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Abstract

In "THE FELT SENSE, Expressive Arts Therapy and@omnity Art
Making" the art of feltmaking is introduced. Eveesscribes how she
investigated feltmaking as an appropriate art medin expressive arts
therapy and in Community Art. She used Gendlinthadeof focusing
as a selftherapy. This opened her up to the therapepossibilities of
feltmaking. Her study-travels into Hungary, Turkmséan and Georgia
deepened her knowledge of felt as a traditionalroomity art.

Inspired by Paolo Knill's Community Art, she stuadies choreography
"The We-Song of Flowers". The International Fels@d@ation provided
an opening to exercise her new way of feltmakingdmgpting her
proposal to initiate and direct an internationalraunity artwork, a
"Mille Fleurs" felt carpet. Additional to the thesis a video of this event
edited by Criss Esser.
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Introduction.

Once upon a time in one of those monasteries wdrezecan hire a space for
retreat or as in this case, to learn a tactile andditative skill like
feltmaking - a group of people were felting a bagpet. One of the monks
was so interested that he had to witness how ste@Epsmelly and in great
disorder, was washed, coloured, dried, carded netgular bats and laid
down in an order on top of a reedmat. He came leyyeright, stood still in
the doorway and looked without saying one word.

He saw how many layers of coloured wool were formtxa high and
cloudy mattress, full of air. He saw how this pilas flattened down while it
was "baptized” with soapy water. He saw how theemrolled the wool
into a mat, how they moved the mat with their afmasy they even moved
the roll with their feet. He got moved when he dehem sing and he felt
sorry for himself that he could not overhear tharigis they were telling to
each other.

He observed how all of the loose fibres first intgmected into a web and
then into a bonded fabric and how the felt carpatedoped naturally. He
observed how the women like the fibres becamecomneected. He always
had a great imagination: | see a visible and ansible carpet, he said to
himself. There is a visible felt carpet which regegnts the work of the
community, and an invisible felt carpet which regmets the meeting, the
partnership and the sustainability of the women nideer thought before
that feltmaking could used as an expressive artumedo develop a new
community.

Much change and transformationhad had happenerbmt Df his very eyes,
untill on the last evening the students unrollegl finished felt carpet and put
it flat on top of the table. He could not resistctime closer. He just saw the
farewell ritual, where the women were sliding theands over the soft
surface of the felt, as if blessing it with thenighing touch. Then all of a
sudden he spoke: "l wish | was that felt".

This story illustrates my thesis "The felt Senséigre | will find an answer
to the question if and how feltmaking as an artmedcan be used in
intermodal expressive arts therapy and in commuanity

The main part of the thesis consists of a persandla practical section. |
keep to a chronological order in both. This makgspersonal development
over the years visible and makes the practise afl@epening insights
recognisable. In poetry/language the word felt pdeg for -sometimes
humorous- metaphors. | like to play with the doubkaning of the word felt
while writing.

In the personal part | will give an overview on @€ars of working with felt
as an artist, a writer, a tutor and a lecturer. iivexplain what felt meant for
my personal development. My soul unfolded itsedf afmet the question:
Why do | make felt for more than 20 years? Whas dloat mean? Inner



sensations? Felt sense? Does it give my life agémary dimension? How
does that quality in terms of what | do with otpepple? In one way my
students pushed me over a threshold by sayinginféedback that my way
of teaching works as a healing. What was true tovae that | never found
any medium so relaxing and vitalizing at the saime t Also | remembered
that | ‘played’ with felt at a crucial time in mgrey life. Perhaps that is the
main reason that felt became my appropriate artiomadand still is a
continuous material of investigation. | startedctimtemplate on and to
research the different and specific qualities dif fe

How a self-therapy and a new way of learning lechiochange of visions
and aims, which | describe theoretically and preally in the second section.

In the practical part Community Art is the main gdb. | introduce my felt
"masters” from Hungary, Tuerkmenistan and Geor§iady travels gave
insight in their way of feltmaking as a traditiorm@mmunity artform and an
expression of the connection with the reality dfydée in a great variety of
composition, colour and content. This can be corapavith the subjects
Paolo Knill chooses for his Community Art, like iMe-Song of flowers, the
bridge and the wheel. Traditional feltmaking copesds with Community
Art in many ways. Main difference is that felttztttime was not called art
or arts, nor was it choreographed. Considering camities everchanging
connections in time and space, | practised feltmgieis community art after
| identified with Paolo Knill's choreography "Theée-Song of Flowers" and
used some of his principles while preparing thiewh direction in
feltmaking: felt as Community Art. | consider theernational felt project
Mille Fleurs as an excersize in feltmaking as Conumity Art (see video).
Another new direction and connection | found innfiaking is to work as a
"coach on the job” and teach feltmaking to occupaél therapists followed
by shaping a tailored program on their workfloogaiher with their clients.
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1.1

1.2

PERSONAL PART.

It is not for show that our soul

must enact its part;

it is at home, within us,

where no eyes penetrate

but our own. Michel Montaigne

Felt as material and felt as feelings

Felt originates from "loose, that is structurallysdonnected fibres,
which can be massed, mixed, consolidated andiledténto a coherent
fabric structure”, says Irene Emery in the Earlystdry of Textiles. In
this chapter | start to talk about my felt discoati@n and reconnection
with words and images. | use the word felt in dsillle meaning: Felt
as a material of a specific nature and felt asifegd.

How a felt brush and a blackboard help to recogmgecalling as a
peace-seeker and prime fact of existence, howad Hillman says -
aligned my life with it and found the common sdogealize that
accidents belong to the pattern of the image, &®essary to it, and
help fulfil it. (1.2 Felt disconnection and recaution of words and
images).

| continue to write about the history of a fedhemunity, the
"Haarlemse Viltwerkplaats"(1.3), and about whettlit, after focusing
work around the felt sense, using Gendlin's safafy. How
exploring this experience brings me into a newtreteship with
feltmaking and with the work | do with a group 4 Exploration of the
felt sense and 1.5 Focusing work around the felssg How felt in this
sense becomes a therapeutic tool for myself anthéowork | do with
other people.

The last part of this chapter is about how | fother ways of learning,
first at "Werkplaats Molenpad" in Amsterdam, thénhe "Centrum
voor Expressieve en Kreatieve Therapie" in Amsterdad
subsequently at the European Graduate School is Eae,
Switserland. The study in Expressive Arts Therapgd to change and
opens up new possibilities of feltmaking (1.6 Wiglions).

Felt disconnection and reconnection of wordd mmages.

When did | notice the healing qualities in therfelking process? My
first contact with felt as a therapeutic tool stefmesn early childhood



when | was told to not express my feelings. This waring and after
the war and led to disconnection. | took my refagd was happy with
making things and played outside with soldiershiea wire. But what
| experienced as nourishing my soul by feedingmagination
(Hillman, 1997, p.153) was sitting in front of thiackboard in the
children’s room and w ritin g about how andatlhfelt

(photocopy 1). The felt duster served as a diaay klept my heartfelt
words secret.

This brush became the keeper of my soul’s stuf@ok a long time
before | learned to connect and to exchange feglgugcessfully
through the spoken word in combination with othedalities. For me
felt brushes are a symbol of contained and expcessamories, felt
emotions and stories unseen. | had no idea thenrhogh meaning
there was in these invisible stories. “The invisishows no facts.
Nothing but invisibles lies behind all myths’ sigém We live among
invisibles. The task is to attend to the one thaailled your soul”
(Hillman, 1997, p. 95,96). Hillman calls the inVak “psychic reality”
(Hillman, 1997, p.97).

Much later, during work with students at the Volksersiteit, it
became clear to me that the meaning of the feliedui$ad identified
as the container of my felt world, was only onet pathe story. At least
as important was the obliterated blackboard, whicbvided a safe
place and a frame to keep what wanted to come migrucontrol. A
third element and maybe the most important waswesep of the
blackboard duster which expressed the coming intma. It was all |
needed: just enough space, freedom and flow tontgktories about
the war as | wanted to tell them. Once a story watten down, it was
wiped out immediately. Accidentally | cleanedbbard with a wet
sponge before | started, like | prepared my spawkrayself for a ritual.
| liked the blackening of the surface when the Hda@came wet. In my
memory one story was my favourite. Before | wtitkowvn | shall
describe its context.

The story is a description of an image of a reargun world war 1. It
took place during a ten days "family- walk" fronmmgterdam into the
East of Holland during the famine winter of 1944vds 4 years old.
There was no milk for my baby-sister and not endogt for the rest
of us. But the main reason my parents fled thevedty because my
father had to turn himself in to the Germans anadfased to do so. So
they packed a few necessary things on top of rter sisher
perambulator and some food and clothing on my parstaand left
everything else behind. The goal they had set mdiwias to reach a
safe place in the country-side, where my fathésteslived, my dear
aunt Dicky, about 200 km north-east of Amsterdam.

| remember we stayed overnight several times wi#imge but kind
people, who gave us food and shelter. Halfway tipnoaur trip, we
were not allowed to cross a bridge, because it @@zipied by the






Germans. One member of the "resistance" knew abtutck which
could possibly take us to the other side of theewdthis part of the
journey | will never forget, and it repeatedly apped on my
blackboard. We were waiting for this truck togethgth some other
travellers, men and women, and a few children. Ne $poke a word.
It was very cold and how long did we wait? It segmdifetime. | was
frozen inside and outside. At last it came. Theedhelped us to climb
into the back of the truck. | can not remember ne@wvere sitting or
standing in there. What | do remember is that iswary dark inside,
after the driver had closed the canvas; we weresnpposed to be
there. He drove off and | felt some relaxation.réheas a comfort in
listening to the engine. A sudden stop made ussdlfath over. Outside
were unfriendly sounds, men's voices and loud stagfpet.

What was going on? In no time the men who were wsithwere hidden
behind luggage and straw. At the time the canvasliftad up, all the
women and children stood in the front. We were atrbbnded by
sunlight. A man in uniform and with a gun, shout&ind hier auch

M nner?" (Are there any men inside?). Some womenatbdd, some
shook their shoulders. Some said it loudly. lohamy head and
stiffened. The soldier stood motionless. Juseyes moved and looked
from face to face very slowly. Waiting for a cosies? When his eyes
met mine | looked back at him and | felt a suddeength all through
me. | gave him a message with my eyes "don't yautddouch my
daddy".

After what seemed an age, he looked aside to tkteppeson. At last he
stepped back. Nodded at the driver, the curtaopged. We kept
standing still until we heard the engine and fb# truck move. What a
relief. We reached the other side, were "unloadsd! continued our
journey partly on our feet and partly on a "Red €3bhorsecart. As
brave as I felt before, | broke down when | metaonyt who came to
meet us on a bicycle. Arriving at her home | sfepdays.

