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“Petting the Fabric”:
Medium and the Creative Process

Lisa Gabbert

The sensory aspects of fabric, particularly its color, hand, and the
ways in which it is used are aspects of the creative process in quilting that
deserve greater scholarly attention. Emphasizing the sensory rather than the
philosophical meanings of the term “aesthetic,” this paper looks at the rela-
tionship between creativity, sensory experience, and artistic medium in a
group of quilters in central Idaho. Drawing primarily on the words of the
quilters themselves, this research suggests that the look, hand, and particular
way of manipulating fabric in quilting are key creative stimuli. This study
also suggests that the relationship and response of the artist to her/his chosen
material constitutes a basic dynamic without which creativity cannot emerge
and art cannot be produced.

The sensory aspects of fabric are an important part of quilting that
have been neglected in quilting scholarship. This study demonstrates
that fabric evoked a basic, positive aesthetic response in the quilters
who participated in this study. In doing so, it provided a key source
of artistic inspiration that the quilters did not find in other media and
therefore played a primary role in their creative processes. Further-
more, the particular way in which fabric is cut up, arranged, and sewn
back together in quilting also provided creative stimulus, suggesting
that both the material itself and the ways in which it is used play an
integral role in motivating people to create textile art.

In examining aesthetic choice and artistic inspiration, most quilting
scholars have adhered to contemporary conceptions that involve
either notions of taste or an articulated set of prescribed rules, a per-
spective that has led few researchers to attend to the importance of
fabric itself in the creative process for people who quilt. John Forrest
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reminded us, however, that notions of aesthetics also invoke sensory
experiences that should be taken into account.! Researchers such as
Sharon Sherman and Linda Pershing have also pointed out the influ-
ence of the senses as important aspects of aesthetic experience and cre-
ativity.? This perspective is compatible with a growing interest in phe-
nomenological methodologies, sometimes defined as the description
of experience as told and lived by informants.?

Forrest suggested that a more complete ethnography of aesthetic
objects and aesthetic evaluation involves a full description of sensory
experience, including taste, touch, smell, and sound as well as sight.
This approach poses obvious ethnographic difficulties. An emphasis
on sensory experience, however, is useful for understanding the expe-
rience of the individual, which can provide insights into how and why
people create art. At least in this case study, an initial examination of
sensory experience led to a closer examination of the role the particu-
lar medium played in art and creativity. In this study I used the quilt-
ers’ descriptions of their own sensory experience and their statements
about their relationship to their medium of choice as evidence that fab-
ric evokes a positive aesthetic response that is a fundamental aspect of
quilting. Results suggest that the medium with which artists work is a
primary source of inspiration and creativity for them. I examined the
importance of fabric as a creative stimulus from both a group and an
individual perspective and postulate that not only is the relationship
between maker and medium essential to the creative process, but also
that only after they “found their medium” were many quilters in the
group examined able to define themselves as artists.

The Pine Needle Quilters

Influenced by the fine scholarship of Joyce Ice, my initial approach to
this fieldwork was to further explore the interpersonal relations among
women as a function of the quilting group.* I worked with the Pine
Needle Quilters in McCall, Idaho, a small town located in the central
portion of the state. At the time, the group consisted of about twenty-
two female members, approximately ten to fourteen of whom attended
regularly. My mother is a member and brought me to my first meet-
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ing where I was welcomed. The quilters, who ranged in age from
the mid-thirties through the late seventies, were conversing about the
menopausal changes women experience as they enter late middle age.
“I heard one guy describing this place as a stitch and bitch club!” Joyce
McFadden gleefully exclaimed. “Hoo-boy, it’s hot in here.” She fanned
herself vigorously despite the chilly March temperature, while several
other women nodded sympathetically. A few minutes later, as the
women gathered around the table to begin their business meeting,
an older member demonstrated the ease with which a rubber latex
thimble could push a needle through fabric. The others jumped on
the opportunity to allude to the thimble’s other potential uses as she
waggled it suggestively on her thumb. I was delighted to have found
this diverse and rather bawdy group of women.

