as
the entrance of the San Juan Bautista Parish. At that point, I realized that I was lost, but I was not
scared. Instead, I was curious about finding out what was inside the humongous building. I
decided to go inside, but I kept looking down to avoid that feeling of dizziness that I used to get
from looking up at the colonial buildings. I crossed the parish’s wooden doorframe and kept
walking forward. I was no longer following a grey path; I was stepping on the red carpet of the
parish’s main passageway (Figure 44). I walked until I reached the altar. Once I got there, I did
look up. I was astounded by the magnificence of the baroque gold-leaf wooden carvings that
adorned the altar. Just as I was beginning to feel comfortable and to rejoice myself with the sight,
I heard Mother calling my name. Almost at the same time, the priest came to me and asked me to
go with my mother. At three years of age, | was having what was probably my first experience of
independence. It was a moment in which I acted in response to my own thirst for knowledge, and
I was not afraid of walking alone. I found out that Plaza Mayor was not just an open space for
chasing pigeons. I saw the inside of one of those imposing buildings whose sight I used to avoid.
After I got lost in Plaza Mayor, my mother decided to move our afterschool play activities to a
smaller plaza located within Coyoacan’s colonial centre: the plaza of La Purisima Concepcion
(or Immaculate Conception; also referred to as La Conchita by the locals). After the experience
of looking inside the San Juan Bautista Parish, I was feeling curious about what could be inside
this small chapel. I used to sit near its main entrance and fantasize about who or what could be
on the other side of the door. Indeed, memories of trying to peek through the cracks of the tiled
wooden door start coming back to me. I acknowledge that there are aspects of Coyoacan’s
colonial architecture that have remained indecipherable to me, yet they form part of the

landscape that framed a significant number of personal experiences.
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Figure 44. Following the Red Trail (2014).
Digital Imaging.
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This realization helps me to see that the idea of the mestizo(a) as not quite belonging into
either the Spanish (colonial) or the Indigenous (vernacular) world operates within my persona. In
the same way that Mexicans have a limited understanding of the vernacular crafts sold in our
local markets, we also have a limited understanding of the Spanish architecture that is considered
to be Mexican patrimony. This is partly because access to historical buildings has been
controlled by discretionary governmental policies (Garcia Canclini, 1999). I also acknowledge
that these visions represent forces that have co-existed in my country in an antagonistic manner.
Weaving my memory mappings shows me that these opposing forces have also (co)existed
within me. Furthermore, my moments of solace and of remembrance in the plaza make me
realize that the restlessness that comes with being a hybrid identity is largely what led me to seek
out learning experiences outside my comfort zone. This restlessness combined with a child’s
curiosity led me into the parish for the first time at the age of three. Later on in my life, this
going beyond known territory has translated into travelling to new places, first within my own
country, and later on abroad. In the next section, where I map out my memories with the Nahtia
blouse, I explore one of my first experiences of travel as a young adult. From my perspective,
this experience metaphorically stood out for its representation of a challenge: that of learning to

protect (or care for) myself as part of the process of becoming an independent adult woman.

The Nahua Blouse: Attending to Blockage

My memory (and studio) work with the Nahtia blouse involved revisiting memories of
the Nahua village of Cuetzalan, located in the northern Sierra of Puebla. As mentioned in the
previous chapter, I visited this place in the company of a life partner when I was still an

undergraduate student. I recall having chosen that particular blouse due the high quality of its
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cotton threads and the delicacy with which its bird motifs were embroidered. I bought it from an
Indigenous woman who had set her stand just outside the market.

The process of revisiting memories associated to the Nahua blouse turned out to be more
difficult than the work with the petate for two reasons. First, [ was unable to physically revisit
Cuetzalan. This means that my memory work related to the Nahua blouse was entirely developed
in Montréal. Second, and more important, I underwent sexual trauma in this place. This made it
more difficult for me to find the right entry point into this work; when I tried to start studio
(memory) work, my initial impulse was to recreate the silhouette of the Nahtia blouse within a
sculpture project. This included reproducing the cross-stitch grid in which the embroidered
motifs are regularly placed on the blouse. My intention was to create some text-based patterns
and, through these patterns, to externalize the narrative of my sexual trauma. My first attempt to
achieve this involved building a small-scale blouse using plastic cross-stitch canvases (Figure
45). This miniature assemblage demanded more work than larger pieces usually do. I spent large
amounts of time measuring and cutting the white canvas sheets while learning to manipulate the
elastic white string that brings them together. Touch-based contact with these materials showed
me the complexity of the Nahua textile makers’ endeavours. Designing and creating complex
embroidered surfaces requires an understanding of cross-stitching techniques, materials, and
shapes that I did (and still do) not have. Yet as my experimentation with the non-traditional
cross-stich media progressed, my inquiry undertook a new direction. I began to think of this
miniature assemblage as a site of (self) study. The repetitive manual actions involved in
assembling and creating cross-stitch patterns brought me to a meditative state of mind. This state
of mind, in turn, gave me room to see myself and the emotions stemming from trying to

(re)connect with the memories associated with the Nahta blouse. It soon became clear that I was
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subconsciously misleading myself in order to avoid making a straightforward allusion to
memories of an experience that felt humiliating. This is how I realized that I identified with the
image of vulnerability and marginality projected by the woman who sold the blouse to me. As |
remember, this woman’s embroidered blouses were magnificent, yet they were lying on the
ground and being sold at very low prices. But I also acknowledge that the personal circumstances
that led us to experiment a state of vulnerability were entirely different. This awareness
influenced my decision of not referencing the Nahtia blouse in a direct (visual) manner in the
memory maps. Furthermore, I realized that trying to work with media and shapes that are not
part of my visual vocabulary as an artist trained in Western traditions was indeed a form of
evasion. It was a way for me to remain “on the surface” of the emotional meanings that [ have

adjudicated to my blouse.

Figure 45. (Self) Study (2012). Small-scale
sculpture made of cross-stitch canvas
(dimensions variable between 1.5 x 3.9 in).
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The Breakthrough: Metaphorically (Re)visiting Cuetzalan (Trauma)

When I decided to confront the problem, new ideas started to flow. I started looking for
means to communicate what had happened to me without feeling too exposed. This is how |
came to the decision that my studio work should still incorporate a text. This text, however,
needed to play with ambiguity. Poetry turned out to be the right approach; as suggested by
Butler-Kisber “in poetry, so much can be said in compelling and contracted forms ” (2010, p.
82). With poetry I could safely externalize repressed emotions. Writing poetry was the first step
in my healing process, as metaphors helped me to give shape to feelings of pain and discomfort.

Images of red flowers emerge

when I think of you and me in Cuetzalan.
While you spoke fire,

silent cascades poured down my eyes.
Our sights never met.

Yet it is impossible for me

to erase your memory.

Landscape, humidity, flower, and . . . silence
The smell of vanilla is in my memory too.
Encounter and Dis-encounter

The mountain observed quietly.

The first version of this poem was written in Spanish. In the Spanish version, the last line
has a more poignant connotation. My Spanish poem stated “la montafia observaba y callaba.”
The variation in meaning comes through my using the word callaba, which literally means to not
speak. In the Spanish version of my poem, I directly accuse the mountain (of the Sierra of
Puebla) for being an accomplice (or frame) to the sexual trauma that I underwent. Now |
understand that the mountain was me. [ now see that the choice to remain quiet about what

happened after the trip was a foreseeable self-protection mechanism amongst those who have

experienced sexual trauma. At that time, I did not think that what happened to me could be
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considered an aggression because I permitted it. I could not imagine what I could say that would
not portray me as solely responsible for what had happened. I did not want to be judged or
undergo further rejection by sharing my story. I now understand that my choice was also
probably enforced by what Octavio Paz (1985) refers to as the “Mexican masks™ (p. 29) or the
culturally inherited habit of hiding emotions as a way of hiding our weaknesses. Walking Secrets
is a time-based memory mapping (Figure 48) that metaphorically (re)enacts a process of loss in

which my in which my self-perception and my self-confidence were damaged.

http://www.youtube.com/watch?v=ckIXYwMpXCM

When doing this animation, I integrated my poem onto with a fabric map of Central
México. I then used red thread to stitch the route that we followed from my family house in the
Tlalpan neighbourhood (southern México City) to the Sierra of Puebla and finally to Cuetzalan,
as a way of (re)visiting the memory of the trip. Kind (2011) asserts that the actions of
metaphorically represent difficult passages experienced throughout life. She states: “in work
emerging in cloth and thread, I see lives lived, sorrows and bereavements” (p. 50). As the red
thread (trail) progressively leaved traces of the penetration of the needle, I got in touch with my
repressed pain. I deliberately chose red thread for my memory mapping in order to reference that

experience of walking alone in the San Juan Bautista Parish in Coyoacan. With this, I sought a
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shift (or a metonymy) in what it means to take up the route of independent learning. If I were to
think of my Cuetzalan trip as a learning experience, then I would have to admit that it was a
painful one. I had to rely on my own resources to prevent myself from metaphorically getting
lost. In this occasion, I opted for a defence mechanism that was not very effective. In the
animation (Figures 47 and 48), I also metaphorically map the process through which I was able
to control my emotions during the trip and pretend that nothing was happening. This process is
re-enacted by progressively transforming the white fabric surface into a fertile ground. The fabric

is cut open to let the grass stems as well as other plants and flowers emerge.

e i &

Figure 48. .Wakking Secrets. Still Image # 2.
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This surface becomes a metonymic representation of the humid and fertile soil that I
walked on during my visit to the Sierra of Puebla. Memories of walking with my former
boyfriend in the rain forest of the nearby mountains begin to emerge. There was an
uncomfortable silence between us. I now understand that this silence was probably due to
feelings of shame of our inexperience in sexual matters rather than to feelings of confrontation.
In the Walking Secrets animations, the flowers and plants covering up my memory map
metaphorically represent the experience of letting myself go into the landscape (Figure 49).
Doing this was my way of emotionally distancing myself from him. Indeed, it was the contact
with nature that made it possible for me to enjoy the trip. But at the same time it made me more
conscious of my feelings of impotence. Lippard (1997) reflects on how contact with nature may
become a double-edged sword for women’s healing processes. She states:

Women, when alone with nature, are subject to a particularly contradictory

experience, liberating on one hand, threatening on the other. For us, there is another

predator out there: exhilarating sensual identification with landforms and processes is

countered by social fear and oppression. (p.17)

This metaphorical merging of my feelings into the landscape also emphasized my
awareness of being alone and vulnerable. Contrary to my experiences of walking in the Texcoco
Sierra with my father, which were about discovery and learning with a protective companion, the
isolation that I experienced in Cuetzalan weakened my will. Upon our return, I recovered my
privacy, found in the protection that proximity to my family offered, and gathered the strength to
end our relationship. While the Sierra landscape acted as a palliative for the wounds inflicted on
me in Cuetzalan, the pain remained latent within my psyche. I now see that this experience

affected my ability to develop bonds of trust with later life partners. At that time, I thought that
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not talking about what happened (or remaining closed to it) would be the right way of overcoming

the pain.

The reality is that my healing began when I decided to face this ghost through my
a/r/tographic practice, and when I removed myself from Mexican society. | found in the
anonymity that comes with living in cultural displacement a safe location in which I could
externalize this troubled experience. A Piece of Poetry (Figure 50) is conceived as a continuation
of Walking Secrets. 1 transformed the fabric covered with flowers, used in the animation, into a
three-dimensional object. 4 Piece of Poetry shares similarities with Ana Mendieta’s Siluetas
series (1973—-1977), which involved carving out contours of her body on the ground within
diverse natural settings. With this, Mendieta was seeking a state of belonging, and of identity
construction as a Latin American woman, as a response to a series of alienating experiences—
rape amongst them—held throughout a life in exile in the United States (Blocker, 1999). Like
Mendieta, my memory work/mappings unfold as a response to the experience of living in
displacement. 4 Piece of Poetry, however, operates in a reversed manner from that of Mendieta’s

Siluetas. A Piece of Poetry is a form of metonymic unearthing of my buried secret as part of my
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process of reconstructing my cultural identity. This action metaphorically represents a process of

clearing my subconscious.

Figure 50. A Piece of Poetry (2012). Soft Sculpture (13.7 x 19.6 in).

An artist whose work has also inspired this aspect of my a/r/tographic practice is Marina
Abramovi¢. I identify with how she “stages her fears in order to transcend them” (Thurman,
2010) through performance art pieces. I reflect on her last collaborative performance with Ulay,
her former life partner, entitled The Great Wall Walk (1998). They walked from opposite sides of
the Great Wall of China in order to meet in the middle. Through this ritual they would end their

relationship (Grigor, 1988). In my case, walking in silence by the side of my former partner,
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pretending that nothing had happened, showed me that a true bond had not existed between us.
Regardless, by not addressing the wounds inflicted on me, this person has remained present in my
subconscious. Re-enacting the experience by stitching my memory mapping and assembling my
soft scultpure has been my way of processing what happened, accepting it, and finally letting him
go. In so doing, I have also let go of unnecessary cargo in my ongoing journey abroad.