In the "blackboard- version" of this history, | ahe one who protected
and saved the life of my father from a German so}dvho threatened
him with a rifle. The truck in which | stood wagyhiand no matter how
small | was, | had to look down to see the soldiy father was

hiding in the back of the truck. This soldier trimdscare me away by
pointing at me with his gun, but my eyes shot bezright at him and

| felt strong like a fire-spitting dragon. An isible shield was
protecting me and my father's shelter. He did ihatos me and | did not
kill him. We stood in silence. | remember the stgled in this moment
of seeking for peace. Ifeltfacp was safe, and | could
move on.

Exploring my own experience brings me into a ndati@ship with it.
If I try to understand the life | chose for mygal way Hillman
describes it, | am growing down. "Since the lots each particular and
encompass a whole style of fate, the soul musetoeiping intuitively



an image that embraces the whole of a life at olgaust be choosing
that image which attracts: "This is the one | waand it is my rightful
inheritance". My soul selected the image | liviat®s text calls this
image a paradeigma, or "pattern”, as translatorsalyy say. So the
"lot" is the image that is your inheritance, yowuss portion in the
world order, and your place on earth, all compactetb a pattern that
has been selected by your soul before you evdraget- or, better said,
that is always and continually being selected byrysmul, because time
does not enter the equations of myth"

(Hillman, 1997, p.45). "Since ancient psychologyally located the
soul around or with the heart, your heart holds tmage of your
destiny and calls you to it" (Hillman, 1997, p.46).

Thinking of all this now and in connection with kdhis “blackboard-
story” it feels as though my soul is telling metthmathis life | had
chosen to become a seeker for peace and/or a pootetclife through
imagination and that | had to learn how to commatecthis. It feels
like “the awakening to the original seed of the lsmod hearing it
speak” (Hillman, 1997, p.278). According to Hillmaccidents can be
seen as an authentic category of existence. “Aoseraccident
demands answers. What does it mean, why did itdmgpghat does it
want? Continuing reappraisals are part of the aftewck. The accident
never may be integrated but may strengthen th@rityeof the soul’s
form by adding to its perplexity, sensitivity, edability and scar
tissue” (Hillman, 1997, p.207).

Art always is a method
to connect two worlds,
the visible and the invisible,
or the physical and the spiritual.
Joseph Beuys

There is a connection between my blackboard stamesthe artwork |
have made over the last three years called: "erspégets”, where again
my story is shown, invisible between many layensten drawings,
drawn signs covered with Nepalese paper and lindibings of the
floors and walls in my studio. However this timestories do not
disappear. Hanging on the wall they are monochroetief's, silent
witnesses. Hanging from the ceiling however, wheright comes
through, they show their content and their contdikes stained glass
windows, but more like MRI photographs as they&spnt another
serious accident when my son was diagnosed withia tumour and
had to undergo two operations in three years tirhbese artworks in
paper are more than a replacement for the blackdohopened up to
the imagination, made them, and when they made¢ense, |
brought them in the outer world. In transparentadiethey show
patterns of scar tissue.



1.3 The history of a felt community.

Feltmaking I learned in the late seventees, stgrtuith a Swedish book
“Tovning” by Katharina gren, but mostly through experimentation. |
learned many old and traditional techniques fromrivBurkett OBE,
MFA. She initiated and organised the exhibitionHeTArt of The
Feltmaker” in England in 1979 and wrote the acg@amying book. It

is through her that interest in felt reawakenedamdér the world and

the International Feltmakers Association was forrmfeat me it was the
nomadic family life and felt as community-work drthat was most
attractive in the feltmakers' history. So | foundlee "Haarlemse
Viltwerkplaats" a workshop for groupwork in 1982.

In the beginning we worked from the book and | maates of every
trial. Since 1984 | learned more about traditioma@mmunal feltmaking
when | visited international workshops/puszta nmggtiin Hungary.
There | met feltmasters from the east and artrsi® fthe west for five
successive years. “After the Berlin wall came dowtravelled and
stayed with a traditional Tircoman feltmakers fanaihd with
feltmaking women in Omalo, Georgie (Practical P2@ and 2.4).
Writing about the subject helped to build an inegfanal network
(Evers, 2000, p.232- 261 and addition 1).

For fifteen years | kept the "Haarlemse Viltwerlad'. It became the
nursery and training-ground for all my work withagmps. Once a week
participants met and almost every month a hugesat made for one
of them. Apart from the workshop | tutored/lectuie different
countries, and | developed another sort of inteioral community
work, designed as "peace-of-felt” projects. At tirae | was not
conscious of my calling as peace-seeker. It falinahand self-evident
to do this, that was all.

For the International Felt Symposium in Aarhus, Bk in 1990, as
part of the program, | made a basic structure fomenunity-feltmaking
where participants and visitors could join in. Thisteractive play with
wool" was planned to end up as a felt carpet ams@nted to Michael
Gorbachov, because he intended to work on peattesiworld.
Moreover he was the leader of the land where fatte from
(photocopies 2,3,4).

Preparations were made in the "Haarlemse Viltweaks". \Wool was
dyed in rainbow colours. From a thin prefelt, oghlaped, a phrase
was cut-out. The words in felt "a peace of felt esathe world into a
home", formed a variation on Gorbachov's sayirqeadce makes the
world into a home". The activity was announcedhathieginning of the
symposium and people could participate for at less hour. The
carpet was felted on the day of the market. Thasdn made it
possible for passers-by to add loose wool or forsh@pe on top or in
between the four layers of coloured wool. Some lpaaturned
regularly to follow the transformation of wool intelt and to see



1.4

whether their own felt contribution was still viklor had disappeared
under many other felt good wishes.

This kind of feltmaking worked as an opening ughefimagination and
people participated spontaneously or started tajlkabout the theme. It
worked energizing and socializing. It was a pitgttim the end the
Russian ambassador did not appear - as he had geamito receive
the carpet on behalf of Mr.Gorbachov. The Danisfjamisation of the
symposium tried but never found out what happefted they
delivered the carpet at the embassy. Perhaps aiquesf politics?

This kind of groupwork | felt attracted to. It mageople spontaneously
participate; it worked socializing. Complete strang were opening
woolfibres, meeting each other and interactingvdts a new way of
learning to communicate through feltmaking. Itedskor playful
thinking leading to a more practical preparationspecific subject, a
precise scenario, a movable structure and not fingg the exact kind
of wool. So that at the time of the event, it ddag guided in a relaxed
atmosphere. | also learned from the Denmark expeggthat to get a
groupwork integrated in the symposium program ad o visit the
place and speak with the organisers beforehand.

So, one year before the Swiss Felt Symposium @, ¥88ch was
planned to take place in Landquart and Chur, lysthwith one of the
organisers, the late Leni Hunger. She showed mevbg and how
she made felt with blind people. This inspired eprepare a
groupwork which could be performed by blind peoplélt
performance based on the senses of sound, touchnaell It was
meant to focus on the fact that felt is not onlgwtshepherd/farmer,
grass, sheep and wool but in equal amounts abéembn, love and
compassion.

Thirty participants joined in: we started with alebration with voices
saying “Love” and “Peace” in our native languagand a shared
reverence to mother earth. Further communicatiarktplace through
ticking with small bamboo sticks and to felt fraaling the wool. It
took place in a stone garden with two massive stoaegular
fountains. It was half dark. A fresh resonance weard like an echo,
when each of 30 participants made rhythmical sounitis the sticks in
her own way made felt from feeling, smell and hodde reverence
was repeated in a circle after bringing the littldts to the waterfall in
a meditative act.

Exploration of the felt sense

In my own artwork from the very first felt | madiéglt a drive to
deepen the concept to be able to understand wigstso important for
me that | could not consider it as just one poss#it-medium. This












kept me questioning. All | knew is that there myssterious plan in
everyone'’s life-cycle and that my life is an ongo&aucation,
combined with practice. Now that | understood {hedce-seeking must
be what | am called for, | knew even more thatddeal to feel my
materials intensely, to understand their qualitk® them into things
that are beautiful and that touch the senses. tladdo study my way of
learning and in order to make my problems visibid galk and - in
feltmaking also walk - my process. | felt the nmedork on these
findings with members of my workshop, but there meisnuch interest
for this. No one came to the Swiss symposium alycadew showed
interest in my doings there.

Felt is like the human soul:
you cannot divide it,
it would be destroyed.
Kaethi Hoppler-Dinkler

Although it felt like a shadow and a hard decisiormake that | had to
part from the “Haarlemse Viltwerkplaats”. Withoutmitting it openly
| had outgrown it, but could not give up my “posses/position”. |
considered it as mine | guess. | never could hape&ed that this
workshop which once started as my breeding-groumdahturn into a
breeding-cage. But here | was, 56 years old, athiheshold of a new
beginning. Dependent upon free-lance commissiaeembent upon
my husband and last not least studying ExpressiteeTherapy, which
| will describe underneath in Felt Visions 1.6.

What helped to find peace with my decision to lehgevorkshop was
doing a self-therapy called “Focusing”, a book Bugene T. Gendlin.
Here | learned much about a “felt sense”, as aneneensation, a tool
to make a shift in the body, which provokes a chasfgrision.

Gendlin states that the body is an incredible Bgstem within nature
and the cosmos. Its holistic sensing of what islifgaand what is not
indicates much more than a thought or an emotiah fza says that
every bad feeling is potential energy towards aemgght way of being
if you give it space to move toward its rightnd3dse author based this
book on a research at the University of Chicago.

Practising this theory or self-therapy | learnedstoengthen my will, to
listen to body-language, express these into imagedsnaterials and
sometimes find the correct words for this innerssg¢ion. First I'll
describe in general how focusing works. Afterwdttlapply this "my
problem is” which | felt as a souring toothaché @er my body. By
focusing it was confirmed that in order to grow atel/elop felt as a
therapeutic tool, | had to leave my workshop.
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According to Gendlin focusing is not work. It isri@ndly time in your
body. It is listening to what comes from you, iesigot talking at
yourself from the outside in. When you spent tiemsisag something
unclear that is right there, it is meaningful abahis problem and you
don’t know what it is, then you are focusing. #léslike waiting until
the felt sense stirs and questions.

The felt sense he formulates as the body’s physe&ade of a problem
or of some concern, or situation. It is a physeahse of meaning. To
reach the felt sense you need to focus. Unlikbads that stress
“getting in touch with your feelings”, here is a ilitin test: each
focusing step, when done correctly, is marked pkiyssical relief, a
profound release of tension, a “quite right” sensat Focusing is a
guidance to the deepest level of awareness willgmody. It is on this
level, unfamiliar to most people, that unresolveohjems actually
exist, and only on this level can they change.

Let the answer come slow is his advice and do oategp into
concerns — stand back — say: | am here and keépeadpace. Wait
again and see if there is more. Mostly there ign@in explains “how
to put yourself into a state of mind and body mal the focusing
movements can take place freely. Your inner aciiotisis movement
are much like the overt actions of artists wherytstart to work each
morning” (Gendlin, 1981, 71-73).