My research was straightforward. At the second meeting I asked
the Pine Needles members permission to conduct fieldwork. “Yeah
Yeah! Study us!” was their unified response. I observed only; it should
be noted that there was no quilting frame up while I attended the
weekly meetings.” Instead, members brought in their own projects to
work on or simply for “show-and-tell.” I also conducted interviews
with six women who were considered some of the “core” members of
the group since they attended every week. Their background and quilt-
ing perspectives varied greatly. The youngest quilter was in her early
forties and the eldest was in her seventies. Members of the group I
interviewed made both bed quilts and wall hangings, quilted by
both hand and by machine, and ranged widely in socioeconomic back-
ground.

As I observed the group and interviewed the quilters, their passion
for quilting and love of fabric quickly became apparent, permeating
the other aspects of quilting to which my studies had me attuned.
Some scholars have suggested that women form groups because they
share a common interest in quilting.® While an interest in quilting is
obviously necessary for participation, it was not the primary reason
for joining the quilting group among the Pine Needles. Rather, for the
people I interviewed, the initial impetus to join seemed to be only a
moderate interest in quilting and more prominently a desire for com-
pany—along with an intimacy with fabric as a medium. This desire
for companionship, rather than a direct interest in quilting, has been
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noted by Susan Stewart and others.” Yet while this was true for many
members of the Pine Needles, it was their familiarity with fabric that
allowed that social interaction to occur. Several informants, for ex-
ample, had perhaps attempted to make one quilt on their own and
had then set quilting aside until they became members of the group.
Leta Polivka recalled, “The winters are really long here and I needed
some companionship.” She had quilted a pillow from a kit before join-
ing the group, but stated “I don’t think that I would have gotten as
interested as fast as I did if I hadn’t found the club.”® Jackie Zbrowski
joined the club because of a friend and said, “There was probably
about three or four months during which I went to the group and un-
til I started quilting. . .. it looked like a jigsaw puzzle to me at first,
like ‘How in the world?” It was just beyond me. But little by little I just
did it.”” For these women then, while the initial impetus to join the
group was social, their background in sewing and experience with
fabric allowed them to learn and participate. Catherine Petzak com-
mented, “Of course I've always liked fabric—I've always sewn gar-
ments and curtains and you know, whatever you need. I think that’s
maybe what got me started.”"

Pat Ferrero, Elaine Hedges, and Julie Silber identified sewing as a
common denominator for women who quilt, but did not mention the
unifying element of fabric."" Doris Dyen noted in her own research
among quilters that “Most of the women had prior experience with
needlework before joining the Quiltmakers, but usually it was with
undecorated, functional sewing, such as making and mending clothes
or curtains.”"” This was true among the Pine Needles. All of them had
sewn all their lives and were intimately familiar with working with
needles. But familiarity with fabric as a potentially artistic medium is
another element of this common denominator that is often overlooked.
Karen Burton was a seamstress before she joined, and Billie Hawley,
who has sewn all her life, told me, “I had a visual memory of me once,
born with a needle in my hand.”” Leta said that her background in
sewing “[is] very handy now, a lot of the things in the past that I have
done have really helped me now [with quilting].”**
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Fabric as Source of Artistic Inspiration

“I don’t care about anything but quilting,” Jackie once told me, and
from what I observed, the Pine Needles were certainly crazy about
quilting. Nearly all of my informants stated that once they discovered
quilting, they knew that they had found what they were “meant to
do.” Karen Burton noted, “It was just like love at first sight. I can’t live
without this and now there aren’t enough hours in the day. I just dis-
covered that I had a passion for it, and of course the other ladies did
too.”"

Jane Przybysz has pointed out that quilters often characterize their
craze for quilting as an “addiction,” (there is a tongue-in-cheek list
of traits that determines whether one qualifies for Fabriholics Anony-
mous). For the Pine Needles, this love extended to other material
forms. During the meetings I saw women reading books like Murder
at the Quilt Show. They organized quilting retreats and bought cook-
books called Favorite Recipes of Quilters as well as quilting calendars
and t-shirts. Przybysz suggested that this addiction to quilting is the
“female desire to materially and symbolically amplify and extend
the self.” Women who quilt, for example, often take over whole rooms
of the house (and often parts of the yard) with their activity.'® Przy-
bysz proposed a direct relationship between quilting and the body and
her suggestion potentially accounts for a psychological satisfaction de-
rived from quilting. Her perspective, however, does not address why
quilters crave quilting as opposed to other art forms. When I asked
my informants why quilters were so crazy about quilting, their an-
swers suggested first that the fabric itself constituted an extremely im-
portant factor because of its particular sensory qualities and second,
that quilting as a particular kind of act allowed them to use fabric in a
way that was aesthetically satisfying. For them, working with fabric
was something quite different from other activities. It allowed them to
create in ways that other media did not. Catherine stated, “And of
course once you start, it’s just wonderful. It’s hard to stop.”"