A Piece of Poetry is the relic left behind after having unearthed my secret. This fibre-
sculpture mimics the ground I stepped on when walking in the Cuetzalan Sierra. This piece is a
way to assert that the essence of my femininity is still fertile and alive. The exposed roots are a
metaphor for my search of the right soil (location) in which to plant my garden. In a way, I can
say that [ have already found that new ground. To explain how this has happened, I want to refer
to Bonilla Palmeros (2009) explanations of the meaning of flowers in Nahua culture. According
to this author, flowers are signs of fertility, life cycles, and good harvests. This means that in the
Nahua vision, flowers are used to represent those who “have made outstanding achievements
socially and artistically (Bonilla Palmeros, 2009, p. 8).” Nahtia women adorning their garments
with embroidered flowers, therefore suggests that the Nahtias consider textile making to be a
valuable artistic practice. Extending this symbolic meaning to my research endeavours as a PhD
student, the flowers of my new identity as a Mexican a/r/tographer are blossoming in Canadian
soil. Ironically it is thanks to my ongoing dislocation that I have finally achieved a sense of
belonging within Mexican culture. From this state of cultural displacement, I have looked at my
past and found ways of integrating it into my present and future life. Now I know that wherever I
go, flowers will connect me with the spiritual world of my Indigenous ancestors. Flowers are now
integral to my aesthetic vocabulary as I construct a dignified path as a woman that has inhabited

many worlds. I do not yet know the new directions this path will take. But I am certain that my

166



harvest has been rich. The new batch of flowers growing within my mestiza consciousness will

help me to develop a socially conscious way of being an artist/teacher/researcher.

Tying Up My Studio-Based Allegory

I am now arriving to the finishing touches of my a/r/tographic weave. It is within this
space of creation that my a/r/tographic allegory on Mexican cultural identity begins to take
shape. I am now in position to answer the first question posed at the start of my living inquiry.
As stated in Chapter 1, the piece entitled Superficie / Surface (2005) represented the underlying
(or intuitive) query guiding my research: What is hidden underneath or, perhaps, held within this
textile surface (my artwork)? In other words, my objective was to unveil the ideas, values, and/or
experiences that could have (in the past) subconsciously led me to conceptualize art works that
incorporated Indigenous aesthetics. This for me was equal to (re)defining my artistic identity in a
way that I could make space for my the research interest that have been unfolding along my
living inquiry. In this section, I focus on the findings gained through my engagement with
memory work through craft-contemporary art as the grounding for me to address the educational
significance of my a/r/tographic research in the following chapter.

Memory work as part of my living inquiry method allowed me to explore how the local
(or place) and the vernacular craft relate to each other within Mexican culture. To achieve this, I
reviewed memories of walking in both Mexican urban sites and the countryside. Getting back in
touch with my memories of walking, which now I see as metaphors for my life progression, gave
me the possibility to further explore the interstices (or the space where hybridity begins) in-
between a number of opposite-complementary relations such as Spanish(Indigenous),

urban(rural), or male(female) within Mexican society. At the foreground of these relations, I
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place elements that characterize Mexican patriarchy. In parentheses, I locate those aspects that
relate to my own identity and which I have in many ways un-hidden through my thesis.
Particularly in this chapter and by mapping geographies of self (Sinner, 2008), I realized that
these contradictory forces (or relations) also form part of who I am. More important, I realized
that this does not necessarily pose a problem. To explain my point, [ want to refer to the example
of my Memory Circuits. In these works, the tensions that emerge from the intermingling of the
visual cartographies of Mexican (post)colonial urban sites (Western/Masculine) and my newly
found tactile sensibility (Indigenous/Feminine) prevent the viewer from reading my maps in a
conventional manner. This for me metaphorically represents the nature of hybrid identities. We

are a weave of many kinds of strands, and, thus, our identity cannot be easily defined or labelled.

The Role Played by Memories of Surfaces in This Inquiry

In this chapter, I develop my aesthetic inquiry by (re)thinking the surfaces that I have
walked and stepped on throughout my life (the petate, the rock slabs, the red carpet, and the
natural landscape). My inquiry was largely ignited by my attraction for the visual and tactile
stimuli emanating from these surfaces. Yet as I explored their meaning, I found that the surfaces
represented realities and histories more complex and personal than I had initially thought. In this
process, metonymic memory representations, or digital photographs and videos, played a similar
role to that of the parentheses in my a/r/tographic writing. As a critical analytical tool, they
helped me to bring the unspoken reality (and influence) of patriarchal, white-oriented mestizaje
to the foreground. For example, the petate is not just a commodity acquired in traditional
markets. The petate also reflects a particular way of relating to space. Similarly, the embroidered

flowers decorating the Nahtia blouse signal that textile makers are respected and valued within
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the Nahtia community. As a child, paying attention to the visual(textural) differences between
the rock slabs and the parish’s carpet enabled me to make a distinction between the indoor and
outdoor spaces of Mexican public space. My analysis of that particular memory shows me that
within historical public sites access to particular buildings is restricted. Later on, the red carpet
became a personal symbol, the “red trail,” that stands for moments of independent learning.
Lastly, and going back to the example of 4 Piece of Poetry, this apparently harmonious
evocation of the Sierra of Puebla’s natural landscape actually encapsulates a personal secret (my
sexual trauma).

In short, in my work, surfaces have become metaphors for first impressions. Surfaces,
however, hold deeper truths that challenge our perceptive and our interpretative capacities. From
this perspective, engaging in an a/r/tographic allegorical praxis means to learn to see beyond the
surface (Springgay, 2004) or to (un)hide the truths contained within it so that we may relate to
Others in more honest and egalitarian ways. This realization becomes the essence of my
a/r/tographic allegory via metaphor/metonymy. My practice of (un)hiding personal memories
and revisiting visual-tactile surfaces also sparks new educational reflections nurturing an
incipient relational pedagogy. This emerging pedagogy will seek complex curricular
conversations (Hasebe-Ludt et al., 2009), which take into account hybrid (or mestiza) ways of
being and merge notions of (in)formal education with contemporary approaches to (art)craft

practice.
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Figure 51. Superficie / Surface (detail # 3).

As I follow the flow of the fold, I become excess.
I no longer reside on the surface (Figure 51).

I now come in and out its rhizomatic

interstices (Deleuze and Guattari, 1987).

I have seen both ends of the fold.

This personal (and geographical) text(ile) weave
is now expanding into the (un)known,
transforming itself as it (un)folds, as it becomes.
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THE RENDERING OF EXCESS

Excess may deal with the monstrous, the wasteful, the leftover, as well as with the magnificent
and the sublime. It is also the “as yet unnameable” the “other than” —those aspects of our lives
and experiences that are potentials and filled with possibility. (Irwin & Springgay, 2008b, p. Xxx)
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Chapter 6
Movements of Becoming Within this Mestiza A/r/tographic Allegory

As I come to this point in my self-study learning journey, I arrive to a (state) space of
excess in which I am finally able to integrate the (self) knowledge gained through my art practice
into my emerging educational research agenda. Springgay et al. (2005) claim that excess is a
space of intimate creation in which a/r/tographers are able to “re-image ourselves into being” (p.
907). Coming to a consciousness of excess means completing my allegory by disclosing how I
have come to embrace my hybridity, personally and professionally. For me, excess is weaving in
the finishing ends to the fabric of my new professional (and personal) identity. Excess is the
space where all the threads (or renderings) of my living inquiry are connecting together. This is
the place where I explain how my way of being a Mexican artist has influenced my approach to
educational research. In other words, I have finally arrived to a position in which I can provide
insights to the questions posed at the start of my inquiry: How do vernacular textiles, as the basis
of contemporary studio practice, provide a lens to interrogate aspects of Mexican cultural
identity and the overall notion of hybridity? Why does the practice of craft—contemporary art
open third spaces of inquiry for artists, researchers, and teachers? And what are the implications
of craft—contemporary art in relation to place and specifically to processes of learning for self
and community?

Pursuing an autobiographical art practice grounded in Mexican vernacular textile
traditions but experienced between Mexican and Canadian geographies has made me aware of
the relational quality of identity. I acknowledge that this geographical in-betweenness is
applicable to people like me, who may have adopted a nomadic, transnational lifestyle. Yet

going back to my Mexican roots has enabled me to identify myself as a “mestiza a/r/tographer”
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or a “mestiza scholar.” But, what does identifying myself as a mestiza a/r/tographer entail in
terms of my educational research practices? Much like Chicana feminist writer/scholar/educator,
Gloria Anzaldua, my vision of the educational role that my new mestiza’s consciousness may
play, aligns with that of “a liminal subject who lives in borderlands between cultures, races,
languages, and genders. In this state of in-betweenness, the mestiza can mediate, translate,
negotiate, and navigate these different locations™ (1992/2013, p. 280). Grounded in José
Vasconcelos’s (1925/2010) La Raza Césmica / Cosmic Race, Anzaldaa (1987/2012) produces a
feminist version of mestizaje: a conceptual third space that seeks the democratization of
education. The difference between Anzaldua’s vision and that of Vasconcelos is that Anzaldta
aims for equality through heterogeneity rather than homogeneity.Conversly, Anzaldaa proposes
accepting and embracing difference, whereas Vasconcelos’s vision entails coming to a sole form
of cultural expression. Like Anzaldta, I am convinced that my role as a mestiza a/r/tographer
would be to generate excess (transformations) within homogenous (or hegemonic) social or
educational contexts (whether these be in Canada or in México or elsewhere in the world) so that
members of the learning community may access learning experiences that are coherent with their
cultural backgrounds. These communities may include artists and educators in formal
educational contexts or Indigenous and immigrant communities in informal educational contexts.
Within formal educational contexts, my goal will be to facilitate processes of self-discovery and,
through these processes, to sensitize future educators to the importance of acknowledging
cultural difference (Bhabha in Rutherford, 1990). Within informal educational contexts, my
focus will be on recovering vernacular ways of being and of teaching as ways of strengthening
individual identity-construction processes and, in so doing, of fostering a sense of belonging to a

community.
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Taking on the role of a mestiza a/r/tographer for me is about fostering processes of
liberation (Freire, 1970). In this sense, my emerging educational agenda may be considered a
craft-based version of Canadian literary educational métissage, which seeks to create empathic
connections through individuals sharing their personal histories (Haesebe-Ludt, Chambers, &
Leggo, 2009). I expect that this form of exchanges will sensitize us to cultural difference. These
exchanges may also help us become aware of the ways in which ethnic discrimination and
unbalanced gender interactions may have affected our lives. Excess (or liberation) will take place
when, based on these exchanges, the members of my future learning communities consciously
avoid being part of discriminatory practices. A/r/tographic relational ethics constitute a third

space in which I will develop the previously described mestiza scholarship.

Integrating A/r/tographic Relational Ethics Into a Socially Conscious Mestiza Praxis

Since my future praxis will be about transitioning from a self-study into community-
oriented activities, my discussion on a/r/tographic relational ethics as well as my craft-oriented
pedagogy is about “the yet to be named” (Irwin & Springgay, 2008, p.119). Irwin and Springgay
(2008) contend that “the yet to be named” stands for the active dialogue between theory and
practice; it is the fusion of the two. Applied to my self-study, the “yet to be named” stands for
making a transition into a new cycle of my a/r/tographic praxis. It is precisely my inquiry on my
cultural identity, and on hybridity that shows me that relationality is an alternative for my own
practice. However, because I do not really know exactly under what circumstances my new
educational activities will emerge, the reflections that I share here are coming, to certain degree,
from a theoretical perspective. This in itself poses a contradiction to the nature of relational

ethics, which are about responding to specific educational contexts rather than coming in with a
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fixed idea of how to behave (Springgay, 2008). La Jevic and Springgay (2008) contend that
adopting a relational ethical praxis signifies abandoning pre-established ideas of what is ‘right’
and what is ‘wrong’, or who is the Other. In this sense, instead, claims Springgay, a/r/tographers
have the possibility of learning to respond to specific situations in a way that is productive for all
members of a learning community. As I see it, adopting this attitude also entails relying on
collaborative, rather than pre-established plan of action. This, in turn, equals to letting go of
authoritarian forms of interactions (La Jevic & Springgay, 2008). Letting go of authoritarian
schemes is a more feasible option within informal contexts of education because, within these
spaces, there are fewer regulations that define what a learning experience should be like. As a
result, adopting non-authoritarian attitude in these contexts will be key for me to be able to create
empathic connections. I predict that these upcoming exchanges will become new openings in my
self-study and my self-decolonization. Swanson (2008) claims that it is important for
a/r/tographers interested in developing a socially conscious praxis to constantly check on the
beliefs and experiences that guide our actions. At times, even when there might be a sincere
interest in social justice, our actions or attitudes may be led by misguided assumptions,
particularly when working with communities that have suffered from some form of
marginalization. A/r/tographers, claims Swanson, may be “speaking with the ghosts that [may ]
haunt our ethical commitments and good intentions defined by the personal activism in our
research” (p. 185). What Swanson is implying is that, without being conscious about it, when
adopting an educational role, that scholars trained within formal Western educational contexts
(for me this includes the English, Spanish, French, and Portuguese both in the First or the Third
World) might be prone to adopt attitudes of unintended colonization. From this perspective, it is

our responsibility to develop self-reflective and self-critical mechanisms so that we may open
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ourselves to the realities of Others (Swamson, 2008). In my case, opening up to the possibility of
engaging with communities outside formal educational contexts will now imply awareness of
how such influences may have shaped my behaviour. For example, my study on Mexican
mestizaje was initially and largely based on the ideas of what it means to be a mestizo(a)
transmitted through the formal Mexican system of education. In this system, the average
Mexican assumes that pre-Hispanic traditions and contemporary vernacular practices form part
of their cultural legacy but does not necessarily include bringing their interactions with
Indigenous peoples to a more egalitarian level. I now understand that identifying myself as a
mestiza comes with that responsibility.