A felt artist, for instance, makes sure the bagsheworks on — be it a
reedmat or bubble-wrap is absolutely clean, as aglhe/she prepares
the wool, the water-supply, the olive soap. Actcwydo Gendlin there
are many different inner acts which can producerteeded positive set,
or body-mind receptivity. Keep the one or ones kizate meaning for
yourself personally, the approach or combinatiompproaches that
make something good happens inside you. You cabguk whenever
a problem begins to get too threatening. Stepaniitile sheltered
space where, for a time, they cannot hurt yokd tb imagine to put a
felt cloak around my shoulders, maybe a shephecttsak. Felt
protects, isolates, insulates.

Gendlin suggests to try to feel good as long agptbblem is unsolved,
because while you feel good, you know that evenytsiiays as bad

as you know it is. Doing so you enable yourselfandle it in a more
effective and different way. In other words, hessémat focusing begins
with giving your body a break, a pause, in whicletat become a
whole.

Focusing is structured in six movements, firstadleg a space, second:
felt sense, third: handle, fourth: resonating Hifasking, six:

receiving. While focusing it is important to avaidentification,

analysis, self lectures, assumptions and deductiomsl try to focus

on my fear of parting of the "Haarlemse Viltwerlgdsl which | could
not face for a long time. Instead of facing thseeémed to spend time
on cherishing the relationships, the memories afiynarojects we

-12 -



worked on, the success we had and was reasoning stiould not
leave all this.

| worked from the book as it is written as a selftpy. | took my time
to learn the six movements and to prepare the bothg more sensitive
and recognize the change inside which leads tquaté right” feeling.
In the end, focusing did clarify my periodical h&dee relationship

with my work in the “feltworld”. | really felt tould surrender to leave
“fame” behind and go in new direction. | feel | wealled to seek a
peaceful solution with dedication and commitment.

Once again | was convinced that | was helped t fime education |
needed at this point in my life and that “The soluéach of us is given
a unique guardian angel before we are born andg kelected an
image or pattern that we live on earth. This saupanion, the
guardian angel guides us here; in the process o¥arhowever we
forget all that took place and believe we come gmyb this world.
The guardian angel remembers what is in your imeage belongs to
your pattern, and therefore your guardian angehis carrier of your
destiny” (Hillman, 1997, p.8-10).

To reshape the question: What was it about the fléazse
Viltwerkplaats" that | could not just stop? Wheretollect how each
of us participated in her own way to serve the amfnthe group, what
did we aim, name, claim? There was a period of abEuyears when
we were developing the resurrected art and craffedtmaking. We
found our own way of "community felting”, beingettive to every
person who wanted to create a major work and teyeaspect of the
working process. We shared our knowledge and puivodk on show.
| invited guests/specialists of different discipbrto keep ourselves
inspired.

So, what is the meaning of this stirring in my 8duhate to sour up a
good relationship with a group of people, but | ddgmow how to
continue. Perhaps the attachment to the workshémige to a sort of
daily invisible that | accept without thinking anetceive their hardness
from my attachment to them. "If we cling like bariea to our favourite
set of invisibles, then they must serve as roclseal as solid”
(Hillman, 1997, p.96.). Hillman quotes poetic wolysWilliam
Wordsworth from an essay by William James entit@al a Certain
Blindness in Human Beings™:

To every natural form, rock, fruit or flower,
even the loose stones that cover the highway

| gave a moral life: | saw them feel

or linked them to some feeling: the great mass
lay bedded in some quickening soul, and all
that | beheld respired with inward meaning.
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1.5

One of the reasons and perhaps the main reason tivaiv apart

from the Haarlem workshop probably was that mostsafnembers did
not share my enthusiasm about working from sowgimation and
movement. They did not share my interest in wonkirtig the inner life,
whereas | believe in a "faithful attention to timesiginal world, in
remythologizing"”, as Hillman calls " this love whitransforms mere
images into presences, gives them living beingatbrer reveals the
living being which they do naturally contain” (Hiln, 1991, p.85).
"Psychic contents become powers, spirits, gods.g@nses their
presence as did all earlier peoples who still hadlsThese presences
and powers are our modern counterparts of formentpaons of living
beings, of animated soul parts, protective housigolls, and ominous
daemons. These beings were mythical in that they paet of a tale or
psychic drama. The same archetypal dramas are glayas and by us,
and through us for our behalf, once the imaginadexs of our lives and
of life itself is given attention. Attention igtbardinal psychological
virtue. On it depends perhaps the other cardingles, for there can
hardly be faith nor hope nor love for anything sdet first receives
attention" (Hillman, 1991, p.85).

"It is as if the heart and the left side were egliag their dominion”
(Hillman, 1991, p.85). This reminds me of a vidigiot one night in a
dream. | felt an injection with energy which strasid warmed my left
side. The image was so strong that | gave it gslhvath a collaged
painting on handmade paper. "My myth becomes ntly;tray life
symbolic and allegorical. Self-forgiveness, selfetance, self-love;
more, one finds oneself sinful but not guilty, gfak for the sins one
has and not another's, loving one's lot even tgpibiat of desire to
have and to be always in this vivid inner connettioth one's own
individual portion” (Hillman, 1991, p.85).

Focusing work around the felt sense

What | needed to learn was to focus and to reshapgrst | had to
learn the steps in the right direction. | did wednt to take it easy. |
really was eager to learn to identify and change wWay my personal
problems concretely exist in my body. | needed aflgractice to
learn the focusing steps of felt change, and sfigarathis case the
first movement, clearing a space, took a long time.

What was most in the way was my impatience. lydalt | have been
in the same spot for years, now | wanted sometioimgt me out.
Gendlin calls this a perfectly justified feelingitlit too must wait. One
should wait a few minutes and listen to the intesadf. Then ask gently
from yourself what you feel deep inside. | had &kerthe first
movement towards a wide and clear space. To athigee involves
specific questions put to my body and await foresgpecific response.
Friendly hearing is important and no arguing and ammswering. The
answer should come from inside and be acceptethéomoment. Then
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clear the space and ask the heaviest problem thraes up “how does
that feel today, your parting?

1. First movement: clearing a space. Clearing a spaceneself
means to relax and to bring the attention inside.

Gendlin:"push all your problems to one side so ttiadre is space for
you to breathe and sit in its temporary comfortisTik to find the right
distance from your problems. The inner act of distag yourself from
what is troubling you but still keeping it beforeuy Take your time and
only if you sit and feel quiet and in the right gga you ask yourself:
How is my life going? What is the main thing for mgét now?"
(Gendlin, 1981, p.72).

How my life is going? | sense the group of peopl®ik with for a long
long time. | make a journey with them through tifiest | see us
dyeing fibres with natural dyes from plants. We kvMoom 1980-1982
on an exhibition-project for the Amsterdam HorBgtanicus, who
celebrated its 300-years of existence. We deadbraigass-house with
300 ropes of handspun and hand dyed wool in rdihweand blue.
After this | feel the need to continue “communitydrk with students.
A group of twelve students, who liked to learn tksize” feltmaking as
a group-activity according to nomadic methods, Yeamed and called
themselves: The "Haarlemse Viltwerkplaats".

Most participants stayed for many years. They “&ldad” with me
through time and space. They served as a “mirrdtaught them
about the history of felt and made them familiathvald eurasian
traditional patterning, as a ritual. In my imaginai | see them right in
front of me, while they are making one of thd fiegpets in the
workshop, a modern Tdrcoman. | see all these higeta, coats,
blankets hanging high in a church where they wetelsted. | see the
yurt (felt tent) they made for me as it stood i ‘thlusee du Feutre”,
in Mouzon, France.

| look at their figures, their faces and | try ok into their eyes. | tell
them | have a problem, but that it is not aboutitgersonally. |
explain how rich and meaningful the memory of oitral concept is. It
has been so special to study the way of learnidiy@maturally. And
to make felt one of the main social subjects iroenan’s life. Other
images appear, | see all of our hands together @aroeking table | see
one of us as the feltmaster of the day, the quethrealay. How royal
was this feeling of giving orders to the others ammke them fulfil your
wishes about what should be made and done. Befareld sink in
more detail, something woke me up. Focusing mehasd to distance
myself. Distancing is necessary not to become dwmed, but still
feel.
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In seeking this first-movement state of tranqyilfgeace), Gendlin says
I will find that it helps to trust in my body. Whthe body is without
cramp, it has the wisdom to deal with my problevhgbody always
tends in the direction of feeling better. It kndtws direction and my
body is a complex, " life-maintaining system” (Gemdl981, p.76).
“Under all the packages each of us carries, a défé self can be
discovered. You are not any of the things you Isavaside. You are no
content at all” (Gendlin, 1981, p.79).

| shake my head and arms and legs. This feeleiikatying. | know
how to clean the mind and relax the body. Gendlamtions that many
different inner acts can produce the needed p@asget — or body-mind
receptivity. | keep to cleaning the mind with adiheng excersise and
relax all parts of my body by holding them one bg.ol make an
imaginary walk through my favourite mixed landscapdunes and
woodland. There | find my little sheltered spadere, for a while, |
can feel no hurt. 1 like sitting there protectattasolated by a white
felt shepherds' cloak. My attention is inside. Titithe state of mind in
which focusing movements can take place freely.

| felt 1 had made a monument for my problem, alafkgon. Now |
experienced parting of the workshop as a wholeasd bad situation
which made me feel sick in my body. How to lebtiay feel whole and
sound if just for a minute? The inner act in thistfmovement of
focusing is like the act of putting down a heavigden you have been
carrying. You have walked for miles with this untmmable bag. Now
you stop, set it down and rest for a while. Onlyfitst setting it down
can you look at what'’s in the bag. Your body ndkdgest, feel relaxed
and peaceful” (Gendlin, 1981, p.74). He wants martlmad, take the
problems out one by one and line them up and lodkesm without
carrying them. | unload and put the projects, tleeple and all |
mentioned before in a row.

2. Second movement: felt sense of the problem.

Select one personal problem to focus on. Try @ the worst problem.
Do not go inside it, stand back and sense how kesgou feel in your
body when you think of it as a whole just for a momShut up for a
change, listen and feel...be patient.

Somehow | had to make a decision whether to camtingsay enough is
enough, and stop this activity. | follow Gendligsidelines on p.54, set
aside my self-lecture for the time being, try moamalyze the problem,
nor try to decide where the main drive of it liexldry to get at “what
does the whole thing feel like?” The feeling comsainany details, just
as a piece of music contains many notes. | do @ed mo know all these
details in order to feel the workshop, the worle situckness, the
growing apart, the fear to part. | only need to shg name of the
"Haarlemse Viltwerkplaats". The feel of it comethout details.
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What to pay attention to? What to ignore? How tonsg mind so that it
will be receptive to certain things happening imskolt not to others?

| have to try to make my mind do essentially whdbes when calling
up the feeling of my sense of a person. Being@awhdetails but not
snagged on them. Attend to the single feelingséimse of ALL THAT.
Stay with it for a while, just let it be and betfel

Before | discovered how focusing worked and thatitked for me
indeed, | was just attracted and curious of thretethe felt sense. |
think the term hit me as a striking metaphor fa thctile qualities of
wool and the process of making felt. Focusing nmadesense my
problem physically and work on it psychically. ever thought of my
physical felt body as being “ part of a gigantisssm of here and other
places, now and other times, me and other peopidact, the whole
universe. This sense of being bodily alive in & ggstem is the body as
it is felt from inside” (Gendlin, 1981, p.77). Ndpdy knows what is
right, says Gendlin and he writes the word RIGH Capitals.