One of the primary underlying sources of inspiration for most
Pine Needle members was the integral relationship between fabric and
color. The importance of color has been pointed out numerous times.
Yvonne Milspaw, for example, noted that quilter Jennie Bedient’s
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strong sense of color was an integral part of her overall design."® But
the specific connection between color and fabric as a conveyor of color
is often left implicit. For many quilters in the Pine Needles, color and
fabric were inexorably interconnected in the same sentence, and many
identified their love of color as stemming from childhood experiences
with cloth. Jackie recalled that as a girl, her mother would take her to
the store to buy fabric:

And it used to be, a man stood behind the counter and then the rolls were
up and you had to choose from behind, you could not touch it. So, I re-
member looking at all the beautiful colors. And I've been sort of hooked
on colors ever since."

Emily Ede also said her favorite thing in the world is color:

And I'love color and I love fabric. I've always loved fabric too. My mother
loved fabric and she always bought fabric. She had a lot of our clothes
made. And we always had fabric scraps and I always used to sew them,
wrap them around my dolls. I started making doll clothes, so I always had
lots of fabric scraps to play in. And it’s fun to play with the color, the dif-
ferent prints, and the textures.?’

To Billie, “Primarily the fabric comes first. Or the colors. I would say. I
have an idea of what colors. To me, the fabric just always finds me
right away. I think I'm lucky in that I work well with color.”?' Karen’s
favorite part of quilting is picking out the fabric, while Catherine com-
mented, “I think color probably catches my eye first. If I see a quilt in
colors that I don’t particularly like then I'm apt to skip over it more
quickly than I would if it was colors that I really really liked—that
were pleasing to me.”*

Furthermore, colors seemed intricately associated with the fabric’s
more tactile aspects. Touch was an important tool of aesthetic evalua-
tion. Called the “fabric hand” in textile scholarship, this sensory expe-
rience entails how fabrics feel when touched or held. Textile scholars
have long recognized the importance of the hand in determining a
textile’s aesthetic qualities and understand the difficulty in measuring
this important mode of evaluation.”” Because the quilters stressed the
fabric hand in a number of ways, it seemed important as a source of
artistic inspiration. In conversation, for example, Jackie moved from
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the subject of color variation to the tactile differences between washed
and unwashed cottons in the same thought: “I like the material. The
feel of the material and the different variations of your light, dark, me-
dium shades. I think that’s kind of fun.” When asked to explain fur-
ther, Jackie commented:

Well, I want to make sure that the cloth is always a good texture and
weave. All cotton. And that it washes. I always wash them and dry them
and iron them again before I ever use them in case there is any shrinkage.
But I also don't like that sizing in it. Now some people do keep it in, espe-
cially wall hangings, people who do wall hangings instead of quilts.
Course, it's never going to be washed. And they like that slickness. But I
don’t. So, that’s part of it.**

Karen also thought touch was important. She mentioned that she just
liked the feel of the cotton in general: “Cause you can run the fabric
through your fingers, you know. It’s a very kinesthetic thing—I mean
when [ was little I would run my sheets between my fingers. There’s a
feel to it, I think. Especially cottons and things, the coolness of the fab-
ric. It’s a whole kinesthetic, sensual experience.”* Billie and Catherine
also liked the feel of fabric. Billie said that the whole sensation of touch
was very important to her, while Catherine stated, “I love working
with the fabric. Your mother has accused me more than once of pet-
ting the fabric. Love the feel of it.”*® Leta, on the other hand, did not
particularly like the feel of flat cottons, but her favorite part of quilt-
ing was the actual handwork itself because it transformed a flat cotton
surface into a textured one: “It’s a relaxation time. And then the quilt-
ing—it’s the texture. . .. you look back on it and it’s totally different
than the flat piece of fabric was when you started.”” For Emily, the
tactile aspects lay in the warmth of the final product:

It’s just—something about cloth and fabric. It's very—it’s tactile and com-
forting. I always feel like I'm creating something that a lot of people will
get a lot of enjoyment out of. That makes me feel good. And it’s going to
last after me. It's warmth and all that stuff. You can wrap up in it, and you
can touch it, and a lot of art you can’t touch.?®

Thus, although the particularities of what each woman liked to touch
and what each associated with the fabric hand differed, in each case

143



Uncoverings 2000

these aspects seemed to be an essential stimulus in motivating her to
create.