Weaving Mestiza Geographies generally discusses the situation of Mexican Indigenous
(particularly women) artisans. I consider this aspect of my study, however, to be just the
beginning of a bigger project. Immersing myself in readings about Mexican history and that of
my chosen Nahua textiles offers me a comprehensive perspective on the politics involved in the
production and sustainability of contemporary Mexican material culture. This experience indeed
triggers insights for future potential a/r/tographic collaborations with communities of Mexican
Indigenous artisans and other textile workers. In other words, for me, seeking contact with
Mexican Indigenous artisans will signify the strengthening of my understanding of vernacular
crafts and, as such, the strengthening of my mestiza identity. In this way, potential collaborations
with Mexican Indigenous populations entail a willingness to learn from them. Similarly, in the
case of future work with immigrant populations in community educational contexts, a humble
attitude will help me to learn about the values that vernacular crafts from other cultures embody.

I am also certain that seeking such forms of educational experiences largely responds to my need
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to bring my practice outside of the academic realm and, in so doing, to infuse life into my

scholarship.

Introducing My Craft-Oriented Pedagogy

My focus on craft—-contemporary art brings together my experiences as a visual artist, a
textile designer, and more recently, a craft maker. This focus coincides with Manzanti’s (2011)
perspective on the craft as a connecting or fusing agent for contemporary creative visual/material
practices. I define craft—contemporary art as a hybrid creative practice that combines traditions of
the handmade (craft) with contemporary artistic processes and digital, often design-oriented,
technologies that facilitate the emergence of personal visual narratives. These narratives, in turn,
attest to the uniqueness of our identity. In this sense, I identify with P6llanen’s (2011) view of
the craft as “self-expression” or “cultural know-how” (p.122) that can help us achieve a better
understanding of our social/ecological surroundings and therefore help us become sensible to
cultural difference. In other words, craft—-contemporary art seen from an educational métissage
(Haesebe-Ludt, Chambers, & Leggo, 2009) perspective also aims to acknowledge the
relationship between craft maker and place (both global and local) as part of the process of
learning to see who we are. It is from this position of self-acceptance and self-confidence that we
will be able to better understand the Other.

To achieve this, I propose to acknowledge and engage with both the material and
practical dimensions of the craft. At a material level, I intend to approach craft objects from a
(post)colonial and material culture perspective. This means that the object itself can be treated as
a means for investigating cultural identity and exploring what it means to belong to communities

peripheral to the dominant or mainstream culture (Helland, Lemire, & Buis, 2014). In contrast,
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the “hands-on” aspect of the craft becomes the means through which we may develop a stronger
connection with our culture of origin while also finding ways of integrating ourselves into the
mainstream culture. In other words, as an artist, as a researcher and as a teacher, I see in craft
practice the potential for becoming relational. To further explain this idea, I want to refer back to
my own experience of engaging in a weaving praxis as a way to connect with Mexican
vernacular textile traditions from a position of displacement. Throughout this weaving practice, |
was constantly mediating between the geographies left behind and the learning experiences of
my present location. This metaphorical back and forth between my native culture and my current
home, led to a state of excess (or transformation) in my own art practice. My work no longer
incorporates contrasting colours, as it did when I arrived to Canada. But, at the same time, my
work now denotes a more in-depth understanding of the cultural significance of my weaving
practice. I now interpret the absence of colour in some of my works (e.g., the memory mappings)
as exposure to Canadian snow landscapes. I also interpret these transformations in my art
practice as a shift in my way of relying on my sensory experience to create and produce art. |
have come to an up-to-date reflection of my own visual and motor skills, or, put in a different
way, of my aesthetic sensibilities (Irwin, 2003b). At the same time, spending so much time
indoors during winter naturally leads me to heavily rely on electronic devices to communicate
with the outside world. This also had an impact on my studio practice, as I found new ways of
integrating digital imaging into my “hands-on” practice.

Craft—contemporary art as a pedagogical disposition that combines theory and practice or
touch (Springgay, 2004) is also a practice of becoming (Springgay et al., 2005). It is about
getting in touch with our core (through the craft object) and letting it guide us into freer ways of

relating to place. It is about finding creative ways of locating ourselves within the interstices of
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the local and the global. In this emerging pedagogy, engaging with life writing and/or oral
histories will support our self-reflective process. This includes interpreting the sociocultural
meanings conveyed by craft objects as well as the (self) knowledge gained through our
engagement with craft practices. Formal educational contexts more than community-oriented
activities may view writing as a more acceptable, even desirable practice. In community-oriented
activities, | envision a role for implementing technological alternatives (such as video or audio
recording) to document oral testimonies.

In the following sections, I introduce three pedagogical strategies that conform to this
craft-oriented relational pedagogy: life crafting, digital craft, and subversive cartography. These
strategies can be used independently or in combination, and can be adapted to meet the needs of

specific communities of inquiry.

Life crafting as a tool for community building. The term life crafting is inspired by
Jefferies’s (2011) analogy of the craft as narrative. She contends that craft and narrative are
similar in that they are inspired by everyday life and draw on memory as part of an ongoing
process or construction of the self. Life crafting, as pedagogical strategy, brings together craft (a
practice of touch) and life history as ways to underline the importance of letting others who
might be different from us to metaphorically touch and transform our lives (Springgay, 2004).
By doing this, I expect to foster habits of seeing through and beyond text and textile(ed) surfaces.
When I speak of surfaces, I am referring to socially constructed stereotypes of gender, ethnicity,
class, and nationality (Rogoff, 2000). For me, the invisible stands for the life experiences, family
influences, and cultural legacies that make us unique and, in turn, influence our emotional

responses to our surroundings. Learning to acknowledge and perhaps even see the invisible
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within the members of our learning communities will in turn nurture the empathy required to
develop positive ways of relating to each other. In my perspective, a community becomes a
social structure when its members assume active roles in promoting communal growth. This
implies the tacit understanding that shared goals or interests compensate for the potential
differences between members. Life crafting aims to ignite such positive attitudes by fostering an
interest in self-discovery and craft practice.

Life crafting as a pedagogical strategy has the potential of identifying latent passions,
interests, and talents in the process of designing lifelong learning projects as well as creating
social networks or communities that can actively support us in the process. To achieve this, |
propose the use of vernacular crafts as the basis for autobiographical (art)craft practices. I expect
this approach will allow us to get back in touch with our family and communal roots, with the
purpose of consciously integrating family-inherited creative (behaviours) practices into our
current learning communities. Counsellors Skott-Myhre, Weima, and Gibbs (2012)—who
engaged in auto-ethnographic studies as tools to improve their own counselling praxis—contend
that understanding how the cultural factor interferes within family relations may provide insights
into the ways in which we conduct ourselves within larger social contexts. I want to examine this
idea through the lens of the informal and intergenerational passing along of traditions and
(aesthetic) creative behaviours. As seen in my self-study, and particularly my memory work with
family photographs, I was able to see that my father’s introduction of the petate in my household
and my mother’s buying of traditional Indigenous garments for me and herself fostered my
affinity for textile mediums. Grandmother Estela’s habit of sewing traditional garments for my
mother, and later for my cousins and me was also an important influence. The combination of

my mother’s and grandmother’s actions shows me the strong gender component that
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characterizes Mexican vernacular textile traditions. And most important, I now see how the
gender component of my research materialized in my own life experience. Furthermore, adopting
fibres as my main medium of inquiry within my artistic and academic praxis has largely
determined the communities that I have worked with as a professional, and will continue to do
SO.

I intend to create (third) learning spaces in which members of a learning community are
able to identify similarly significant experiences with their (our) own family history. We will
consciously draw on these elicitations in order to support learners’ personal/creative/professional
growth. Such transformations (or excess) will also be framed and supported by each member of
the learning community seeing him or herself reflected in community members’ responses to his
or her works. It is through such reflections that we will be able to generate empathic connections
(Hasebe-Ludt et al., 2009). In life crafting as a pedagogical site, individuals will be mutually
empowered by the communal acknowledgement of life experiences, cultural difference, and
creative talents.

My life crafting approach shares similarities with Szabad-Smyth’s (2005) use of objects
as means to reconnect with past life experiences and as the starting point of autobiographical art.
The difference between her approach and mine is that [ am proposing to use vernacular crafts
and to seek craft-based approaches to autobiographical art. Throughout my (post)colonial life
writing(crafting) practice, engaging with the handmade has allowed me to develop a sense of
ownership or being in control of my creative project. This sense of agency takes me back to the
standard definition of craft discussed in Chapter 3 that states that the craft is “an activity that
involves making something in a skilful way by using your hands” (Merriam-Webster Online

Dictionary). 1 contend that other aspects of our lives may contain echoes of such skills. For
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example, the act of weaving has revealed as a spiritual means of connecting with my Indigenous

roots (Figure 52).

Figure 52. White is Not Neutral. Work in progress: wall piece
made of white and transparent ribbons (70" x 98”).
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White is Not Neutral is a work in progress in which I create a metaphor of the white areas
of Indigenous colonial blouses (amongst them the Nahua blouse) to the “white” or Western
culture that established itself in México since the colony. In order for Indigenous women to
become part of this new system, it was necessary for them to change some of their dressing
traditions including covering their torsos (Pomar, 2005; Zavala Alonso, 2014). Weaving became

a personal ritual in which I became acquainted with the “whiteness" of this colonial garment

(Sahagun, 2014) (Figures 53 and 54).

Figure 53. White is Not Neutral (detail # 1).
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Figure 54. White is Not Neutral (detail # 2).

In this ongoing project, the white references the Spanish colonial history as a silencer
whereas weaving references ancestral Indigenous traditions. As discussed elsewhere as a
mestiza, both forces exist within me. However, as [ weave, I realize that Indigenous women
artisans did not succumb to the colonial power. They wove and embroidered their blouses in
accordance with Indigenous traditions, expressing a profound experience of the land and of the
landscape. The motifs depicted on the Nahua blouse (flowers and birds) as well as other colonial
blouses are signs of resistance. It is now time for me to embrace this heritage (Sahagun, 2014).
Weaving allowed me to understand that traditions of the handmade are means for transmitting
familial and cultural identity. From this perspective, further developing manual skills through my
studio practice has provided me with a self-confidence that has supported my socialization

activities, as I found pride in talking about Mexican vernacular traditions and my own
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engagement with weaving.

In addition, engaging with labour-intensive projects such as weaving, stitching, or
assembling provided me with time for introspection and to examine my life. It has also given me
the possibility of redirecting my future professional praxis, that is, engaging with craft—
contemporary art as a form of excess has also given me the possibility of “re-imag[ing] [myself]
into being” (Springgay et al., 2005, p. 907). The visual outcome of my craft practice does not
resemble the original traditional techniques of the vernacular textiles that I was working with;
instead the visual outcome is reflective of my life history. Similarly, this life crafting pedagogy

aims to foster aesthetic expressions reflective of students’ personal visions and experiences.