So, if my body knows how to keep my temperatusenmimer and in
winter, in exercise or repose it must be constarttlgcking and
adjusting and compensating its processes.

But still, my body senses this problem as quiteyfuz

3. Third movement: finding a handle.

What is the handle of this felt sense. Let a wanghrase, an image
come up. A quality word like: tight, sticky, scastyck, heavy, jumpy —
stay with it, till something fits right. In my caaeicture comes up, an
empty space, a new one | did not know before.

| may begin to find my problem changing and to tiiéérent from
what | expected before | started focusing, whéeltitstuck and scary.
The difference is small, subtle and puzzling asdGesays. Is it what |
am looking for? Is it something that comes alonth\aibody shift? |
think this fear of parting is my handle, the “thésright” signal. Now I
have to play hide-and-seek. My felt sense willcgdg-colder-

coldest and/or warm-warmer-warmest. Are there waasing from
this feeling, pictures?

| can see an empty studio, very calm and peacefuhiure. | feel a
small shift in my body and take a deep breath. Agas right, it fits, |
know.

4. Fourth movement: resonating handle and felssen
Take the word or image from the third movement dhelquality): | got
a picture of an empty space. Check it againstehesense: stuckness,

growing apart, the fear of parting. Do they clickepisely into place.
Are they a perfect fit? “It is right”. | feel thesft response, a deep
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breath inside, some felt release. To resonatedtraxperience the felt
sense again. | must touch it as a feeling, | fiesd,fthe growing apart
has happened, | feel an empty space and this sptreets me. Do |
run ahead? | see the group continue in a smallesaalksocial club.
They return to their uniqueness. They still maleekent felts, but no
more groupwork.

When | try to make contact with the felt sensalasiy body the
stuckness, my growing apart, my fear of partinfgel it matches the
empty space. | feel | will move out. The sensebfmess comes from
my body which is just now changing, moving, pracgsg o my
surprise | feel released after a few minutes amet@d of taking deep
breathes and yawns.

| need to resonate the handle, touch it as a fgedimd hear the felt
response in the words: | go out and it is rightisitime to stop. | need
not to be angry with them, nor blame myself. Thegevmonest in not
wanting the “mother-belt” any more. They will regpeny decision. It
is a new beginning. | need to move on with otheugs, on a new and
a looser base. In fact this new layer of existdmae already started
with these peace-projects during international $itnposiums.
Meanwhile | studied other fibres and other feltprgcesses than wool
and worked on a book “Het Complete Papierboek”.sTiaid for my
studying “traditional feltmaking in the communityi Ashabad,
Tuarkmenistan, with the specialist Turkmen Ogulsi€urbanguliev

( see practical part 2.3.1). My aims shifted whiktudied feltmaking in
depth, like | was spiritually inspired by the |&wiiss artist Leni
Hunger, who made felt with narrow-sighted and blpabple. All this
led to my changing goals, my shifting aims.

5. Fifth movement: asking.

What is it, about this whole problem, that makeés guality. Make sure
the quality is sensed again - the empty spacelacef preparation
for the new. Did | feel a big shift, an opening andodily release
during the earlier movements? In that case | mayigjat to the sixth
movement. There was a shift and change in the @noblvhen | sat
quietly with the felt sense, sensing the crux aediandle/quality, the
fear to part and the empty space. It was confirméh the handle
word.

While preparing a project for a church, | first sygsted to felt a
“mother - belt” around the inner walls of the chimcwhich has a
circular form. This could be seen symbolically las &rm of God
around the community and would refer to the wovethar-belt
around the yurts (gers), the portable felt dwelsrg the nomads.
This idea was rejected. One of the reasons wasatiet the exhibition,
how would we divide the belt? Another excuse waisathleast half of
the members of the feltworkshop refused to findigdiake part in a
church-project.
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At first | tried to save the project by suggestingt we could leave the
idea of making one collective work, and just felique pieces designed
by individual members who still wanted to take plirdid not feel the
right thing to do and it did not fit the originadléa of protection and
holding. The idea of cutting the “mother-belt” ried out to be a
metaphor for cutting what had tied us togetherdomany years.
Afterwards | can see it clearly: Felt which boursl now had set us
free. Feltmaking made me move out. The double mganifelt led to a
deepened understanding of how my feelings are mokow they bind
and release, how they can constrict or release me.

| learned a great lesson. | feel that, in the fetunow | know about the
felt sense | will ask directly, what it is, andrst@orking with this
unclear felt sense, or return to it from time todi, using the handle as
a helper to make the felt sense vividly presefittigere. Ask my body
what it is about this whole problem, letting anssvgo by, ask again.
The second or the third time the felt sense magogm to it. The

felt sense itself will stir, in answer, and | woatdst from this stirring
an answer will emerge.

The easiest way to excersise the felt sense seaask bpen questions.
Gendlin says that this asking can be compared asiing a question
to another person. You ask, you wait. The wordsianadjes that flow
out of a feeling, by contrast, make a felt diff@enrhese are the words
and pictures which produce a body shift. This bsluift always feels
good! Even when what has come to light may not rtfekproblem

look any better from a rational point of view.atffirst your mind is
answering the questions, repeat them until thestaitse stirs.

6. Sixth movement: receiving.

Take the attitude that you are glad your body spgokgu, whatever it
said. This is only one shift; it is not the lastrdioY ou only need to
receive what the felt sense just now says, yowtlaeed to believe it
nor do it. You will soon deeply experience thateowhat comes with a
shift is received, another shift will come. Whatirybody then says will
be quite different. So permit it to tell you nowatdver it must say first.
“Receive whatever comes with a shift in a frienalgy. If you will go
this step of change, there will be more change texea next is later”
(Gendlin, 1981, p.60).

| felt I had to leave the "Haarlemse Viltwerkpldats a peaceful way.
The next shift forwarded and furthered my persauastion of how to
sense and change my life’s direction. This requiled, to find more
peace, | also had to leave my teaching job at thdteeducational
“Volksuniversiteit Haarlem”. To activate the changédirection | had
to face how | would change my work and life as distAteacher
towards an artist/therapist. This provides me widw questions. | liked
to keep the attitude of receiving and expect maonershifts to happen.
More rounds of focusing came. | felt for the ansnaside my body. |
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1.6

experienced that Gendlin’s self-therapy seemstmbented for people
like me who have problems with verbalizing and ltest with this
sometimes. | will stick to this body-sense, stogilay for words in the
first place and keep sensing the quality of:

Treat your own inside feeling person at least a aseyou would
someone else (Gendlin, 1981, p.66).

- Reject familiar answers that come very fast (Gendlb81, p.66).

- Wait quietly for fresh answers to come from théd@sfrom the
bodily felt sense of whatever situation is trouglyou
(Gendlin, 1981, p.66).

- Focusing is optimistic (versus analysing). It iséd on the very
positive expectation and creation of change. Wigons a person
as a process, capable of continual change and fatwaovement.
“Problems are only those parts of the process tiate been
stopped" (Gendlin, 1981, p.67).

- Resolving a problem is very different from mereigerstanding it.
A change can happen without your understanding fuly of how
it has happened. Understanding is a by-product
(Gendlin, 1981, p.67,68).

- The process is admittedly mysterious. Humanskstdiv very little
about their mind and body process (Gendlin, 1$858,69).

- The felt sense is how your body carries the whiaelpm
(Gendlin 1981, p.69).

Felt visions

Focusing helped to find a new direction in my wddkreover by
integrating my ongoing education | found a connegtiridge between
work, study, doing artwork in the studio and at leoiReflecting on my
lessons in life, | am grateful that my father stayeth us and became
my first art-teacher, who told me all he knew ahtoamsparent
layering and how important it was that you could sig&rough. As a
child I loved his way of drawing. | felt blessedgtow up with someone
who loved images and their flow. Right now he ig&&s old and still
working as an architect and an inspiration to meawh see him at
work. He never turned to the computer, but alwgrgsvs with a pencil
on transparent paper. The fine-liner is his mostera tool. He was
not very interested in my further education, beishowed me how to
educate myself.
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In my childhood he kept his drawings in big rofisai round box. |
remember how he sometimes, upon questioning,died/ea roll for
me, opened it up. Mostly a roll consisted of 5 air&®wings on
transparent paper in a size of about 70 x 100 cematiached them on
top of each other on his drawing board with flaspung-pins. The top
one showed the contour of a building-to-be, thedews, the door, the
roof. | had to tell him what | saw. | remember 'dde" was the
appropriate word to say, when | saw a door somewlaed "side-
facade" when this was not the case. Then he wdtlzhe sheet and a
skeleton appeared, a map of how he thought tolivid inner space,
and he spread his thought and imagination wherebeld put stairs
or elevators. | felt he mastered his world andeldwis work. This was
so peaceful. He communicated through his drawiraydand he still
does. It is -like my blackboard - his opening itite world. He fed my
beginning interest for inner worlds from the imaagion.

| think this past made me look for teachers lika.hAt least | can see
Michiel Dhont Czn., visual artist and musician wiias his
“Werkplaats Molenpad” in Amsterdam and periodical§ught at the
"Centrum voor Expressieve en Kreatieve Therapia¥ alook-alike.
To be in motion is his leading theme. His courgesnaethods in
movement (Photocopy 5). | worked through his tlyeses program,
suggested he should write a book and assisteddstatt writing
together with Ir ne Steinert, a developmental psychologist. Theethre
of us laid the base for the structure of the bdbkias meant to be
written for schoolteachers and children in primaghool, and for
students. As a practical workbook with step-by-dtagtrations and
explanations it would be accessible for anyonelwved with children
and their development.

It took Michiel ten years to finish it. Last ye&etbook appeared. It is
called "t Tijdloze Uur" (the Timeless Hour). It sts of 22 excersizes
from his own practise. In the foreword he says i&dah primary
school should be given a chance to learn how tatssmwn skills, to
develop selftrust and to integrate the newly ledrrigrawing, painting
and working with plastic materials like clay as ¢pas it starts from
movement promotes concentration and diminishessstsehis
experience. His main principle is to unite the heheé heart and the
hands. It seemed that primary schools were waitinghis work. The
government invested a huge amount of money tadimteit in a
number of schools. The foundation "Kinderpostzédélildrens'
stamps) paid for an accompanying video with pratticstructions.

As a preparation for the book, | interviewed a nembf his students.
One of these describes his method very cleariy.dttranslated part of
a tape-recorded interview in May 1991. The studenralled Karim
Engelhardt, psychiatrist and psycho-therapist andtpin Amsterdam:
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The poet makes poems,
the painter paints,
the psychiatrist recognizes.
Karim Engelhardt

"For me the course "movements” fits my own natdeetty. You can
almost say it has something meditative. First youhdse excersises
with a charcoal in both hands and with closed eygken Chiel in a
certain moment says: open your eyes and look istartte, | am not
obeying, that is much too open for me, | keep reg elpsed.