Apart from the look and hand, the acquisition of cloth was an im-
portant part of the quilters’ lives. Collecting is a phenomenon that of-
ten inspires awe or puzzlement to outsiders. While the acquisition of
fabric is not a sensory aspect of quilting, the feeling with which collec-
tors pursue their object of desire is fervent. For the quilters, collecting
fabric is of prime importance in their lives. The Pine Needles collected
textiles passionately and many had shelves filled with fabric. Billie ad-
mitted that “I have enough fabric that if for some reason they stop
producing fabric, I think I'll be OK.”* During their vacations, spare
time, and in-between work breaks, the quilters actively sought out fab-
ric shops, often driving hundreds of miles to check out a sale or a new
store. Often, they came to meetings with new fabrics for show-and-
tell instead of an actual project.

The existing scholarship on collecting, however, rarely focuses on
the collection of raw materials by people who actually use them and
only very recently has begun to examine the collection of “non-art”
objects.” Instead, much scholarship focuses on the psychological as-
pects of collecting, on the connoisseurship and taste of the collectors,
or on the monetary value of the collection.” While fabric functioned
as an object of consumption for the Pine Needles, the quilters harbored
no illusion that their fabric collections would increase in value. Rather,
they simply recognized that they often spent a good deal of money
pursuing their interest. Joyce Ice noted that one of the church quilters
with whom she worked once commented, “You should have asked us
how much we spend on quiltmaking, not how much we make.”* In-
deed, a quilter’s expenditures may seem extreme to other members of
the family and spending this money is, perhaps, a way to maintain
some power or a feeling of control.* Leta is not wealthy and said that
when she ordered brown fabric to frame one quilt, “The idea that I
would order fabric and pay ten dollars a yard for it seemed like a big
deal.”* Karen said that her husband has claimed more than once, “We
could take a trip around the world on what you've spent on fabric.”*

Yet collecting for the quilters seemed based in tactile, sensory, and
emotional satisfaction rather than in issues of monetary control. Value
lay in simply shopping for and acquiring their chosen medium. Jackie
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said, “If I go into a fabric store, it’s just like looking at chocolate candy.
I wish I could have all of it. But I can’t have it all, so sometimes I just
buy pieces of it.”* Necessity and use were secondary issues. Catherine
said that she keeps fabric for three or four years before she decides
what to do with it and that each piece has a particular memory or as-
sociation attached to it: “Most all of my fabric, even the fat quarters, I
can tell you where I bought it and under what circumstances. It just
indicates how interesting it is to me, that’s all.”¥” Karen said:

I don’t know what it is. I have shelves and shelves of fabric. More fabric
than I could ever use in a lifetime if I started tomorrow and made one
quilt a day. .. There is something to me, you know, that kinesthetic, that
feel of fabric, that look, the color, looking at it stacked all together on the
shelves, the fabric is just the most important thing. I don’t even have to do
anything with some of it, it can just sit there.

She continued, “T have to have one of every book and a yard of every
fabric before I die. This is my goal in life.”

The Quilting Process

The cloth alone, however, does not explain why quilters quilt, and an-
other aspect important to creative inspiration in quilting seems to be
the physical act of manipulating fabric in a particular manner. The
color, hand, and acquisition of fabric can be or are part of other forms
of sewing, yet making clothes or curtains did not motivate or inspire
the quilters in the same way. For many members, sewing was too rigid
and did not allow for the flexible manipulation of colors and textures
that is possible in quilting forms. Leta was simply so bored with sew-
ing that she stopped when she was eighteen and did not pick it up
again until she joined the Pine Needles. She said “I'd done everything
and I was tired of it. . . . I didn’t want to pursue it.”* Jackie said quilt-
ing for her is different than sewing because “It [quilting] is just a lot of
fun. You know. It’s sort of intriguing. The more I do, the more I can’t
wait to do three or four ahead.”*’