Digital-craft as a third space for memory work. Contemporary theorizations depict
craft as a practice lingering in the interstices between innovation and tradition, manual skill and
intellectual capacity, or mechanical repetition and uniqueness (Stevens, 2011). This going back
and forth between centre and periphery confers upon the craft a huge potential for initiating
critical, political, and controversial social dialogues. Amongst the many manifestations of such
contemporary critical and creative practices, there is digital-craft. I define digital-craft as a
learning experience that enhances cognitive skills through the exercise of memory. This third
space may involve combining craft practice with digital technologies with a design (Zoran &
Buechley, 2013) or a fine arts (Treadaway, 2009) orientation. In my case, digital-craft has
provided a third space for the pursuit of a (post)colonial autobiographical inquiry. I have used
digital-craft to visually communicate memories or stories while also incorporating a critical
dimension to my work. For example, I used digital Google Maps to recreate memories of

activities made with family members in the Coyoacan neighbourhood as well as other locations
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within Central México. Revisiting places and tracing routes through satellite imaging helped me
to remember specific details. Then, by making alterations through weaving out or stitching on
my digitally rendered maps, I metaphorically ruptured the power-based relations represented by
white-mestizaje. Engaging with digital-craft as a hybrid creative practice, also gave me the
possibility to observe and to contrast the differences between working directly with materials to
those when working with digital media. Digital technologies demand much more visualization
work whereas the craft largely relies on touch. Brought together, they offered me a more
complex learning experience.

I approached digital photography, video, and stop motion as means through which I could
externalize my memories and visually tell my stories. Weaving, stitching, assembling, and
collaging in turn, allowed me to navigate emotions associated with such narratives, and, through
this, to come to key aesthetic decisions. For example, the animated collage entitled Coyacdn
(Figure 55) is a visual narrative, or an alternative form of mapping (Springgay, 2007), put
together through using printouts of photographs of my former childhood neighbourhood to create
an ever-changing collage. As I cut, paste, and add elements to my miniature composite (2.5 x 3.5
in), I progressively address emotional responses that emerged when I revisited the Coyoacan
plaza on December 2011 (Sahagun, 2013). Each alteration made to my Coyoacan collage is
scanned and later on used to create a visual sequence. In my animated collage, I juxtapose
interior and exterior sites of Coyoacan with expressions of Mexican popular cultures (Garcia
Canclini, 1993) text and sound. The combination of elements helps me to provide (in)sights into
my current vision of this urban (post)colonial Mexican public site. My vision merges nostalgia
for my childhood years with concern for the reports of the increasing violence taking within

Mexican public spaces since the start of the Drug War in 2006 (Grayson, 2010).
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Figure 55. oyoaccin. Still image of a stop motion animation (durt 0 . | Imin and 2 s)
published in the first issue of Voke. Copyright 2013 by Verdnica Sahagtin. Full
animation available at http://www.vokeart.org/?p=343&spoke=1

As I further analyze my creative process, I understand that this relatively easy fusion of
apparently very different technical procedures unfolded naturally for me due to craft and digital
mediums also sharing similar traits. McCullough (2010) claims that both craft and digital
imaging entail the use of some form of technology and the need to develop haptic (and I would
add synesthetic) skills in order to master such technology. Throughout the “hands on” aspect of
my memory work, I invested long periods of time changing or improving technical aspects
related to both my handmade and digital work. This leads me to ponder on the connection

between making and remembering within an overall learning experience. Jones (2007) argues
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that “due to our finite ability to mentally store memories, human societies have produced a series
of devices for storing memory in an extrabodily form” (p. 1). Such devices, according to this
author, range from clay and rock tablets to computers. In other words, the learning takes place
through the process of engaging mind and body in the creation of remembrance mechanisms.
From this perspective, handmade objects and digital technologies can be seen as gateways into
other peoples’ learning experiences. Digital-craft is a hybrid expression of this human impulse of
learning to make things (aesthetic objects this case) while also preserving and sharing the
learning experience.

Coming to a digital-craft practice also requires us to acknowledge that each medium
demands a different kind of corporeal engagement. In the case of craft objects, Johnson (1997)
emphasizes that they are “made of a sense of touch, and invite a tactile response” (p. 293). Seen
from a learning-oriented perspective, touch-based interactions with materials and tools, in turn,
nurture and inform the subsequent decisions in a creative project (Treadaway, 2009). Our ability
to step back and transform the object after a decision is made is limited by the physical qualities
of the medium itself; we may want to try different techniques, but the materials will respond
better to one in particular. For instance, because I decided that Memory Circuits would be made
by weaving printed-out strips of paper, I could use only the most basic or “plain” weaving
pattern to keep the pieces of paper in place. This pattern involves alternating one strand in the
warp with one strand in the weft. If I had produced these maps using threads in a standard
weaving loom, I could have alternated larger groups of strands in the warp with my weft passes.
Using tapestry techniques or a Jacquard loom would have also given me the possibility of
creating maps with more defined shapes. Yet I chose paper weaving because the paper’s

sturdiness resembled the material qualities of the dry leaves used to weave the petate. I also went
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with paper weaving because I could achieve a “blurred” effect that emphasized the fuzzy quality
of memory itself. In this way, when I share the finished pieces, viewers can appreciate the end
result and yet somehow infer the steps taken to get there. In contrast, Treadaway (2009) focuses
on how digital imaging allows us, at once, to document thinking patterns or our creative process
in great detail and to revisit previous stages and modify them without losing their original form
or an original idea. Applied to my own experience when using digital imaging, stop motion
animation sequencing, and video editing software, I found that reverting images or footage to
their original state was relatively easy. Even if technical problems prevent us from reverting, we
can always return to backup copies of the original materials. This flexibility makes room for the
creation of multiple versions of a story.

I identify in the merging of craft practice and digital technologies a parallel with my
metaphorical weaving of my cultural identity. Craft practice for me represents the influences
coming from Mexican rural/Indigenous cultures (the Mexican local) whereas the digital stands
for the life experiences held in two different urban/global locations: México City and Montréal.
Similarly, the vast array of potential technical and technological combinations offered by craft
and digital technologies metaphorically represent the infinite number of existing (post)colonial
and global hybrid identities. A particularly illuminating example of this is the Mohawk artist
Alan Michelson’s Third Bank of the River (2009) (see Morris, 2011), a piece in which the
combination of ceramics and digital photograph surprised me and, in turn, informed and inspired
both my artist and educator perspectives and my ongoing a/r/tographic inquiry. Michelson uses
digitally altered photographs of the St. Lawrence River imprinted in individual ceramic panels.
By placing individual photographic panels next to each other, he creates a large-scale wall piece

that provides a panoramic (and contemporary) view of the river itself while at the same time
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referencing the Two Row Wampum belt. This belt is known as a symbol of the welcoming of
European peoples into Mohawk lands (Faden, 2003). By integrating the Two Row Wampum belt
reference into a digital-craft project, Michelson is bringing Mohawk ancestral values forward in
a way that is compatible with contemporary visual languages. He is asserting his identity as a
member of the Mohawk community, while also making a political commentary. I interpret this
piece as being a critique of Western ambition for land possession as reflected in the national
frontiers (Canada—United States) that divide the Mohawk Nation at Akwesasne. Perhaps the
difference between Michelson’s position and mine is our individual locations in relation to
Indigenous communities. Because he directly identifies as a Mohawk, he is comfortable
incorporating the visual reference to the Two Row Wampum belt. In contrast, as a Mexican
mestiza raised outside the Nahtia communities, I do not feel that I have the right to incorporate
Nahua symbols into my digital craft practice. The closest that I will get to working with Nahua
symbols is in my memory mapping inspired by the Nahua blouse. And even in this piece, | make
sure to reference flowers in general and not the embroidered floral motifs of the blouse itself.
What we do have in common, however, is our use of digital craft to merge tradition and
innovation in mappings of the self and to establish a connection to place. This piece serves as an
appropriate transition to the last component of this emerging craft-oriented pedagogy. In the next
section, I discuss a shift in my view of what can be achieved through mapping as a resource for

identity construction and defining our relationship to place.

Subversive cartography as a practice of resistance. Subversive cartography stems

from my experiences with artistic map making. Building on feminist geographies, I developed

memory mappings (or Mestiza fibre works) by drawing on my bodily (or emotional) responses to
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place rather than patriarchal social/institutional versions of what a place represents (Nelson &
Seagar, 2005). The (post)colonial dimension of my work emerges when I acknowledge that the
politics of (my) location (Rogoff, 2000) as a middle-class white (in appearance) mestiza,
according to Mexican standards, also affects spatial experiences (Blunt & Rose, 1996). As a
result, coming to a subversive cartographic practice also meant becoming conscious of what
those emotions told me about place. The step that followed was to create via my studio work a
critique of pre-established ways of relating to such locations. Revisiting memories of the
countryside made it clear that Mexican natural landscapes represent for me a space for
(re)encounter with the self and with Indigenous knowledge. This perspective generally
contradicts Western perspectives on the countryside as an empty uncivilized space (Shaw et al.,
2006). Indigenous ways do not see the relationship to native lands as one of ownership.
Indigenous relationships are established by learning to be with and to listen to the land (Shaw et
al., 2006). For me, going back to nature is a way to (re)centre. Listening to the sounds of nature
makes space for my inner voice to manifest itself. Exposure to the colours, textures, and smells
of nature gives me ideas for future creative works. It is by paying attention to my own aesthetic
experiences in nature that [ have come to realize that the Nahua textiles, which form the basis of
my studio work, are also manifestations of such kinds of learning experiences.

In a Western colonial (or imperialist) mindset, mapping is about claiming ownership and
setting clear territorial boundaries (Ackerman, 2009), which in turn contribute to the creation of
hierarchical (class/ethnic-based) social systems. Seen from a global perspective, Mexican
citizens are not considered desirable within North American geographies; Mexicans are the only
North Americans who require a visa to visit the other two North American countries. Similarly,

within the internal geographies of each of these countries, urban spaces—excluding the working-
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class and immigrant ghetto areas—mostly belong to the elites, whereas Indigenous peoples tend
to remain within clearly delimited locations both in the cities as well as in the countryside.
Subversive cartography is meant to question and to rupture such kinds of social boundaries as
well as preconceived ideas of what is a relevant learning experience. As I see it, the dichotomy
of formal-informal education is another way of establishing the superiority of Western ways of
producing knowledge in relation to indigenous or vernacular ways. Put in a different way, formal
education stands for serious or rigorous ways of producing knowledge, whereas informal
education represents more intuitive learning processes. By moving between both realms, my
subversive cartography seeks to bring forward vernacular ways of producing knowledge to
recuperate aspects of identity that might have been neglected or denied.

The merging of craft practices such as weaving and stitching with mapping for me
represented bringing Indigenous female legacies into a dialogue with the Western patriarchal
values that have influenced my gendered experiences in Mexican society. This fusion of
apparently irreconcilable sensibilities allowed me to sort through the conflicted emotions raised
by Mexican (historical) colonial plazas. These spaces take me back to positive familial
memories, but are also representative of the racialization that still prevails within contemporary
Mexican society. Crafting as mapping has helped me to accept such contradictions as being part
of my identity while also externalizing my emotional responses to these public spaces.
Subversive cartography as crafting allowed me to generate alternative readings of space with the
purpose of questioning, or even nullifying the surveillance function of maps by making maps
that are impossible to read. In this way, I envision subversive cartography as an opening for
voicing out experiences of displacement and of further personal decolonization. Displacement

may refer to Indigenous peoples being racialized within public Western (post)colonial public
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spaces and/or institutions. It may also take shape in the form of immigrant populations being

stereotyped or marginalized.

The digital-craft piece titled Mindscape (Figure 56) is another example of subversive
cartography in which I create a symbolic representation of place through the use of formal
elements associated to Minimalism (multiple geometrical modules and a scheme of greys) to a
depiction of a Mexican landscape. In Mindscape 1 deliberately incorporate a minimal amount of
landscape imagery as a way to respond to the stereotypical renderings of Mexican landscapes
and peoples propagated by American visual culture (Speedy Gonzélez being a salient example)
in which Mexican Indigenous peoples are portrayed sleeping under the shadow of a Saguaro
cactus, a species that grows in the northern desert of Sonora and Arizona. This subversive
mestiza mapping combines my family history with practices learned in the Mexican countryside
that constitute a form of living inquiry. Through this piece, I deliberately go back to the Texcoco
Sierra landscapes of my early childhood memories (Figures 57, 58, and 59). The cactus that I am
presenting here is the cactus known as nopal or nopalli (Barros & Buenrostro, 2010), a Nahtia
word still used in Mexican society to refer to the prickly pear cactus. The nopal is most
characteristic of the Central México Sierras (including Texcoco and Puebla), the natural
landscapes that I was exposed to throughout my childhood and early adult years. Sights of
nopaleras (cactus plantations) permeate my memories of walking in the Texcoco Sierra with my
father. I never saw a mestizo or an Indigenous person sleeping under the shadows of a nopal.
Indeed, I would not recommend doing so, as the nopales and the species of small cacti that
usually grow nearby are covered with thorns. Instead, I have plenty of memories of countrymen
and women carefully separating the nopal from its fruit, the prickly pear, also known as tuna

(Spanish) or xoconochtli (Nahuatl) (Barros & Buenrostro, 2010), so that people may eat them.
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Figure 56. Mindscape (2013). Digital-collage Polyptych (9 cards of 5 x 7 in).
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Figure 57. Texcoco Sierra I (2011). Photograph retrieved from Verdnica Sahagin’s archives.
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Figure 58. Texcoco Sierra Il (2011). Photograph retrieved from Verdnica
Sahagtn’s archives.