Then doing something: drawing is the quickest of®®, painting is
possible too, but more in phases. That stops guigkh me and | start
looking at what has happened. First in great amaz®nand afterwards
in expectation, because after | have learned shimgt something
happens from that nowhere, from that area, somgthcall release or
meditation. This has to do with free associationanalysis. | notice
that my hands did something without my knowinglaard going to
look at it. At first I do not recognize anythingitlusually something
starts to unfold itself.

Again it is in my nature and also it is my professihat I, in this
image that emerged - just like in a dream - canasageaning, an
emotional meaning. A next step which of coursengalao the level of
meditation and also to the level of therapy, ig thhat | see as a
meaning is new on one side - discovered at the-spad on the other
side is very old, because it is the ground fromreshein that moment,
or seen from a wider perspective, live. In a progense it is the
processing of misunderstandings in the coursdafdo, "Movements"
for me is an inborn way of life".

This period had much influence on the artwork Iith other people
and on my own art. At first | introduced the chaaktexcersise as a
warming up. Later | started workshops with a "nmavivool” or
"moving felt" excersise. As everything starteshfrmovement in
Michiels workshop, he also worked with moving medstudents made
huge sketches, which could be worked out lateat thome. | practised
to make these sketches in soft pastel and trelaged as if they were
felt. I held them under a shower and afterwardsoedthem. They
looked like distant histories. Drawing on wet pap&de me feel free
and again closer to felt. | made a series of seftraits beginning with
the upper part of the model's torso, covered witlegg-shape with two
crossing lines. The egg is connected with thezioori The horizon is a
non-linear widening line. (Photocopy 6).

In a later stage | made Japanese paper and fehiediito a woollen
background. Here felt is the medium and at the siamethe support,
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| figured out how feltmaking is the same as dravand painting and
how it is different. | prefer the tactile qualitie$ felt, the directness of
the hands-on or the feet-on, the physical aspé&tis.link between the
moving of the senses as well as the moving of &teriml. Perhaps it
is because it was a felt brush that came to myussnce, and helped
to express myself, that | keep to felt as a mdtefiavestigation.

By the time | was finished at the "Werkplaats Mphati, in 1993, |
worked as a free-lance consultant for the "Nedettamextiel Museum”
in Tilburg. My commission was to assist Jette Qlopee of the
curators, for one year to organise an Internatiofalt Symposium and
exhibition in 1994. As | had to teach a workshopvadl, | took a
chance to join a workshop taught by Louis van Mang. This was the
best preparation for the job | could have wished Ye worked from
tearing paper into painting, writing, sharing whae saw, sharing what
we felt, and continued in preparing a ritual teepent to each other.
After this first encounter with expressive artsg#py and intermodal
use of the arts, | needed to find out more about it

A very clear description | found in the introductiof the book
"Foundations of Expressive Arts Therapy", editecbbphen K.Levine
and Ellen G.Levine (Levine, 1988, p.9,10), who egbressive-arts
therapy a work-in-progress, and who see the couatats of the book
as "artists shaping our field together by theirroindividual efforts.
Expressive arts therapy as a separate field ofggsibnal practice is,
in fact, a comparatively recent development. ligios can be traced
back to the early 1970s when Shaun Mc Niff, Paaidl, KNorma
Canner and others founded the Expressive TherapgrBm at Lesley
College Graduate School in Cambridge, M.A. Thegduphy of this
program embraced an intermodal or interdisciplinagyproach to the
arts therapies, in contradistinction to the spei@edl arts therapy
training programs then in existence. Connectionsevmeade with
indigenous healing systems, such as shamanism {#d881), and
with contemporary philosophical developments, sagh
phenomenology, hermeneutics and, more recentlpndéaictionism.

The Lesley College program fostered the developofemtreative
therapeutic community of students and faculty; Baaiill in
particular, following the work of Anna Halprin arathers, developed
the principles and practice of community art-making

Shaun McNiff adds to this in his foreword of "Mnest of Soul”,(Knill,
1995, p.13) "Expressive therapy is a disciplinsail's contagion. It
comes upon us demonically through the agency ajimation, whose
medicines draw from the full spectrum of soul. Woek flourishes in
settings which respect the taking of risks and twiestablish a deep
sense of safety through a "participation mystiguesbnating with
soul's purpose and wisdom". He compares intermegpiessive
therapy with the pantheon where the Greek godsgaddiesses
constantly cross fences to show that movemeng isakis of life. So,
"expressive therapy is a making of soul that neteps, and forever
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takes on new forms within the invisible panthe@t bolds us all”
(Knill, 1995, p.14).

Since its beginnings, the Lesley program has tichimeer a thousand
students in the field of expressive arts therapgnyvof them have gone
on to work as therapists in clinical settings anddach in institutes
and other training programs. In the late 1980s, Paénill began to
develop training programs in Europe and North Aroanvhich were
affiliated with Lesley College. Under the titletbé International
School of Interdisciplinary Studies (ISIS), progsawere established in
Switzerland, Canada, Denmark and Germany. Thesgranas featured
training in intermodal expressive arts therapy witthe framework of

a creative learning community.

At the same time as training institutes began tifarate, new
academic programs were also emerging. The Euro@aduate
School, based in Switzerland, began to offer Masdegrees in
expressive Arts Therapy and an advanced leadetsdiiing, the
Certificate of Advanced Graduate Studies, leadng PhD, in 1996.
In California, the California Institute of Integré@tudies began its
master-level graduate training in 1996.

The "Centrum voor Expressieve en Kreatieve Thetapi@msterdam,
was an affiliated institute until it closed down1@99.

Levine and Levine admit that most expressive hesapists cannot
claim to be specialists in every artistic discigjrbut they can claim

to be specialists in intermodality, that is, todapable of grasping the
junctures at which one mode of artistic expressieeds to give way to,
or be supplemented by, another. This sensitivithespecific creative
needs of the moment is a particular goal of tragnin this field,
sometimes expressed by the phrase "low skill, $egisitivity"

(Levine, 1988, p.11,12).

Louis van Marissing does not use many words irtdashing. In the
catalogue "Kunst & Therapie" he explains the digtiions he makes
between a. his way of making art b. his way atheng workshops
and c. his "doing" therapies. Talking about his mwakes him feel on
thin ice. "Such a conversation easily becomeseéobrtical or too
mystic, look that is all*. He adds to this thatieal changes in his life,
influence his forms. "Shapes emerge from my hdr@s/e no purpose,
no plan, sometimes a theme. | am breeding and glihltension
grows and in a certain moment | find the appropiataterials. Then
as if | know what | am going to do, | become eifett

(Van Marissing, 1993, p.51). His objects are noiraitation of reality,
nor represent something else. They are as theyTarée looked at.

In the same article (Van Marissing, 1993, p.56gkplains that, as a
looker-on, he does not occupy himself with thesari work of art is an
independent phenomenon. As an artist he does neat@ut the
looker-on. He tries to find a track of which he sdo®t know the destiny.
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Making art does not relate to communication. Whemvants to
exchange with others, he teaches workshops. Thggdifferent when
art is applied to therapy. In that case the artwbds a direct
relationship with the maker. In expressive therbpybserves the
maker as well as the artwork.

He thinks that perhaps for him artmaking is an easithe noise of the
big city and in the middle of a busy social lifdted it is hard work,
like the rest of life. It is working till the montesomething happens in
front of the eyes through the hands, somethingdbatsponds with
his feeling for order. Till this very moment it Hasen vague. It also
happens that something totally unknown takes aesh&ghape which
balances on the meetingpoint between his innercamer world.

Some workshops and therapies are of the same ygaalihis artwork.

In that case there is no difference between théarnakes in his studio
and the work he does with other people. In thesments he thinks that
teaching a workshop and giving a therapy are battstc deeds.

Louis made me conscious of the way | engage nmysklpeople. It
became clear to me there is a system behind myirapgducation.
This led to periods of studying with a "master’daled by a period

of reflection and withdrawal in my studio, my ibator, to experiment,
to translate my new knowledge into artworks, tod & new order, and
re-shape and integrate my new learning in the camty-work |
already do. | keep "breeding"” until | feel exp@&ged enough to bring
it in the open and share it with other people.dlfine need to add
quality and make what | do more all-round (interradMostly | meet
the right new "master" at the right time and a newle starts. After |
studied with Louis | would "design" a workshop whemtroduce the
healing and moving qualities of felt.

| called this workshop for participants of the Imational Felt
Symposium in Tilburg in 1994: "Felt Vision". Thenkshop took place
in the Art Academy, an ideal studio and a big spgadeouse a group of
25 people, the instruments of Steve Clover, thieyssionist and a
huge amount of natural and coloured wool. The masiknows my
program and we agree that he will improvise on whegtpens around
him.

| start with a small introductionary talk and denstrate a variety of
physical movements nomadic feltmakers use whemthkg felt. They
use their bodies economically and keep the bal&eteeen the left and
the right side. We talk about feltmaking as rhyttahmovement, sound,
voice, smell, energy, feeling, touch. During thi@kshop in three

parts, with different structures, we will see idamow we move and if
and how felt moves us.

| start with an excersise | learned from my mddtateacher. It is

playful, and at the same time relaxing the body emgtying the mind.
| call it "The Cat", because it reminds me of & w&o cleans itself
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very precisely and with all its attention. It ib@ut bringing attention
to all parts of the body, one time by bringing tieath to them,
inwards to bring new energy and outwards to getofidld waste and
one time by holding and striking all parts with tmends.

This is followed by choosing and collecting colalveool and make a
four-layered felt. The four colours are for ones&f one's studio,
one's country and for the world. Felt makes ggble to start from
the back and work backwards forwards, so one cart &1 design the
world or to start from oneself, or even to startle middle, or make all
layers apart and connect them later. Participants experienced
feltmakers, most of them are teachers and/or artst they can handle
this multiplicity. The music is light and soundeelit is balancing the
body and is freeing the mind. The felts cannoirbshfed, each student
individually chooses a place for her/his felt clésgether on a gauze
and we see how we look.

The different parts of the workshop are closelgriitiked, each
allowing the participants the experience and thperesgsion of their
individuality, while at the same time bonding thasma group,
comments Criss Esser, filmmaker, developmentahpsygist and also
a former student of Michiel Dhont, Czn., She maélkrafrom material
a visitor recorded of the workshop. The video isddition to this
thesis. She poses that if the camera had beemf{jlthe workshop from
above a continuous movement pattern of extensidrcantraction
would be visible. Extension being synonymous \Wwihndividual
working processes, when the group is scatteredarmraom, while the
contraction reveals the moments when all individuak drawn
together by some linking element.

The second part is about creating a felt networtaace with wool,
water and soap. There is wool in the middle ofdfuglio and a bucket
with soapy water. Two or three participants walkhe centre, greet
each other, take a sliver of wool, about one arih meter, wrap this
around the right or the left hand and dip it inteetsoapy water. When
they move out, others move in etc.