Such comments suggest that the particular kind of action involved
in quilting is essential, a fact noted by Sandra K. D. Stahl who wrote
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that “[a]nother important part of the process is the cutting and sew-
ing of the pieces that make up the top of the quilt.”*" For many Pine
Needles members, exhilaration lay in designing by this particular pro-
cess. Leta, for example, stressed the importance of being able to ma-
nipulate color—that even when she worked with a color she did not
like such as purple, she could control it by putting it next to brown to
make it fade away instead of using yellow which “made it stick out
like a sore thumb.”* Billie said “Basically painting with fabric is what
I try to do. It may not look like a painting, but you know, working
fabric is a medium in which you put pictures together. We cut it up in
little squares and triangles or whatever, and put it back together in
something new. I like that process a lot.” She later said, “I love cutting
things up and putting them back together in a new way. That’s the
best way I can describe it.”* Karen noted, “I think I've always liked
fabric and I've always liked sewing. And I like the way it goes together
and I don’t know what it is. Put it together, you know, disparate pieces
of fabric or something.” Later in our conversation Karen elaborated
on this aspect, stating that in quilting she can break rules: “We are
brought up with rules, you know, you don’t wear these colors together,
or put these lines together. One of the first things I learned in quilting
is that there are no rules.”* In contrast, for Jackie the ultimate appeal
of re-creation and reassembly lies not in breaking rules, but in the or-
derly precision of putting something back together. She said:

[1]t is a whole new thing making a large blanket from tiny tiny pieces of
cloth. And they have to be so precise, that if you are off by an eighth, and
if you continue to do that, the quilt is ruined by the end because you would
be off maybe two or three inches on one side. Or, they wouldn't fit to-
gether. And I find that interesting. I like it—I have to have it just right.*

Emily also liked the challenge of working with small pieces, although
to her, being “off ” did not necessarily mean the quilt was ruined:
“And I really love quilting. I love the challenge of fitting the pieces
together just right—don’t always get them together just right, but if
you don’t get them together just right it’s still beautiful.”* Thus, while
the reasons the quilters enjoyed cutting up cloth and putting it back
together differed, this act was essential because the color and texture
that inspired the women were enhanced by the particular mode of cre-
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ation. Cutting up cloth and creating a new whole allowed for greater
freedom and challenges than other forms of sewing and suggests that
not only is the medium important, but that the way in which the me-
dium is manipulated is essential for artistic creation and inspiration.

The Group as Source of Inspiration

With all the emphasis on fabric, I was curious why the quilting group
was still important, since the quilters continued to attend the quilting
meetings—often religiously—even after many of them had become ex-
tremely competent. What I found was that the group was essential to
many members’ development as artists because the group provided
feedback about fabric and color control, and quilting in general. The
Pine Needles met on Monday nights and if Christmas Eve fell on a
Monday, I was told, some members would be quilting away at their
meeting place in the local library. Catherine said that the only Mon-
day night that she had missed in the past year was for her thirty-fifth
wedding anniversary, although she thought that quilting on Christ-
mas Eve was “a little extreme.”

For many years researchers have pointed to the strong bonds that
quilters develop and which play an important role in their lives, func-
tioning as an outlet for psychological stress and tension and provid-
ing positive feedback and a sense of satisfaction among members.*
Certainly personal relationships among the women were important to
the Pine Needles. Catherine, for example, commented that she loved
the age diversity and background: “I remember thinking, ‘in this small
group of people, in this tiny little town, McCall, Idaho, everything in
the world that has happened, has happened to this group.””* While
the quilters formed important interpersonal relationships in the group,
however, they emphatically stressed that an essential function was the
sharing of artistic ideas.*’ Jackie commented, “You know, we learn
from each other. The ideas, or ask questions, or if you have a problem,
you can ask. So, that's why I go.”* Leta agreed that going to the group
was stimulating because, “Somebody was always exited about a new
fabric or something.””' Catherine said that she uses colors and tech-
niques that she would never have tried on her own. “Of course, we
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talk about a lot of other things besides quilting. But I love the medium
which gets us there” [emphasis mine].”*

Catherine’s statements fit well with my own observations. There
was certainly a lot of socializing and bonding in the group, but the
majority of talk was about quilting and quite often fabric in particular.
Members shared a host of magazine articles and how-to books. They
talked about patterns and colors and fabrics and who had what fab-
rics on sale and quilting tools and quilting techniques. At my second
meeting, for example, the Pine Needles informed me that they had
arranged for a speaker. When the “speaker” arrived, the quilters sat
around the table and quieted down. The woman stood up, introduced
herself, and without another word passed around yards of swirling
multicolored fabrics that she had dyed by hand, most of which did
not make it past the first couple of women before they were claimed
as sold. The rest of the meeting was spent admiring the beautiful cloth
by literally “petting the fabric.” Each piece of fabric was passed from
woman to woman; each woman unfolded it, stroked it, perhaps traced
the pattern with a finger, refolded it, patted the bulk, and passed it
along to the next person if she was not going to buy.