Figure 59. Texcoco Sierra Il (2011). Photograph retrieved from Verdnica
Sahagin’s archives.
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I also associate this culinary tradition with family stories. My mother and my aunt have
told me that my grandfather Rafael shared memories with them of how part of his survival
during Revolutionary times was due to him cutting out nopales from the nopaleras. Grandfather
Rafael would bring the nopales to the women making tortillas in the market places; he would ask

them to grill the nopales for him and sell him some tortillas. He recalled the feeling of

satisfaction after having eaten a nopal taco with a pinch of salt and a sip of fresh water.

Figure 60. Nopales Stand in the Texcoco Market (2011). Photograph published in the first issue
of Voke. Copyright 2013 by Verdnica Sahagun.

Mindscape is a way to honour this indigenous Mexican plant, and, by doing so, to remind

myself of my family’s roots. The nopal literally supported the survival of my maternal
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Grandfather (and family) during times of extreme social hardship and violence. Thanks to
intergenerational efforts, I do not need to rely on the nopal for my physical survival in this
similarly conflicted time in the history of México (the Drug War), making the nopal a symbol of
excess in my cartographic mapping of my journey. Instead, my family’s efforts have provided
me with a new toolkit for survival outside of México: the possibility of developing a
transnational scholarship, the nopal of my life today. In this state of displacement, the nopal
becomes a symbol of (family) strength that guides my way in this ongoing quest to design a
peaceful and dignified living situation.

Springgay et al. (2005) refer to bodily secretions—excrement or blood—to suggest that
excess is an expression of the grotesque, the sublime, or the difficult in our living inquiry. Excess
implies a sort of transmutation of what is against us into a positive way of looking at things. In
Mindscape (Figure 60), pins as metaphors for the nopal’s thorns—or the nopal’s excess—are
projected into space as a way to assert my commitment to support vernacular textile traditions
and craft practices through my mestiza scholarship. This metaphor is also my way to
acknowledge that the hardships or battles held in northern lands are finally bearing fruit. The
nopal’s thorns (pins) are suspended in space, but the blowing wind will disseminate them into
varied directions: the new and (un)expected directions of a/r/tographic paths of inquiry.

During the conceptualization of these three pedagogical strategies, I become aware of the
potential contradictions that I might face when putting these a/r/tographically informed ways of
working in action. On the one hand, I have decided to treat my pedagogical strategies as
frameworks that can be further developed rather than fixed practices. On the other hand, I
acknowledge the there is the possibility that the craft-oriented pedagogy proposed here does not

meet the needs of all the educational landscapes that I have envisioned. To what extent then do
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these three strategies fall within traditional styles of teaching in which the educator arrives with a
socially informed curriculum? The only way to identify the successful and the not-so-successful
traits of this emerging pedagogical approach is to put it into practice. It is now time to for me to
open up spaces for Others to join me in this lifelong project of bringing (or weaving) cultural and

geographical differences closer to each other.

Figure 61. Mindscape (card 1).

To Close the Weave
Thinking about my overall educational experience in Canada, I believe that the most
valuable lesson learned was to lose the fear of remaining in silence and solitude in order to see

myself. This according to Irwin (1999) is a valuable practice for educators. For Irwin, this is an
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act of bravery that will open up the possibility of empathizing with other members of our
educational communities. To come to this point, I had to unblock difficult memories, review my
family history as well as my relationship to specific family members and to Mexican sites.
Learning to see myself meant finally bringing the connection between my studio practice and my
teaching abilities to the surface. Adding a new depth to my studio practice, through using
Mexican vernacular textile traditions, also opened the door for me to access new areas of
knowledge. I now can see myself pursuing research in areas such as cultural and women’s
studies. Most important, I now see that going through this metaphorical fire was the last step to
achieving maturity as an educator. Doing this extensive inquiry on my cultural identity and
hybridity, gave me the emotional grounding for me to want to open up the scope of my research,
and through this, attend to the realities of Others who might be experiencing similar or even
worse experiences of cultural displacement. In other words, learning to see myself has expanded
my vision and I now feel ready to see beyond myself.

I want to refer to Carlos Castaneda’s Fuego Interno / the Fire from Within (1984/1991) to
further explain what I mean by ‘seeing beyond myself’. In this book, Castaneda shares some of
the teachings of a Mexican Indigenous shaman known as Don Juan. During his extensive
interaction with Don Juan, Castaneda is introduced to the path of the warriors who pursue true
knowledge. The ultimate goal within this path is to become a seer in the broad sense. For Don
Juan, a seer is someone who acts not only with his own interests in mind; he or she acts in order
that other more intuitive, perceptual mechanisms (beyond sight) are activated. For the warrior
who wants to achieve this, and thus become a seer, says Don Juan, it is necessary to let go of
self-importance, or our ego, because this makes us lose sight of the things that really matter. In

other words, for Don Juan, being concerned with what others may think of us delays our own
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journey. In my case, letting go involved learning to tame the fear of being hurt as I opened
myself, allowing others to review my life history. Taking this risk gives me a clearer vision of
who I am. As a result, [ now know that criticism cannot really hurt me. In a way, identifying
myself as a mestiza a/r/tographer when I also have the possibility of identifying myself as white
1s a means to challenging my own self-importance as I am deliberately making myself vulnerable
to criticisms in the future. But, identifying myself as a mestiza a/r/tographer is also a way to also
redirect my path, in a direction that is true to my heart.

Don Juan teaches Castaneda that letting go of one's self-importance is probably the most
difficult challenge to overcome because it entails daily practice and is present in all our personal
interactions. This is why Don Juan also defines a seer as a warrior who has been impeccable. For
Don Juan, impeccability is not about not having feelings. On the contrary, it is about
acknowledging those feelings and using them constructively, rather than just being reactive.
Castaneda describes how important these feelings are for growing as a warrior of true
knowledge: “Don Juan once told me that without sorrow and longing one is not complete,
because without them, there is no sobriety and no kindness. He used to say that wisdom without
gentleness and knowledge without sobriety are useless”"” (Castaneda, 1984/1991, p. 3).

In this way, a parameter for me to know how successful my mestiza relational practice
has been will be to see how much I have relied on kindness and sobriety in my a/r/tographic
interactions. It is now clear that in order to achieve the egalitarian relations within my
educational practice, I will have to keep my self-importance in check. A way to do this will be to
remind myself that feelings of being hurt or sadness are part of what make me human, and that I
can always learn something from them. Instead, I will see these feelings as openings that may

show me something new about myself. In other words, I now prepare myself to enter the spiral

5 Translated from the orignal text in Spanish by Verénica Sahagun.
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of a/r/tographic living inquiry again. The difference this time is that my aesthetic compass will

be finely tuned, as the tool of impeccability will complement it.
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Postlude: Contemplating Future Directions

As I think of methodological tools that might support my plan of creating educational
spaces in which cultural difference is acknowledged—particularly within informal contexts of
education—two tools seem to naturally fit my pedagogical design: participatory art and
a/r/tographic action research. I will offer a brief discussion of the contemporary debates on
participatory art and then move on to a discussion of the qualities of a/r/tographic action research
and why I am starting to envision the latter as a suitable option for my educational research
activities.

The notion of participatory art has become increasingly popular in the realm of
community art education. Many of these practices have been informed by Bourriaud’s (2002)
seminal text Relational Aesthetics. This author theorizes the role of the artist as social activist by
encouraging viewers to participate in the execution of the piece itself. Bourriaud’s work
triggered artists’ and theorists’ extensive exploration of participatory art practices throughout the
last decade. As a result, critiques of participatory art have also emerged. Authors like Wilsher
(2012) and Clements (2011) criticize contemporary participatory art projects that stage an
activity or provide instructions for making an artwork. For Wilsher, this is a “tokenistic”
approach in which an idea is represented but the original goal of participatory art is lost. In
participatory art, the ideal pursuit is to involve the public in a creative process and to ‘co-author’
the art piece. Clements asserts that the politics (or ethics) of the implementation of such kinds of
projects are questionable. From his perspective, a tokenistic approach translates into participants
being asked to align their creativity (and perspective) with the artist’s point of view. In order to
reverse this situation, says Clements, the artist needs to learn to cede control to the participants

so that it is them who define the direction of the artistic project. In my view, when this happens,
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the individual identity of the artist becomes integrated into (not to say replaced by) a communal
identity.

From a research point of view, Clements’ suggestions align with arts-based participatory
action research, or in my case, a/r/tographic action research. A/r/tographic action research is
about embracing what Irwin et al. (2006), refer to as a “methodology of situations” (p. 70). This
relational a/r/tographic methodology is built through collaboration with Others and through
paying attention to the unique circumstances that characterize a learning (and creative)
experience and the place framing this experience (Irwin et al. 2006). This conception, suggests
that the adoption of a/r/tographic action research will support my process embracing with
relational ethics (Springgay, 2008). Furthermore, taking the route of a/r/tographic action research
would symbolically signify me being ready to make a new shift in my scholarship; it will provide
me with up-to-date reflections of my social skills as an artist/teacher/researcher. In addition,
potential a/r/tographic action research projects could benefit from a review of Deborah Barndt’s
research. This author has extensively explored and implemented arts-based action research
methodologies to develop social research. More important, this author concentrates on a series of
topics that I consider to be essential to my future educational research practices: multiculturalism
(Barndt, 2011), art and activism (Barndt, 2006), the Mexican location (as minor) in relation to
North American geographies (Barndt, 2008) as well as gender and migration (Barndt, 1982).

As I contemplate the possibility of implementing a/r/tographic action research into my
future scholarship, two questions emerge: If I cede control to my future co-learners, how do I
make room for my own aesthetic interests? Can I develop criteria for choosing when to engage

with participatory art and when to work with a/r/tographic action research?
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With the purpose of taking a step towards answering these questions, I have conceived
three potential a/r/tographic projects. Each of these projects contemplates working with different
populations: immigrant communities, Mexican Indigenous communities, and Mexican women
(of Indigenous and mestiza origins) who work in the apparel industry. The first project will
involve a combination of a studio work and participatory art. It will be directed to immigrant
populations living within cosmopolitan cities such as Montréal. The second project will have a
community art education component and will incorporate a/r/tographic action research; I will
seek a collaboration with a community of Mexican Indigenous women textile artisans. The third
will also integrate an a/r/tographic action research orientation. My objective will be to find the
appropriate means to document and disseminate the experiences of Mexican textile workers as a

form of academic activism. In the following sections, I provide brief descriptions of the projects.

Virtual Tiles as Narratives of Migration in Public Space

This studio-art project, integrates my three pedagogical strategies. It is conceived as an
intervention project with the purpose of creating dialogues between immigrant communities and
the public space. My project’s general design borrows from my experiences in in creating the
piece titled Shifting Territories (2014) introduced in Chapter 2. As previously mentioned,
Shifting Territories is a virtual tile (a stop-motion animation piece) inspired by Mexican colonial
tile traditions as a way to make my presence visible within Montréal’s public life. Having
experimented with this approach, this visibility was achieved by projecting my tile onto the
street-facing windows of my house. A first step in bringing forward this project will be for me to
(re)visit, and to achieve more depth in this aesthetic inquiry. Once I have achieved this, I will be

in a better position to work on the participatory application of this project.
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For the creation of my subsequent virtual tiles, I will draw on the aesthetics of another
Mexican popular art known as ex voto. Rizzi Salvatori (2010) generally describes ex votos in the
following manner: “The Latin term ex voto (short for ex voto suscepto, “from the vow made”)
designates a Catholic votive offering placed in a church or shrine in thanksgiving for a miracle
received” (p. 28). She goes on to explain that Catholic ex votos may consist of miniature
sculptural objects referencing body parts (hearts, arms, torsos, or legs) or paintings that describe
the miracle granted. Mexican pictorial representations of a miracle granted are known as
retablos. These pictorial representations incorporate a tragic scene and are complemented by a
textual element, a narrative (usually located at the bottom) that describes the way in which the
miracle took place (Fraser Gifford, 2000). This tradition was introduced in México early in the
colonial period. Fraser Gifford (2000) claims that it was even used as a tool for Catholic
indoctrination. However, the retablos tradition has continued to evolve. Indeed, in the colonial
period, claims Rizzi Salvatori (2010) retablo paintings transitioned from being a European
tradition to being practice widely disseminated amongst mestizo and Indigenous craftsmen. In
other words, retablo paintings progressively became part of contemporary Mexican popular
cultures through appropriations of both Mexican folk art and contemporary fine arts (Rizzi
Salvatori, 2010) particularly throughout the twentieth century. In this way, ex votos have also
acquired new forms, such as photographs, small souvenir reproductions, assemblages, and
embroideries by rural women (Rizzi Salvatori, 2010; Bartra, 2011), and have appeared in the
paintings of modern and contemporary Mexican artists including Frida Kahlo (1932) (see Castro-
Sethness, 2004/2005), Julio Galan (1985) (see Galan and Pitol, 2008) and Betsabe¢ Romero
(2001) (see Perrée, 2012). Following this tradition, my own appropriation of this traditional art

would support a practice of subversive cartography as I (and Others) make my (Their) narratives
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(or experiences) of migration visible within a cosmopolitan urban context.