The excersise is continuous, after unrolling tket soapy sliver and
start felting it between their hands, they creat@ance for themselves.
At a certain point the wool turns into a cord aiheé tdancers now start
to meet each other and while they meet they conheictcords and a
network becomes visible. The group is connectemlgir the wool,
some people are in the middle, some at the sides are still finding
new connections. The group dances as one bodyn Asding they step
out of the net and we see how we look.

Criss Esser observed that there is a progressimguilt. All the
ingredients of the former parts are being conderasdlintensified on
an intimate and refined level. It became a ‘secskid’ and may be
used to absorb pain or negative energies, but ssirengthen the
body, even just to ornament it. Everything that b@sn created by a
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very physical, down-to-earth process, is enrichg@ luniversal, one
may even say spiritual dimension.

The last part starts with feeling the body and ifigdthe place where it
hurts. Despite the attention to move carefully akdeping the nose
above the navel" there are aching backs, fees, lagns, necks. These
places will be covered with wool and massagedjoéts without saying
that people start to work on each other. Silencae® naturally. It is
moving to feel how a massaged limb gets warm, divegets extracted
and to see how at the same time an object emefpese objects are
attached to a copper wire, a symbol of conductiiig.walk outside
with the "dressed" copperwire to remove our paiith the blowing
wind. We see that we move differently and talktle lbout felt as scar
tissue. And about how we felt about individual ggwation, social
participation and socialization.

Ellen Levine says in her book "Tending the Fire'b@mng moved that
play and the use of the body are essential to espre arts therapy.
These are elements, as well, in the early buildilogks of creativity
embedded in the mother /infant interaction. Motied infant move in
response to each other. In this inter-action, each moves and is
moved. The sense of being moved is thus essemteddressive arts
therapy. Creating something aesthetically movinges out of play
and the body. Knill, Barba and Fuchs in their BodMinstrels of
Soul" speak about the aesthetic response and aestbsponse-ability
as key to the understanding of the action of exgivesherapy. We have
to have a sense of awe that takes our breath awayeawitness artistic
work that comes from the deepest aspects of thelses could be
likened to the mirroring function in the motherént dyad where
vitality is flowing back and forth. But it is alémund up with an
aesthetics that enters therapeutic work with ths:awe want to make
things that are beautiful and that move us to a eevetional place.

Here she quotes "An aesthetic response refergiistiact response,
with a bodily origin, to an occurrence in the imagtion, to an artistic
act, or to the perception of an artwork. When tbsponse is profound
and soul-stirring, we describe it as "moving" oréath-taking” (Atem-
beraubend). Our language suggests a sensory efésociated with the
image, what Hillman describes as revealing itselfhe quick in-breath
(or inspiration) we might experience when in thegence of
beauty..."(Knill, et al.1995,p.71).

In the workshop "Felt Vision" | tried to respondttee appropriate way
Joseph Beuys made use of felt. He moved me tareofeli with
copper and to create a mute landscape of scardidsalso respond to
his relationship with the outer world as serving tommunity. The
most modern artistic discipline, social sculptusecial architecture, he
says, will not show itself as perfected until thst [person living on
earth becomes a co-creator, a sculptor or archite#dhe social
organism. Beuys was convinced that there wihd@eace in this
world unless the last person has become a co-woH@sees this
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process as a preparation for Social Art. Does ham@&ommunity Art?
Everyone is an artist, is one of his sayings. Aedtates that art exists
to educate the senses. As in painting light and daape the fan of
colour, so it is important for the social art, tgperience resistance as a
challenge and to bring pronounced one-sidednessfinitful

coherence.

According to Violet Oaklander in her book "Windawsour children”
each time resistance shows itself we can knowwbaire not
encountering a rigid boundary, but a place that hagt beyond it a
stretching, a growing edge. Beuys says that lovereahape evil. For
me, by serving peace through playful and sociahaking and
imaginative language, | hope to come to terms wiyhcalling. | need
both, words and images, on my search for insightintderstand the
whole of the expression, and to contemplate aredjrate the
completed image.

In order to work therapeutically with artmedia likaper, paint, ink,
clay, pencil, oil-crayon in therapeutic settingwas trained at Annette
Brederode’s “Centrum voor Creatieve en ExpressiEverapie

in Amsterdam” and at the “School voor Imaginatiei Amsterdam. If |
wished | could use wool and feltmaking, pulp andgseaking if |
provided for the materials myself. Textile anditagnediums were
"not done". Mostly | worked with the materials thegre offered at the
spot and reworked the images in my studio andiandovords with
them. Bringing my own materials was distractingdters and for me.
To widen my experience with movement | took lessonai Chi and
Sacred dance as an extra.

In 1998 | joined in the Easter Symposium of therlmtional Network

of Expressive Arts Therapy Training Centres, in ¢@aln, Sweden 1998.
taught by professors of the European Graduate SqE8S) in Saas-
Fee, Switzerland. Their way of teaching made ralesi@e that this

was just what | was waiting for. As my husband psechto pay for it, |
could enter the same summer. It was clear thatmaiy interest was
Community Art as it was taught by Paolo Knill, Pestof the EGS and
inventer of this artform as a specific therapeutitervention in a group
setting.

In 1999 all through the year | practised and resded felt in my
newly discovered way as community art. | was idviteteach/lecture
at international forums and symposia in AustraligrikMay 1999,
Finland July 1999 and Georgia (Russia) SeptemB&01 | was free in
how to treat my subjects as long as they had teittofeltmaking.
During the preparations | worked with a team of@pbsts which
included: my therapist/meditation teacher Iris 8&pand Louis van
Marissing as a supervisor to guide the re-view,rénrsearch and the
re-thinking and re-shaping of my concept.

Now | have experienced personal expansion aniddegio, | feel re-
connected to a sense of community through the &odyart-making. In
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the double meaning of the word felt opened me umyofeelings and
felt as a material opened up for a new way of wiykvith it and how
to build a community.
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2.1

PRACTICAL PART.

All the intermodal theories apply to
communal produced art.
Paolo Knill.

In the Practical Part | will talk about the work &aolo Knill, whose
community work is considered an art disciplinetgeif on the same
level as painting, theatre, poetry, dance and musigve anew into the
history of felt and re-view and re-think my stutgwels into traditional
and ancient felt cultures, which did not separdi@it arts from healing.
By describing the practise of a specific choreodmaphe We-song of
flowers, | will analyze Paolo Knill's community adrk, his way of
conducting a group, or a collection of people winondt know each
other very well, to eventually create an art-wtwgether and see how
it demonstrates his principles of community. Hiskahas inspired me
to initiate and direct a community felt artwork llea "Mille Fleurs"
(Additional Video). This will lead to exploring thelationship between
a choreographed community and a felt communitypditee practical
part with a description of feltmaking as a newmipg of community-
building with occupational therapists and handicapgeople. In the
conclusion | will be answering my question wheted how feltmaking
belongs to expressive arts therapy and to commuanity

Traditional Asian felt as group-cooperation.

Felt is a concentrated effort; feltmakers are corind.

I will begin to look into a distant past, the lagérhistory of
(semi)nomadic cultures where communal feltmakimgesonaturally
with birth and first footsteps. It is a fact thaaditional feltmaking is
based on survival, making products for daily lifeginly clothing and
housing. "Mass production of felt has always beaseld on group
cooperation: within a family, a neighbourhood, ocallective farm
community. The annual supply of wool was processede or several
days to obtain basic commodities, which requirexacentrated effort
of the whole group, supervised by one of its legqdiembers. This
makes traditional feltmakers connected with tleseryday life, their
stories, their familiar objects and their historgTurnau, 1997, p.58).

Felt was magic, a piece of felt placed on
a sore spot and then burned cured an illness.

The commonly used felt had a magical meaning tomf. Rena Turnau
mentions a story from the Secret History of the §bdsy where it was a
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belief that " all diseases are caused by demond aapiece of felt,
placed on a sore spot and then burned, cured amgsis"

(Commeaux 1972, pp.181, 277). Thin pieces ofdeles as dressings
or protection for painful body parts. There areuat felts of different
quality for different occasions. A just born babgswut on a "tender”
felt as to make an energetic link to the world #melculture it was born
in and the people it belongs to.

Felt was used in ceremonies.

In ceremonies like weddings or funerals the Asiamads were seated
on most valuable pieces of white felt. Turnau dbssra miniature
from 1242 where the son of Genghis Khan is buiisl coffin stood
next to a yurt of white felt as a sign of humblenadront of death
(Turnau, 1997, p.8). According to Olschki the regdl minarets and
pulpits in mosques were covered with black fels¢oki, 1949, p.3).
There are many iconographical sources concernimghilstory of
feltmaking.

Travellers journals show a lack of interest in felt

Written sources add information about popularityfafs in different
countries and social groups. Traveller's journat®® a lack of interest
in felt. They cover topographical, meteorologiaaichaeological,
military and economical subjects. If attention vpasd to felt it sounds
somehow ridiculous. Turnau mentions how BronislaatGzewski
expressed an opinion on Kirghiz' clothes: "mdda look like
carpets” (Grabczewski,1926, vol.3, p.96). Modettmographers
obviously have put much effort into registering ti@nual felt products.

For Beuys felt became a continuous materiahegstigation.

During the second World War Joseph Beuys was shwhdvith his
aircraft near the Black Sea. He came down near allsvillage and

was found by tartars who saved him. They put bottea felt - felt
absorbs butter - and wrapped him in it. They Kkept in it for a month,
which cured him. There he got his knowledge abeitihaving a
special kind of energy for human needs. The RedLGuhich came
along could not believe he had survived his ingirieelt first came to
his rescue and as a continuous material of invasiog it stayed with
him for the rest of his life. He became the firsidern artist who
studied and used felt from at least five diffei@mgles: as a plastic
material, the colour of the material, the physipabperties, the context
and the genesis of the material, writes Kirstenudia Voigt and "The
context from which felt entered his work was noagbitrary,

individual one. The choice of felt implied returgito the military, war
and need" (Voigt, 2000, p.43). All through his life kept working with
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2.2

organic material to find a shape that could solwe tvorld problems.
His credo was: art is therapy and everyone is gista

The survival of feltmaking was an openingq for insgional network.

Mary Burkett, an art historian, travelling in 196ia Iran, stopped her
landrover to take a closer look at men who weréirrgla bundle of
something on a bed of leaves. It did not take tveg Ito realize that it
was felt they were making. This private encouwias the beginning of
a 16-year period during which in her spare timeer fjob was director
of Abbot Hall Art Gallery in Kendal, England - stesearched and
wrote a history of felt, without an inkling the iexq this work would
have on a whole generation of feltmakers. Her attbibin 1979 and
the accompanying book "The Art of The Feltmakestdbed and
showed felts from many Middle Eastern countriewel$ as from Asia
and Scandinavia.