At the meetings, the women laughed and joked a lot about their
husbands, kids, and the trials of being female, but serious and inti-
mate conversations were rare, suggesting that while the women firmly
believed they could come to the group for emotional support, they
did not often do so explicitly. I heard only one troubled personal ex-
perience narrative during my ten weeks with them, which was ironi-
cally framed as a fabric shopping expedition. As the women joked one
evening about the lucky ones who were not married, one member told
how she had once stolen a credit card and run away from her hus-
band, checked into a hotel in a nearby city, and went fabric shopping
for three days without once calling home.

What emerged in many of the conversations with the quilters was
the fact that the women often did not realize they were “artistic” until
they began attending the group and learning to quilt. Along with the
quilting process, the feedback from the group helped the women look
at what they were doing as creative. Karen laughingly recalled that
her children used to save her Pictionary drawings because they were
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so funny: “So I just thought, well, I'm not an artist.”*® Emily felt simi-
larly:

[ didn’t even realize that I was an artist. I always wanted to be an artist,
but didn’t realize that I was born an artist until I started going there [to the
group]. ... They encouraged me and they liked what I did. They said,
“you’re so good with color.” I didn’t really realize that. I knew I liked my
color combinations, but I didn’t realize that other people might.>*

Several women stated that they had tried more conventional forms
of artistic expression such as painting and sculpture, but that nothing
had “felt right” until they began quilting. Billie said that working with
fabric felt more “natural” to her, while Catherine described herself as
a very directed, rule-oriented person; painting intimidated her, but she
felt she could let herself go with fabric in a way she could not with
other media: “Maybe because it’s that I'm more familiar with fabric
than with other mediums, you know, I can do more, I'm freer to play
with it than I am some of the other things.” Karen hypothesized that
this was because “you can be an artist with fabric maybe where you
can’t with some of those other mediums.”® Her comment suggests
that people respond in different ways to different media, and that per-
haps creativity happens only after an artist has found materials that
for her/him are both appealing and technically manageable. As illus-
trated earlier, certainly these women were intimately familiar with and
loved fabric. They found that the specific actions involved in quilting
allowed them to explore creatively and they received positive feed-
back from the quilting group. They began to redefine themselves as
artists. As Emily noted, “I just think I've found my medium.”*’

Conclusion

For many years, Alan Dundes, professor of folklore and anthropology
at Berkeley, has called upon folklorists to interpret their data, to ex-
plain the why of folklore materials. Literally embracing a definition of
aesthetics as sensory experience and listening closely to statements by
informants about their medium of choice led to a closer examination
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of the role of the materials and physical processes that are integral to
the creation of art. The answer to any “why” question is always com-
plex. Certainly there are many other facets that inform the quilters’
creative processes. Issues of friendship, emotional support, identity,
individual and group influence, and psychological satisfaction are all
important aspects. Yet while the fabric was not the only thing for these
quilters, sources of artistic inspiration were partly linked to sensory
stimulation resulting from the medium of cloth and the particular way
in which cloth is used in during the quilting process. The role of pri-
mary materials in the relationship between artist, medium, sensory ex-
perience, and sources of creative inspiration warrants further explora-
tion because it suggests that to create, individuals must first discover
a medium that stimulates them and provides a foundation upon which
creative processes unfold. Many quilters did not define themselves as
artists until they found a particular way to work with a particular
medium—fabric—that inspired them. A primary goal for many mem-
bers of the Pine Needle Quilters was to see it, buy it, play with it, pet
it, and manipulate it. The foundation of the event lay in a mosaic of
women playing and arranging soft, tangible lines, colors, textures, and
patterns brought together in a material they related to, were comfort-
able with, and genuinely loved. Within this nexus, the fabric was a
primary source of inspiration and creativity, which suggests that the
relationship and response of the artist to his/her chosen material con-
stitutes a basic dynamic without which creativity cannot emerge and
art cannot be produced.
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