I foresee my virtual tiles developing in a direction similar to that of one of the most
salient contemporary versions of ex votos, produced by Mexican immigrants crossing the United
States—Mexico border (Duran & Massey 2000; Caruso & Caruso, 2006). But my tiles will also
contain an element of hybridity due to my use of digital craft. The video clip titled Corazon
Sangrante / Bleeding Heart (posted online on YouTube), produced by the video artist Minerva
Cuevas in collaboration with the cabaret and performance artist Astrid Hadad, provides insights
into the aesthetic production that I intend to achieve. Gutierrez (2001) states that Corazon
Sangrante 1s a feminist fusion of the ex voto and the bolero tradition (a genre of popular
romantic music in Mexico) with digital media. In the video, Astrid Hadad appears singing a
bolero she composed, which shares its name with the clip. A digitally generated backdrop that
changes constantly frames Haddad’s performance. This backdrop fuses widely spread images of
the Mexican countryside (incorporating cacti and hills) with urban locations. In particular, it
references fine arts institutions such as the Casa del Lago in Chapultepec Garden in México City
(Gutierrez, 2001). As the video evolves, so do Hadad’s characterizations, all of them grounded in
the pictorial aesthetics of the traditional retablo. She appropriates both Mexican Spanish and pre-
Hispanic archetypical figures as she asks questions about love and how to cure a broken heart.
As I see it, this piece is an allegory of Mexican identity that questions contemporary Mexican
patriarchy. As part of my a/r/tographic praxis, my virtual tiles also take on a feminist perspective
as I ask questions about love within contemporary global contexts. I will offer insights into
personal narratives of migration revolving around romantic (dis)encounters and heartbreaks
produced by cultural difference.

The participatory art component of this project will mostly be grounded in the strategy of
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subversive cartography. I intend to leave open the direction participants can take: will they see in
the tiles their country’s vernacular tiles or simply early expressions of public signage. I will
invite participants to produce their own version of a street sign as a way to locate themselves
within the new cultural landscape that they inhabit. The narratives inspiring the virtual tiles will
be entirely grounded in participants’ own experiences of migration. My role will be to support
the process of creating personal narratives as well as providing technical support for the actual
production of the virtual tiles. The last step will be to support participants in the process of
making their intervention (projection) in public space. The interventions will be documented for
the future dissemination of the project, whether for catalogues or to seek out new exhibition

spaces.

Collaboration as a Fusion of Tradition and Innovation

This project entails using a/r/tographic action research techniques in order to collaborate
with a community of Indigenous women artisans. I will seek contact with a community
interested in making transformations to their textile works for commercialization purposes but
who are also mindful of preserving their cultural identity. Some of the problems faced by
Indigenous artisans within contemporary global market include the appropriation of Indigenous
aesthetics by transnational companies, or even by other communities of Indigenous artisans
(Dessai, 2005; Helland et al., 2014), and unfair remuneration of Indigenous artisans’ work.
Taking this into consideration, the question that emerges for me is: How to support Indigenous
women artisans so that they are able to protect their work and feel satisfied for having received
acknowledgement and fair pay for it?

Within the last decade, there has been a movement worldwide that seeks developing
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sustainable design projects that incorporate vernacular traditions. In México, I have identified
two of such projects. The textile collective El Gato con los Pies de Trapo, which is located in the
highlands of the state of Chiapas and is composed of a group of fourteen Chamula and
Zinancatecas female artisans and one mestiza designer and communicator (E/ Gato con los Pies
de Trapo Blogspot). This collective produces embroidered fabric shoes that are sold locally and
on-line. These shoes also incorporate such long hours of manual work that it is common that they
work by commission. In their blogspot they emphasize the importance of taking decisions as a
community. Their main objective is to prevent that hand made embroidery from being entirely
replaced by machine embroidery, and in so doing, generate sources of income for Indigenous
women (El Gato con los Pies de Trapo Blogspot).

Another example is the Oax-i-fornia project in Oaxaca City. This initiative was
conceived by designer Raul Cabra; it is a summer exchange project made in collaboration with
the California College of the Arts. This project’s main goal is described in Oax-i-fornia’s
website: “to broaden creative opportunities for local artisans through multidisciplinary and
collaborative work with other professionals in visual and creative fields. The project aims to
provide longevity to ancestral traditions in contemporary world markets” (Oax-i-fornia, Who We
Are Section, para. 2). Both projects are examples of hybrid identity formation characterizing the
contemporary global society. These kinds of collaborations are also in search of developing more
egalitarian relationships between those who have been marginalized and those who have had a
more advantaged life. Artists and designers who have been trained within the realm of Western
culture provide tools for navigating the contemporary global market; whereas artisans who have
been trained within vernacular, communal, and familial contexts share the ancestral values

embodied by the actual “hands on” aspect of craft making.
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In my experience as facilitator of such kinds of exchanges, I have come to realize the
importance of a clear objective, as the two previously discussed examples have shown. This
clarity will prevent designers and visual artists from unconsciously taking a more dominant role.
During my experience as a facilitator of a collaborative project — taking place in the Museo
Textil de Oaxaca (http://www.museotextildeoaxaca.org.mx/) in 2010 —in which Mexican artists,
artisans, and designers worked together to create a textile collage. Throughout the process, I
noticed that Indigenous artisans tended to be reserved, whereas designers and visual artists
tended to be outspoken. As a way to build trust and to produce a space that feels safe for
Indigenous artisans to express their opinions, I foresee the introduction of a preparatory stage in
the collaborative project. In this stage, I will familiarize myself with the community and their
textile practices as well as how they operate within the spaces of commercialization in which
they work. Knowledge of the latter will provide me with a better understanding of the power-
based dynamics that might affect the commercialization of Indigenous artisans’ works. The
second stage will involve asking Indigenous women artisans about their needs, aspirations, and
dreams as the starting point for our collaborative design of a creative project. The final stage will
involve seeking out new strategies for the dissemination and commercialization of the

community’s work.

Body Politics, Textile Labour, and the Global Economy

This case study will draw on feminist views of the body (Drew, 2009) and identity
politics (Nicholson, 2013), on a postcolonial theory seen from a fibre arts perspective (Jefferies,
2007), and on sociological studies of working-class migration. The purpose will be to generate

reflections on the participation of México, Canada, and the United States, as global trade
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partners, in the creation of social inequalities that impoverish the lives of Mexican textile
workers. This case study will take place on Mexico’s northern border and will be implemented
through a/r/tographic action research methodologies. The case study’s purpose is to create
openings so that Mexican textile workers can communicate their experiences of the apparel
industry and their views on Mexican vernacular textile traditions. Spivak’s (1999/2012) critique
of hybrid global culture describes how industrialization processes in Bangladesh have
progressively weakened local traditions of handmade textiles. I contend that something similar
might be happening in North America. As documented by a series of authors throughout more
than a decade, the post-NAFTA development of the apparel industry on the northern border of
México has attracted numerous young Indigenous women and mestizas in search of work
(Canales, 2002; Quintero Ramirez, 2009). My project aims to identify who amongst these
working-class women might have previously dedicated themselves to traditional handmade
Indigenous practices in their local communities. In this way, my research project’s main
questions include: What is the meaning of working in a textile industry for women who once
formed part of vernacular textile traditions as textile makers? And, how can I as a mestiza
a/r/tographer create third spaces for textile workers to communicate and to accomplish the
dreams that motivated them to leave their communities?

It is common knowledge that, parallel to the industrialization of this area, a large number
of women have been murdered. The feminist filmmaker Lourdes Portillo’s Seriorita Extraviada
(1993) is a documentary film on the feminicide that began in Ciudad Juarez, Sonora (which
borders Arizona), and that is part of the industrialization of this area (see
http://www.lourdesportillo.com). In this film, Portillo suggests that the Mexican authorities are

aware of what is going on and actually might know those who are responsible for these murders,
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but choose to do nothing for reasons that are unclear. She suggests that taking action would most
likely inflict, one way or another, losses on the transnational companies established in Ciudad
Juérez. In other words, to Mexican authorities, because the murdered women were Indigenous or
mestizas with close genetic ties to Indigenous peoples, they were expendable (Barberan
Reinares, 2010). By extension, my case study also aims to tap into the underlying politics
framing the lives of Mexican textile workers as the industrialization of the Mexican border also
stands for a feminicidal phenomenon triggered by the implantation of neoliberal economy in
México (Olivera, 2006). Potential dissemination materials will bring attention to the contrast
between the daily reality that these women have to face and the aspirations of progress promoted
by a neoliberal economy.

Achieving this project for me would stand for fulfilling the political/activist potential of
my scholarship to the foremost. In a way, this project represents the hybrid identity that [ have
become. I doubt that my professional practice would have followed this direction if I would not
have developed this inquiry from a position of displacement. I am also certain, that being
exposed to Canadian perceptions of Mexican culture is largely what prompted me to reflect on
the role played by México within contemporary North American geographies. Canada became

the third space for me engage in such reflections.
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Appendix 1: Ethics Summary Protocol

=

Concordia

UNIVERSIT

Summary Protocol Form (SPF)

Office of Research — Research Ethics Unit — GM 900 — 514-848-2424 ext. 7481 —
mailto:oor.ethics@concordia.ca — www.concordia.ca/offices/oor.html

Important Information for All Researchers

Please take note of the following before completing this form:

* You must not conduct research involving human participants until you have received your
Certification of Ethical Acceptability for Research Involving Human Subjects (Certificate).

* In order to obtain your Certificate, your study must receive approval from the appropriate
committee:

o Faculty research, and student research involving greater than minimal risk is reviewed by
the University Human Research Ethics Committee (UHREC).

o Minimal risk student research is reviewed by the College of Ethics Reviewers (CER;
formerly the “Disciplinary College”), except as stated below.

o Minimal risk student research conducted exclusively for pedagogical purposes is reviewed
at the departmental level. Do not use this form for such research. Please use the
Abbreviated Summary Protocol Form, available on the Office of Research website
referenced above, and consult with your academic department for review procedures.

* Research funding will not be released until your Certificate has been issued, and any other
required certification (e.g. biohazard, radiation safety) has been obtained. For information
about your research funding, please consult:

o Faculty and staff: Office of Research
o Graduate students: School for Graduate Studies
o Undergraduate students: Financial Aid and Awards Office or the Faculty or Department

* Faculty members are encouraged to submit studies for ethics review online on ConRAD,
which can be found in the MyConcordia portal.

* [If necessary, faculty members may complete this form and submit it by e-mail to
oor.ethics@concordia.ca along with all supporting documentation. Student researchers must
use this form, except for departmental review. Please note:
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o Handwritten forms will not be accepted.

o Incomplete or omitted responses may result in delays.

o This form expands to accommodate your responses.

Please allow the appropriate amount of time for your study to be reviewed:

o UHREC meets on the second Thursday of each month. You must submit your study 10
days before the meeting where it is to be reviewed. You will normally receive a response
within one week of the meeting. Please confirm the deadline and date of the meeting with
the staff of the Research Ethics Unit.

o CER reviews require approximately 14 days.

Research must comply with all applicable laws, regulations, and guidelines, including:
o The Tri-Council Policy Statement: Ethical Conduct for Research Involving Humans
o The policies and guidelines of the funding/award agency

o The Official Policies of Concordia University, including the Policy for the Ethical Review
of Research Involving Human Participants, VPRGS-3.

The Certificate is valid for one year. In order to maintain your approval and renew your
Certificate, please submit an Annual Report Form one month before the expiry date that
appears on the Certificate. You must not conduct research under an expired Certificate.