In the 1970's textile artists who were exploringvreespects of fibre arts
and looked for the origin of various fabrics, ame troots of fibres,
became the new makers of felt. These too weratprencounters,
which turned out to become new beginnings. Foaimst artists like
Mary Nagy and Istvan Vidak from Hungary began iB4.% centre for
ancient, traditional and modern feltstudies. Ther8katenuszmuseum
in Kecskemet started to collect traditional feltalanodern felts from
visiting artists.

Hungary as a "New Felt Community".

As we first journey inward through
the expressive arts, we tap into the
unconscious and become aware of
new aspects of self, thus gaining
insight and empowerment. Then,
by connecting to at least one other
person in an empathetic and
supportive environment, we learn
ways to relate to the community.
As we learn how to be authentic
and empowered in a small community,
we are then inspired to move to the
larger circle. We become co-creative
and collaborative, being able to access
our higher purpose and powers. This
connects us to the world
- other cultures and nature -
with compassion.

Nathalie Rogers
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Nathalie Rogers said it all. | came to understaed Wwords and
connected with them ever since | visited the Firtgrnational Felt
Conference initiated and organised by Mary Nagy ktdan Vidak in
1984. This exchange of knowledge and know-how elegtw
‘feltmasters’, scientists and artists from East #vekt, was at that time
and age, opened up and made felt stay as my mamifedium in the
arts and a source of investigation for the restyflife. My special
interest was to develop feltmaking as a communitgkwhich |
practised already with the "Haarlemse Viltwerkpgsét.3 ).

Apart from Vidak and Nagy, two people at the carfee made a far
reaching impression. They became a permanent saifrinspiration,
Mary Burkett, (see 1.2 and 2.1 and Mille Fleurdaf) and Prof.David
Nicolajevitsj Zsizsivili, an ethnographer from Tibi] Georgia.

Mary Burkett wrote in her book "The Art of the tRrehker", that there

Is some evidence that the forbears of the Hunganaere responsible
for bringing the art of feltmaking from Central-Adio Europe.

Meeting the root of my felt question.

I met the root of my question whether feltmaking &sditional
communal craft also could be considered a forromimunity art,
while looking at the film Prof.Zsizsivili showedrthg the conference.
It was about Georgian women, family and neighbouwvbp made felt
for a young girl who was going to be married. @attmoment |
realized that my journey into the ancient tradisoof felt art and its
makers, started to take a direction into focusing aoncentrated on
the socializing character of felt and felt as ataugable way of living,
that | was finding how to take elements out andafhese to life in a
modern materialistic and individualistic society.

Zsizsivili was a great storyteller, he could hardtpp. He knew that
from his tradition it was not polite to interrupirh. Moreover he was a
walking encyclopaedia of ethnographical facts. $t@is a main part
of nomadic existence, apart from making things ttogreone shares
poetry, singing, music, dance and festive medsrigg is part of the
communal art of traditional feltmaking in Georgiadits ancient
methods.

Continuation of international felt meetings.

Felt became a vehicle of communication, understanand
integration, after the 1984 international confecerin Hungary it got
an extension. Partly because the conference was@ess and partly
because the Hungarian scholar Veronika Gervers-ldglwho
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unfortunately had died at a very young age, wasohoed with it, the
Ministry of Culture provided Vidak and Nagy witls@am of money to
continue with international workshops where feltteesfrom East and
West could meet and exchange their felts.

Feltmaking as a discipline of sharing.

This was the beginning of a fast growing internaabfelt community
and East-West connection. Four years in succesdiong summer,
they took their invited guests, who should be agpeed feltmakers
with something "new" to share, to the Hungariaszia, to imitate and
share a nomadic life and live in yurts of differeiges, the smaller ones
made by themselves (photocopy 7). Each year a&cagwnunity was
built with some of the same and some new professieltimakers.

After each summer, these feltmakers like a staevthinto water
makes wider and wider circles, spread their exgrares all around the
world.

Feltmaking as a non-linear education.

The life on the puszta could be compared withiteerl a desert. For
most feltmakers both landscapes were an unknowitotgr Also the
way of planning a program was done creatively. dkkshop on the
puszta could be planned one way and worked ouhanofThe
Westerners had to learn to be flexible, apprecitagewarm-
heartedness and to forget all about their well ngetlives.

Workshop leaders from the East were used to lageiieas honourable
guests, who kept working if they were not stopped being able to

talk with half of the people without an interpreteade people smile
more at each other. Everything was different. lLikeg a river as a
refrigerator to keep huge watermelons cool andge the same river as
a daily bath and also as a place to wash the soap the newly made
felts. Bathing and washing felt at the same timdereacreative
combination, and turned out to be an artistic invem Felt could be
sculpted under water, reshaped 3D and dried insiive

Feltmaking is a creative act and a meeting of
the world through people from other cultures.

The authors of "Minstrels of Soul" call art " @ual which is based on
the ability, skill and knowledge to engage the tk@aact consistently,
significantly and persistently in a particular digtne. The discipline
as such may also result from a creative act, defjra style or method.
Art is motivated by the emotional attraction expaded in meeting the
world" (Knill, 1995, p.105). Most "masters" frometlkast were very
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willing to show from their art, to draw if they had words and to talk
about their work as long as political items weré twuched. It was this
felt art in a multivariety of form that bound usrohg long days spent
on just the art of surviving beautifully; the empagnd love for each
other developed through this medium we share. lecanexperience
feltmaking as a creative act of meeting the worldeople from other
cultures, to connect with them and release thehis Way of
feltmaking, specially the groupwork, was a precescreate peaceful
intimacy. These experiences too helped to shapgarishop Felt
vision (see video) and opened up for the drearawfding a new
workshop with multicultural aspects.

Oguilsierin Gurbanguliev: feltmaking is her
is her visual, tactile and sensorimotoric language.

On one of the occasional summer-meetings in Hungai86,
Oguilsierin Gurbanguliev came to demonstrate forittternational
community of feltmakers. According to the custohtkeor tribe, the
Achal Teke Turkmen, it was Ata, her husband, wiroduced his wife
and instead of her shook hands with everyone; Qaingust stood
still and listened. She seemed to concentratenerhand and at the
same time with a sharp look she "measured" heripul8he already
had been preparing wool, and we saw how she cdyalidided small
piles of coloured and carded wool from the pilelodotic "raw"
material.

A huge reedmat was laid down on the floor and tki¢ovs/students
were asked to sit around the working space. Ogiits{eer name
means "Sweet Sun") in her traditional long red antbroidered dress
with an ochre yellow block-printed veil leaving Hace uncovered, sat
in front of the mat, peaceful, meditative, to bringer and outer
realities into alignment? Next to her were twdidaf 1cm wide
orange wool rovings. She looked concentrated aadly and waited
for the public to be the same. She is aware ofinesion, isn't she, |
said to myself.

| could hardly believe that this is the first titi@at she has been out of
her country, that she is not allowed to speak ibliguthat she gave
birth to her eighth child just a few months agoe $diates freedom
when she starts expressing herself through hendefirocess. Without
a word, like a performer on stage, she stands pygasis her right
hand from thumb to little finger, bends over, guts hand on the mat
and measures it by moving this hand so that eawé the little finger
replaces the thumb. Knowing the size now, she pigckbe orange
roving, "draws" a diagonal trellis pattern with ors¢rand of wool and
doubles the line. Her body moves as if she isstate of total
congruence. Are these lines she draws guard s®ipes guard the
main border and the field? To guard her? One cantbat this is the
base of the pattern and that she has a general iplamind. She sorts
out different kinds of wool, loosely carded andtiong contrasting
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colours like dark blue, brick-red and ochre yellaljttle bit of white
and as she already showed an orange outline. dlextoncentrates on
putting the wool down in complex spiral patternsaeen the trellis,
taking care that the pattern is in a mirror imagieaong. She invites a
few people to assist her by putting small dotdlt@raating colours on
top of the two basic lines, and so creating a mipattern or aladscha
(=protection). Making felt is her visual, tactilend sensorimotoric
language.

While she continues, she asks someone from thermedo assist her
by putting down a dark brown/grey border, aboutc2®wide around
the more and more fluffy carpet, but still on that.mAfter this is ready
and she and the others finish the patterning, thelerreedmat is
covered with natural wool. As a third layer andaabase greyish wool
of a harsh quality is used. The rolling procesg, &éictual felting and
fulling (hardening), is comparable with the Geongiaay. Before the
rolling starts, it is Ata who writes the name of ife, and date and
place, on the back of the carpet in a woollen kinawing. He explains
that once a carpet is signed, it may never be erflthor, it has to be on
the wall. The opening of the roll each time givesugprise, first
because the flattening of the wool simplifies thieglicated pattern,
then it is the great shrinkage which compressesniage and last
because the grey hairy wool has travelled throughdoft coloured
wool and is covering the whole carpet with a greyisist. Afterwards
Oguilsierin plays on her mouth-harp and there wdsstive meal. She
looked relaxed.

Feltmaking is feeling creative in a group.

There was this one summer wherein a yurt was [Relople were
pounding the felt rolls, the walls, with their fe€hree to five people at
one roll. They kept their arms around each othésusders while they
were pounding the roll with their feet. Thus movikg a harmonious
body over the puszta they found tones and creatgdms and songs
from rhythms. Each singer referred to a song oftiisrown culture.
Listening to this music now it sounds like the faugrass is dictating it
all and even takes part as an instrument. | remerobe feltmaker was
sitting on a chair and rolled the doorflap while played the flute.
Making felt and music as two modalities at the same. That

day felt without a beginning and without an endeffgthing was
finished and everything was just starting. | nefedtr better that "all the
arts complement and interact with each other tdyupiay and
imagination in a way that permits the celebratidroar humanity"
(Knill, 1995, p.23). "We are accustomed in ouuegity oriented
society to reducing imagination to visual imagesna. Because we
understand the term image in a visual way, we aftsglect
imagination's other sensory aspects. In fact, isnitue that humans
typically imagine not only visual images, but ad®mnds and rhythms,
movements, acts, spoken messages and moving pieewren tastes
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2.3

and tactile sensations? Imagination is the visitotgce of soul, where
the depth of psyche is revealed. Imagination isrmbdal” (Knill, 1995,
p.25).

Feltmaking from the senses.

Was feltmaking on the puszta an engagement ofetiees, a real
artmaking connected with imagination? Were all sepsnodalities
engaged during expression and perception? At tiggnbeng there was
the touch and movement of hands and fibres andadexly-
movements to cover the whole background (senstwiptactile,
visual); this was followed by a visual check-oepair, pouring water
and adding soap which had to be pressed throughvtie. When the
surface looked egalised and a special sound waslh@watouching the
wool, the material was ready for further handlihgensorimotor,
auditory, visual, tactile). The rolling method eftmaking asked for
rhythmical movements of the arms and/or rhythnpoainding of the
feet, while "walking" the roll over the puszta.eldound and rhythm
that came from pounding feet on felt that rolledpmiszta grass, invited
a few voices to letting hear themselves. Some lsakejoined in this
voice-work or listened to the birth of this musits@al, sensorimotor,
auditory). From time to time the roll had to be opd and the felt
flattened to check the quality (visual, tactilensarimotor). Finally
when the felt was ready the soap had to be washednoturns
feltmakers who volunteered jumped into the riveswam with the new
carpet (sensorimotor). This act was accompanieddige-work from
the riverside (auditory, visual). Afterwards tHean carpet was
stretched in shape, pounded and flattened to seggorimotor, tactile,
visual, auditory). | realise now that this expemgershowed feltmaking
as a theatre or a play where the public and the/eta are the same. It
was felt from all the modalities of the imagination

The place of felt in the culture of Turkmemsta
Time-release art

There is a given amount of time we are to live anthe
-a given amount of food we are to consume-.