Please contact the Manager, Research Ethics at 514-848-2424 ext. 7481 if you need more
information on the ethics review process or the ethical requirements that apply to your study.

A new SPF is required only if the amendment represents a major change to the study.

Additional Information for Student Researchers

1.

If your research is part of your faculty supervisor’s research, as approved, please have him or
her inform the Research Ethics Unit via e-mail that you will be working on the study.

If your research is an addition to your faculty supervisor’s study, please have him or her submit
an amendment request, and any revised documents via e-mail. You must not begin your
research until the amendment has been approved.

Basic Information

Study Title: Weaving Mestiza Geographies: an A/r/tographic Allegory on Cultural Identity
through the Lens of Vernacular Textile Traditions

Principal Investigator: Veronica Sahagun
Principal Investigator’s Status: PhD Student

Concordia faculty or staff
Visiting scholar

Affiliate researcher
Postdoctoral fellow

232



PhD Student

Master’s student
Undergraduate student
Other (please specify):

Type of submission: New Study
New study
Modification or an update of an approved study.
Approved study number (e.g. 30001234):

Where will the research be conducted? Mexico and Canada

2. Study Team and Contact Information*

Role Name Institutiont / | Phone # | e-mail address
Department
/ Addressi
Principal Veronica Sahagun | Concordia 514 975 | veronicasahagun@gmail.co
Investigato University 2508 m
r Art
Education
EV. 2.635
Faculty Linda Szabad- EV.2.629 ext. 4645 | linda.szabad-
supervisor§ Smyth smyth@concordia.ca
Notes:

* If additional space is required, please submit a list of team members as a separate document.
tFor team members who are external to Concordia only.

tFor individuals based at Concordia, please provide only the building and room number, e.g.
GM-910.03.

§For student research only.

For research conducted by PhD and Master’s students only.

°Please include all co-investigators and research assistants.

3. Project and Funding Sources

Please list all sources of funds that will be used for the research. Please note that fellowships or
scholarships are not considered research funding for the purposes of this section.

Funding Grant Award Period
Source Project Title* Number' | Start End

Weaving Mestiza Geographies: An | NA
Alr/tographic Allegory on Cultural
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Identity Through the Lens of
Vernacular Textile Traditions

Notes:

* Please provide the project title as it appears on the Notice of Award or equivalent
documentation.

1 If you have applied for funding, and the decision is still pending, please enter “applied”.

4. Other Certification Requirements Not Applicable

5. Lay Summary

Please provide a brief description of the research in everyday language. The summary should
make sense to a person with no discipline-specific training, and it should not use overly technical
terms. Please do not submit your thesis proposal or grant application.

Weaving Mestiza Geographies is a self-study focusing on mestizaje, which is a key trait of
Mexican cultural identity and is defined as the cultural and ethnic mixing of Indigenous and
Spanish people. The motive for this self-study is to design an educational craft-oriented agenda
that is consistent with my own experiences as a Mexican artist, teacher, and researcher. I have
been engaged in the writing of this project throughout the past year.

Generally put, in this project, I have developed a series of autobiographical art works and
written narratives inspired by two vernacular textiles produced by two Indigenous textiles from
Mexico that include the petate, which is a dry leaf woven mat, and the Nahua blouse, which is a
cross-stitched embroidered blouse. Because these two textiles formed part of my household and
family life when growing up in Central Mexico, I used them as a means to explore the Indigenous
roots of my identity as a Mexican mestiza. In other words, I used the petate and the Nahua
blouse as entry points into memory work with individuals and places in Mexico.

Initially, my process consisted of retrieving (scanning) photographs from my parents’ family
albums during a visit made to Mexico City on December 2011. These photographs included
family group photographs as well as photographs in which family members were wearing
Mexican traditional garments and/or photographs in which my chosen textiles are depicted. As |
started writing my narratives, gaps related to the people and the places where these photographs
were taken, prompted me to contact my parents, and later on an aunt and uncle, to ask informal
questions about my family history. The stories told by them about my family history, and the
images themselves enriched my own narratives resulting in my wish to incorporate what they
had to say into a chapter of my thesis where I present my family album. I wanted to accurately
portray my family’s history and identity. When reflecting on the steps taken throughout this
intuitive process, I decided that it was best to seek an ethics review of my research activities
realizing that I might need consent from family members to include their stories and photo
images.

6. Scholarly Review

Has this research received favorable review for scholarly merit?
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For faculty research, funding from a granting agency such as CIHR, FORSC, or CINQ is
considered evidence of such review. Please provide the name of the agency. For students, a
successful defense of a thesis or dissertation is considered evidence of such review. Please
provide the date of your defense.

Funding agency or

Yes date of defense:

No

If you answered no, please submit a Scholarly Review Form, available on the Office of Research
website. For studies to be conducted at the PERFORM Centre, please submit the Scientific
Review Evaluator Worksheet.

7. Research Participants

Will any of the participants be part of the following categories? No

Minors (individuals under 18 years old)

Individuals with diminished mental capacity

Individuals with diminished physical capacity

Members of Canada’s First Nations, Inuit, or Métis peoples

Vulnerable individuals or groups (vulnerability may be caused by limited
capacity, or limited access to social goods, such as rights, opportunities and
power, and includes individuals or groups whose situation or circumstances
make them vulnerable in the context of the research project, or those who live
with relatively high levels of risk on a daily basis)

a) Please describe potential participants, including any inclusion or exclusion
criteria.

My Research participants are my parents and paternal uncle and maternal aunt.

For my first contact with my parents, I sent an email to ask when and where my chosen
photographs were taken. My selected images include a photograph of my parents taken
just two years after they got married and three photographs in which I am depicted at a
young age sitting on a petate or wearing an Indigenous traditional garment. Throughout
these initial informal exchanges, I also asked they knew the story of how and when my
grandparents met and what was the ethnic origin of my great-grandparents. At this point,
my parents suggested that I contact their older siblings to get more information about
both my grandparents and great-grandparents.

b) Please describe in detail how potential participants will be identified, and invited to
participate. Please submit any recruitment materials to be used, for example,
advertisements or letters to participants.
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Research participants included my parents, a paternal uncle, a maternal aunt, and my
brother.

Please describe in detail what participants will be asked to do as part of the research, and
any procedures they will be asked to undergo. Please submit any I instruments to be used
to gather data, for example questionnaires or interview guides.

My initial contact with family members involved sending an email to my parents with my
selected images attached. I asked them if they could tell me when and where the
photographs were taken and, whether they could share any other memories that my
selected images my have awakened. Both of them told me that it would be easier for them
to tell me the stories on Skype.

Because my selection of photographs included my mother wearing a variety of traditional
Indigenous garments (including the Nahua blouse), I asked her what it meant for her to
wear these garments. In turn, during my conversation with my father, I asked him to tell
me anything that he knew about the petate which was a vernacular craft introduced by
him into our household.

1 also asked both of my parents, whether they had any re-collection of how my
grandparents met and, of the ethnic origin of my great-grandparents. My father was able
to share some stories related to these questions. This included him passing on stories
related to my great-grandmother, who was a woman of Indigenous descent. But he also
suggested that I contact his eldest brother to get more details about our family’s ethnic
origin. My mother recalled a few details of how my grandparents met, but was unable to
tell me more details about our family ethnic background. She then suggested I contact
one of her older sisters for me to get more details.

In the case of my aunt and uncle, there were a few email exchanges in which I told them
that I was doing a self-study on cultural identity, and that for me this involved inquiry
about the ethnic origin of our families. I then asked them if they knew anything about the
ethnic background of my great-grandparents and of the history of how my grandparents
met. In the case of my aunt, there were a few follow up emails in which I asked her to
clarify a few ideas held in her stories.

As a way to bring closure to this process, I will offer to have a Skype conference where I
will act as translator of my own text for each of my family members. I will describe the
content of sections in which the information provided by each of them is included and ask
them if they would like to make any additions, deletions or modifications.

I will also ask my younger sibling for his permission to publish two images in which he is
depicted as a child. The images will be identified by the figure number and title given to

them in my thesis.

After completing this step, I will contact my parents, aunt and uncle as well as my brother
to have them sign a consent form indicating that they agree to have the information that 1
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have solicited to be primarily used to fulfill the requirements of my doctoral thesis and
additionally to be published and presented at conferences.

The images of family members (parents, grandparent and a great-grandmother) retrieved
from the family albums belong to my parents, so I will also ask them for their permission
to include these images in my dissertation. This is also due to my grand-parents and
great-grandmother having passed away.

d) Do any of the research procedures require special training, such as medical procedures or
conducting interviews on sensitive topics or with vulnerable populations? If so, please
indicate who will conduct the procedures and what their qualifications are.

Not Applicable

8. Informed Consent

a) Please explain how you will solicit informed consent from potential participants. Please
submit your written consent form. In certain circumstances, oral consent may be appropriate. If
you intend to use an oral consent procedure, please submit a consent script and describe how
consent will be documented.

Please note: written consent forms and oral consent scripts should follow the “I understand”
format, as shown in the sample consent on the OR website. Please include all of the information
shown in the sample, adapting it as necessary for your research.

I am attaching an English and Spanish draft of the consent forms that will be delivered to my
research participants. They will be asked to sign both of them.

b) Does your research involve individuals belonging to cultural traditions in which
individualized consent may not be appropriate, or in which additional consent, such as group

consent or consent from community leaders, may be required? If so, please describe the
appropriate format of consent, and how you will solicit it.

No

9. Deception

Does your research involve any form of deception of participants? If so, please describe the
deception, explain why the deception is necessary, and explain how participants will be de-

briefed at the end of their participation.

Please note that deception includes giving participants false information, withholding relevant
information, and providing information designed to mislead.

No
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10. Participant Withdrawal

a) Please explain how participants will be informed that they are free to discontinue at any time,
and describe any limitations on this freedom that may result from the nature of the research.

The email that I send out to family members for member check via Skype regarding the
information they have provided me, will indicate that they are free to withdraw their
participation with no negative consequences and, that I will delete any information that they
have provided me from my chapter should they wish to withdraw.

b) Please explain what will happen to the information obtained from a participant if he or she
withdraws. For example, will their information be destroyed or excluded from analysis if the
participant requests it? Please describe any limits on withdrawing a participant’s data, such as a
deadline related to publishing data.

Information will be deleted from my external drive and email accounts.

11. Risks and Benefits

a) Please identify any foreseeable benefits to participants.

My study will benefit my family in the sense that I have documented the stories of my ancestors,

and my own views about our history. This version of my family history may be passed on to
family members and saved for future generations

b) Please identify any foreseeable risks to participants, including any physical or psychological
discomfort, and risks to their relationships with others, or to their financial well-being.

There are no risks involved. I see no foreseeable risks to their participation.

c) Please describe how the risks identified above will be minimized. For example, if
individuals who are particularly susceptible to these risks will be excluded from participating,
please describe how they will be identified. Furthermore, if there is a chance that researchers will
discontinue participants’ involvement for their own well-being, please state the criteria that will
be used.

Not Applicable

d) Please describe how you will manage the situation if the risks described above are
realized. For example, if referrals to appropriate resources are available, please provide a list. If
there is a chance that participants will need first aid or medical attention, please describe what

arrangements have been made.

Not Applicable
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12. Reportable Situations and Incidental Findings

a) Is there a chance that the research might reveal a situation that would have to be reported
to appropriate authorities, such as child abuse or an imminent threat of serious harm to specific
individuals? If so, please describe the situation.

Please note that legal requirements apply in such situations. It is the researcher’s responsibility
to be familiar with the laws in force in the jurisdiction where the research is being conducted.

Not Applicable

b) Is there a chance that the research might reveal a material incidental finding? If so,
please describe how it would be handled.

Please note that a material incidental finding is an unanticipated discovery made in the course
of research but that is outside the scope of the research, such as a previously undiagnosed
medical or psychiatric condition that has significant welfare implications for the participant or
others.

Not Applicable

13. Confidentiality, Access and Storage

a) Please describe the path of your data from collection to storage to its eventual
archiving or disposal, including details on short and long-term storage (format, duration,
and location), measures taken to prevent unauthorized access, who will have access, and
final destination (including archiving, or destruction).

My data collection included written responses via email as well as notes taken after my Skype
conferences. I will preserve the emails and notes for three years (the latter will be stored in an
external hard drive with password protection), and after that, they will be deleted. No one else
will have access to both kinds of files.

b) Please identify the access that the research team will have to participants’ identity:

The information provided never had identifiers
Anonymous associated with it, and the risk of identification of
individuals is low, or very low.
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The information provided never had identifiers

Anonymous results, associated with it. The research team knows

but identify who participants’ identity, but it would be impossible to

participated link the information provided to link the participant’s
identity.

Information provided will be linked to an individual,
but that individual will only provide a fictitious

Pseudonym name. The research team will not know the real
identity of the participant.
Direct identifiers will be removed and replaced with
Coded a code on the information provided. Only specific

individuals have access to the code, meaning that
they can re-identify the participant if necessary.

The information provided is not associated with
direct indentifiers (such as the participant’s name),
but it is associated with information that can
Indirectly identified | reasonably be expected to identify an individual
through a combination of indirect identifiers (such as
place of residence, or unique personal
characteristics).

The research team will know the participants’ real

Confidential identity, but it will not be disclosed.
The research team will know the participants’ real
. identity, and it will be revealed in accordance with
Disclosed .
their consent.
Particinant Choice Participants will be able to choose which level of
P disclosure they wish for their real identity.
X Other (please | Mixed. My parents” and my brother’s identity will be
describe) disclosed but not that of my aunt and uncle.
c) Please describe what access research participants will have to study results, and any

debriefing information that will be provided to participants post-participation.

The de-briefing will take place through our Skype conference in which I will act as translator of
my own text, due to them having a limited knowledge of the English language. I will describe the
content of individual sections in which I have incorporated information provided by each family
member.

d) Would the revelation of participants’ identity be particularly sensitive, for example,
because they belong to a stigmatized group? If so, please describe any special measures that
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you will take to respect the wishes of your participants regarding the disclosure of their
identity.

No, but I also want to clarify that in my study, my parents and sibling’s identity will be disclosed
but not that of my aunt and uncle. There will be neither pictures nor names of the latter two. |
came to this formula because of my study being a self-study. My own identity is much more
related to that of my nuclear family that to that of my aunt and uncle.

e) In some research traditions, such as action research, and research of a socio-political
nature, there can be concerns about giving participant groups a “voice”. This is especially the
case with groups that have been oppressed or whose views have been suppressed in their cultural
location. If these concerns are relevant for your participant group, please describe how you will
address them in your project.

No

14. Multi-Jurisdictional Research

Does your research involve researchers affiliated with an institution other than Concordia? If so,
please complete the following table, including the Concordia researcher’s role and activities to
be conducted at Concordia. If researchers have multiple institutional affiliations, please include a
line for each institution.

Not Applicable

Researcher’s | Institutional | Role in the research What research activities

Name Affiliation (e.g. principal investigator, | will be conducted at
co-investigator, each institution?
collaborator)

15. Additional Issues

Bearing in mind the ethical guidelines of your academic or professional association, please
comment on any other ethical concerns which may arise in the conduct of this research. For
example, are there responsibilities to participants beyond the purposes of this study? No

16. Signature and Declaration
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I hereby declare that this Summary Protocol Form accurately describes the research project or
scholarly activity that I plan to conduct. Should I wish to make minor modifications to this
research, I will submit a detailed modification request or in the case of major modifications, I
will submit an updated copy of this document via e-mail to the Research Ethics Unit for review
and approval.

I agree to conduct all activities conducted in relation to the research described in this form in
compliance with all applicable laws, regulations, and guidelines, including:

o The Tri-Council Policy Statement: Ethical Conduct for Research Involving Humans

o The policies and guidelines of the funding/award agency

o The Official Policies of Concordia University, including the Policy for the Ethical Review
of Research Involving Human Participants, VPRGS-3.

Please note that Concordia faculty members may submit this form in MS Word or PDF format
from their official Concordia e-mail address. Such a submission will be deemed equivalent to an
ink-on-paper signature.

Principal Investigator Signature:

Date:

Faculty Supervisor Statement (required for student Principal Investigators):

I have read and approved this project. I affirm that it has received the appropriate academic
approval, and that the student investigator is aware of the applicable policies and procedures
governing the ethical conduct of human participant research at Concordia University. I agree to
provide all necessary supervision to the student. I allow release of my nominative information as
required by these policies and procedures in relation to this project.

Faculty Supervisor Signature:

Date:
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Appendix 2: List of Questions for Research Participants

Questions asked to parents:

1. Do you remember where or when these pictures were taken?

2. Can you tell me the story of how you met my mother (or father)?

3. Can you tell me the story of how my grandparents met?

4. Do you know anything about the ethnic origin of my great-grandparents?

Question made to Mother:

1. Can you tell me why you used to wear traditional Indigenous garments during your
student years and as a young professional?

Question made to Father:

1. Do you know anything about the history or production processes of the petate?

Questions asked of my Aunt and Uncle:

1. Can you tell me the story of how my grandparents met?
2. Do you know anything about my great-grandparents ethnic origins?
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Appendix 3: Parents” Consent Form

PARENTS’ CONSENT TO PARTICIPATE IN
Weaving Mestiza Geographies: an A/r/tographic Allegory on Cultural Identity through the
Lens of Vernacular Textile Traditions

I understand that I have been asked to participate in a research project being conducted by
Veronica Sahagun Sanchez of the Art Education of Concordia University
(veronicasahagun@gmail.com, tel. 514 975 2508) under the supervision of Anita Sinner
(anita.sinner@concordia.ca, tel.514 848 2424 ext. 5199) and Linda Szabad-Smyth of Art
Education of Concordia University (linda.szabad-smyth@concordia.ca).

A. PURPOSE

I have been informed that the purpose of the research is to contribute to Veronica Sahagun ‘s
Doctoral thesis. Her research is a self-study focusing on Mexican cultural identity and Mexican
mestizaje with the purpose of developing a craft-oriented pedagogy. This information is
primarily to fulfill Veronica’s requirements for her doctoral thesis but additionally to be used in
publications and conference presentations.

B. PROCEDURES

I understand that part of Veronica’s research consists of creating her own version of our family
album using the stories that I have shared with her via e-mail and/or Skype and references to
family photographs. In these communications, Veronica asked me questions related to our
family history. I have agreed to give Veronica my permission to use the following family photos
from our family album:

( ) Mama Julia

( ) Grandmother Maria Luisa and Grandfather Francisco

( ) Mama Julia / Grandmother Maria Luisa

( ) Grandmother Estela, Grandfather Rafael, and Mother (Conchita)
( ) Conchita as Tehuana

( ) Mom and Dad

( YVeronica, Salvador, and Daniel

( ) Conchita as China Poblana

I understand that I will be given the opportunity to review Veronica’s interpretations of my
stories through a Skype conference. In this de-briefing session, I will have the chance to request
changes, additions, or complete elimination of my story from her thesis.
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C. RISKS AND BENEFITS

I understand that Veronica’s research poses no risks for me but may be of interest to me and
other family members who might want to learn and pass on our family history.

D. CONDITIONS OF PARTICIPATION
I understand that [ am free to withdraw my consent and discontinue my participation at

anytime without negative consequences. I also understand that my participation in this project
will be (please check one of the following boxes):

( ) NON-CONFIDENTIAL (i.e., my identity will be revealed in study results)

* [T understand that the data from this study may be published.

I HAVE CAREFULLY STUDIED THE ABOVE AND UNDERSTAND THIS AGREEMENT.
I FREELY CONSENT AND VOLUNTARILY AGREE TO PARTICIPATE IN THIS STUDY.

NAME (please print

SIGNATURE

If at any time you have questions about the proposed research, please contact the study’s
Principal Investigator Veronica Sahagun (veronicasahagun@gmail.com) at the Art Education
Department or Anita Sinner (anita.sinner@concordia.ca, tel.514 848 2424 ext. 5199) and Linda
Szabad-Smyth of Art Education of Concordia University (linda.szabad-smyth@concordia.ca).

If at any time you have questions about your rights as a research participant, please contact the
Manager, Research Ethics, Concordia University, 514.848.2424 ex. 7481
oor.ethics@concordia.ca
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Appendix 4: Aunt’s and Uncle’s Consent Form

AUNT’S AND UNCLE’S CONSENT TO PARTICIPATE IN
Weaving Mestiza Geographies: an A/r/tographic Allegory on Cultural Identity through the
Lens of Vernacular Textile Traditions

I understand that I have been asked to participate in a research project being conducted by
Veronica Sahagun Sanchez of the Art Education of Concordia University
(veronicasahagun@gmail.com, tel. 514 975 2508) under the supervision of Anita Sinner
(anita.sinner@concordia.ca, tel.514 848 2424 ext. 5199) and Linda Szabad-Smyth of Art
Education of Concordia University (linda.szabad-smyth@concordia.ca).

A. PURPOSE

I have been informed that the purpose of the research is to contribute to Veronica Sahagun ‘s
Doctoral thesis. Her research is a self-study focusing on Mexican cultural identity and Mexican
mestizaje with the purpose of developing a craft-oriented pedagogy. This information is
primarily to fulfill Veronica’s requirements for her doctoral thesis but additionally to be used in
publications and conference presentations.

B. PROCEDURES

I understand that part of Veronica’s research consists of creating her own version of our family
album using the stories that I have shared with her via e-mail In these communications, Veronica
asked me questions related to our family history.

I understand that I will be given the opportunity to review Veronica’s interpretations of my
stories through a Skype conference. In this de-briefing session, I will have the chance to request
changes, additions, or withdraw my story from her thesis with no negative consequences.

C. RISKS AND BENEFITS

I understand that Veronica’s research poses no risks for me but may be of interest to me and
other family members who might want to learn and pass on our family history.

D. CONDITIONS OF PARTICIPATION
I understand that [ am free to withdraw my consent and discontinue my participation at
anytime without negative consequences. I also understand that my participation in this project

will be (please check one of the following boxes):

() CONFIDENTIAL (i.e., the researcher will know, but will not disclose my identity)
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I HAVE CAREFULLY STUDIED THE ABOVE AND UNDERSTAND THIS AGREEMENT.
I FREELY CONSENT AND VOLUNTARILY AGREE TO PARTICIPATE IN THIS STUDY.

NAME (please print

SIGNATURE

If at any time you have questions about the proposed research, please contact the study’s
Principal Investigator Veronica Sahagun (veronicasahagun@gmail.com), at the Art Education
Department or Anita Sinner (anita.sinner@concordia.ca, tel.514 848 2424 ext. 5199) and Linda
Szabad-Smyth of Art Education of Concordia University (linda.szabad-smyth@concordia.ca).

If at any time you have questions about your rights as a research participant, please contact the
Manager, Research Ethics, Concordia University, 514.848.2424 ex. 7481
oor.ethics@concordia.ca
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Appendix 4:Brother’s Consent From

BROTHER’S CONSENT TO PARTICIPATE IN
Weaving Mestiza Geographies: an A/r/tographic Allegory on Cultural Identity through the
Lens of Vernacular Textile Traditions

I understand that I have been asked to participate in a research project being conducted by
Veronica Sahagun Sanchez of the Art Education of Concordia University
(veronicasahagun@gmail.com, tel. 514 975 2508) under the supervision of Anita Sinner
(anita.sinner@concordia.ca, tel.514 848 2424 ext. 5199) and Linda Szabad-Smyth from the
department of Art Education of Concordia University (linda.szabad-smyth@concordia.ca).

A. PURPOSE

I have been informed that the purpose of the research is to contribute to Veronica Sahagun ‘s
Doctoral thesis. Her research is a self-study focusing on Mexican cultural identity and Mexican
mestizaje with the purpose of developing a craft-oriented pedagogy. This information is
primarily to fulfill Veronica’s requirements for her doctoral thesis but additionally to be used in
publications and conference presentations.

B. PROCEDURES

I understand that part of Veronica’s research consists of creating her own version of our family
album. I grant her my permission to use the following family photos from our family album:

() Veronmica, Salvador, and Daniel

( ) Daniel and Veronica

C. RISKS AND BENEFITS

I understand that Veronica’s research poses no risks for me but may be of interest to me and
other family members who might want to learn and pass on our family history.

D. CONDITIONS OF PARTICIPATION
I understand that [ am free to withdraw my consent at anytime without negative

consequences. I also understand that my participation in this project will be (please check one of
the following boxes):

() NON-CONFIDENTIAL (i.e., my identity will be revealed in study results)

* T understand that the data from this study may be published.
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I HAVE CAREFULLY STUDIED THE ABOVE AND UNDERSTAND THIS AGREEMENT.
I FREELY CONSENT AND VOLUNTARILY AGREE TO PARTICIPATE IN THIS STUDY.

NAME (please print

SIGNATURE

If at any time you have questions about the proposed research, please contact the study’s
Principal Investigator Veronica Sahagun at the Art Education Department or Anita Sinner
(anita.sinner(@concordia.ca, tel.514 848 2424 ext. 5199) and Linda Szabad-Smyth of Art
Education of Concordia University (linda.szabad-smyth@concordia.ca).

If at any time you have questions about your rights as a research participant, please contact the
Manager, Research Ethics, Concordia University, 514.848.2424 ex. 7481
oor.ethics@concordia.ca
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