You can't make any more works of art in your
lifetime than you are supposed to,

nor can you get to where you're supposed to garéefo
you are ready to be there.

By becoming aware of his or her inner art storelgus

the artist can ease into a life of art, trusting
the inner time-release process.
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By letting go of desperation and fear,
artists can produce at a steady pace,
gradually, using their stock of creativity,
generating only what is needed.

Audrey Flack

Prof. Turnau concluded that in all the five couasiof the former
Sovjet republics Kazachstan, Uzbekistan, Tuerksteami Kirghizie
and Tadzjikistan at least since the Middle Agesrjous nomadic tribes
dwelt in a portable yurt covered with thick felinl the ruthless Soviet
rule forced them to settle down in permanent ho(ksmum, Brentjes,
1982, p.10; Bartold, 1927, p.19; Szczezepaniky 1p89-58, 128).

A yurt, according to the Chinese poet Po Chue-i is:

... just one round chamber
But it is warm and cosy
Like a wall voylok does not let frost in
Winds cannot bite it from any side
And rains make the felt stronger and stronger.
Even a snowstorm is not a threat to it
Here my heart feels better,
Wojna 1983 149-152

A yurt is a place of wellbeing, a home made hotendompasses
"housing" and the surrounding nature. Yurt is hama cosmic sense
too, shaped as a dome the bottomline represeritbular horizon
around the globe. Dorit Berger in Textilforum sgyst counts as a
symbol for woman. Roof of yurt symbolizes the mameans sky. (In
the philosophy of Tai Chi, heaven is yang=male eadh is
female=yin). Heaven and earth meet on top of tlud. rohe spokes of
the roof are connected to the roofwheel; they amapgared with
sunrays. The roofwheel functions as sundial. Chiidare born in the
centre of the yurt under the sky, to symbolize éh#te same time a
new genesis is at hand. Living in a yurt speakbéamagination of
many people.

Being surrounded by circular and soft breathing lwdé¢els and sounds
like being warm, safe and protected. Like a faveupiece of cloth.
Actually a herdsman dressed in his felt cape |didlkeshe is wearing a
mini-yurt. And for sure a shepherd's sleevelesalcls meant for
shelter. Turnau comments: "These portable yurtgjq@4darly suitable
for herdsmen moving across the steppe with theegland cattle,
were used until quite recently by the Turkmen" (&ur, 1997, p.70).

Nomads lived in yurts since the first century B&N.Simakov writes
in the book "Along the Silkroad", about Nomads &ong/nspeople in
Siberia and Central Asia, that in the late Middiges the yurt became
the basic dwelling of the nomads. "It is made sfracture that could
be transported, even without wagons. Two to theaeeds or two to
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four horses could transport an average-size yune yurt consists of
two basic components: a wooden framework of coldgsvalls, dome
poles and dome cap and a cover of rectangulardegls. The wooden
parts are bound together with ropes of hair and @owool bands. The
yurt is assembled by first setting up the dootsrfriame, then the
circular lattice frame. The dome cap is lifted upalong stick, and the
dome poles are attached to the rim of the cap Hfwhas holes all
around it - and the top of the wall. Then the stickemoved and the
central roofpiece remains supported by the domesol

Normally the rugs were black, but wealthy peopt®alsed white felt
of high quality, especially for festivals and fayrgelebrations. The
work of setting up and dismounting the yurt wasedoypwomen. (The
felt walls and roof felts were made by men). Eaclug of nomads
developed their own characteristic type of yurteTiterior of the yurt
is divided by an invisible boundary into two seesipright (male) and
left (female), counted from the place of honouttewall opposite the
door. In the male section were tools, horse haraegsraptors. In the
female section was the kitchen. The bright pattemthe felt rugs and
on the wide woven bands gave the yurt a festivea traditional art
surrounded the people inside the dwelling as well"

(Simakov, 1997, p.33).

Turkmen traditional felts:
Felts as natural colour fields
with multi-shaded ornaments.

Tarkmenistan has a well-established tradition ofleibng colourful
carpets, in which complex ornaments reflect theplmated ethnic
situation of the country (Dabbs, 1963; Chvyr, 198211-24). The
soviet authorities did not oppose carpet-making.ohding to Turnau
the felt production started a few weeks after g@ad= autumn
clipping. A woman could make 5-6 carpets yearly dot the needs of
her own family. Their "ketche", as these felt césae called, were
usually composed as a natural wool colour fielttélIwith multi-
shaded ornaments, such as floral motifs, rosesigsals, rhomboids,
reciprocal volutes and ram's horns, surroundedwaitorown border.
They usually measured about 110 x 215 cm and wetigbeut 7 kg
(Dupaigne, 1978, p.7-9). The prevailing colours eeraroon,
brownish and all the natural hues of wool, fromygsé to black; dyes
were applied rarely. The carpets were very denskranistant, with
non-felting horse hair added to increase their chiligy. They can last
up to fifty years.
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2.3.1 Community-felt-art in family-life.

Deepening the question whether the
making of felt can be used as community-art.

After 4 years of spending the summer in Hungaryabekshops were
over in 1988. It took till 1990 before the secontetnational Felt
Symposium in Denmark was organised (2.3). In thentmae |
treasured my discovery, my seed, that felt seageh opening up to
possibilities like peace-keeping and communityelog like | had
experienced in Hungary. It deepened my questidn adhether
feltmaking as a discipline can be used as andasramunity-art. It was
time for incubation. On and off | thought abouteace-project in
Denmark and meanwhile | looked forward to go andly with
Oguilsierin Gurbanguliev, whom | admired as a gradist and a wise
woman and mother.

| felt I was her student already. But | neededraerinship in her Felt
Practise in Turkmenistan as well. Somehow this arsatled in my
mind, almost without my conscious knowing. | ktteat Ogdlsierin

and her husband Ata belong to the Achal-teke inbEurkmenistan,
the desert state, as it is called because the Kaeakdesert takes 90 %
of the land. They live in Aschabad, a young itrtkigown, which has
been the capital of TUrkmenistan since 1881. Afteeavy earthquake
in 1948, the city is rebuilt according to safetyesi Now the map
mainly shows a rigid pattern of streets in straighes. It happened like
magic. At the end of the first year that Turkmemsad become self-
supportive, in October 1992, despite warnings otrayel agent, | flew
to Moscow, stayed overnight with an ethnographet iaterpreter, who
telephoned with the Gurbangulievs in Aschabadurltéd out that the
autumn sheepshearing was done and that they waitdav me with
the feltmaking. There was a straight flight intaccAabad.

The Gurbangulievs possess an apartment in theesantfront of the
railroad and viewing the desert, but as many peaplineir tribe, they
prefer to live in yurts, in the outskirts of thgycnext to the desert and
at the feet of the Kopetdag mountains. They loweadlic housing; it
fits their life-style. Ata being a jeweller andrader of jewellery, works
at home and Ogulsierin needing space for her wadk far their eight
children.

| was very excited to be with a family and in a oamity where people
live sustainably, where daily life is a creativeual of making, making
fire, making bread, making clothes, making jewsgll@and most of all to
be part of the community felt-art in family lifenig experience came to
play a major role in the development of my visiarfat as community-
art and in my personal "creative re-shaping, reedting and re-
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connecting" process (1.6). | used her ideas whalgighing the Mille
Fleurs Carpet (2.8+ video). | think what she didsa@mmunity- art
without knowing it (photocopies 8,9,10,11,12,13).

Felt carpets are expressed images of
their lives at the moment they are made.

In the family yurt a few days later | sit on adtacompletely covered
with colourful felt carpets, all different in aged design. Like pages
of a visual book which shows the family historys ho surprise they
call the designer of a carpet an "author". | knoemnthe new mats hide
their colourful appearance. | learn and see thaeabeing walked on
the " mist" slowly disappears. This feels like éissence of the original
emerges in full bloom and presents itself to th&enand other
witnesses. These felt carpets age about twiceshsi$athe people who
live on them. | learn to understand that the @ats are never copied,
that they are all expressions and images of thedésl at the moment
they are made. So all family-events are walkedaire grounded. The
floor records of the changes in their life. As trggiest | am part of
their life, | may share their daily cycle, but | arat allowed to help
with making and baking the bread in the clay-oveor, tending the fire,
nor the cooking. Next time, they say, then you camdeyou are part of
the family and have to work. For now | may assisi ¥eltmaking and
study their other textile art, embroidery, knittjimgeaving. Ogulsierin
masters it all.

The artistic approach of feltmaking
as a life-style and a community art.

| realise how much | admire her artistic approaétow she hung the
old felts that had to be replaced behind her, sd #he could not see
them, while she was designing a new one. | told hdmired her art
and her lifestyle and that | treasured her natwsahse of community,
her expressive imagery, her performance in timespate, her style
and that | considered my stay as a great learnibgw life. | had to
repeat this reason of my studying here for T.V.

It was much more then | expected, this freedonesigd. So far |
learned that certain families made certain patterdsid somewhere |
must have thought that they had secret patterngad@re in a
cupboard or a felt bag. But there is no recipe pneconception. So
Oguilsierin really is the artist who knows how teate a space into
which she invites her images.

And it was very special to make felt with her arddaughters and
daughter in law (photocopy 6,7,8,9). Since | ddsemlithe felting
process in 2.2, when Ogulsierin was demonstratrtgungary, | will
not repeat it here. The difference between feltntaltiere with
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strangers and here at home is obvious from theipgst The
atmosphere in her fathers old work-yurt and storeg@m is intimate.

| feel like a real apprentice being told what toa@uad what not to do.
Tuarkman feltmaking has to be developed from le@rmrsteps. The
girls laugh at me. | loved to see her teach hergiders. Each morning
after breakfast they sit together and work. Sonegithey sell their
work. Ata does business for them on the marketh Bathem has her
own account. | told her that in future | would uss knowledge,
whenever and wherever | would direct communityafetlt

Felts used in rituals.

Oguilsierin showed me around, introduced me to hends, their
children, their children's parties and their feli®hey all had big
families and | could see from their faces and tiheinaviour they pitied
me for having just one son. | pity that | could tadk with them about
their lives. It seemed such a peaceful communiiy &l these
children around | never heard anyone cry. Is itdnese they get so
much attention. Is it that these felts absorb tlseund? The only
person | could ask was Jeren, a history studerd,daughter of a
professor of history. She likes to explain Turkmarals. About the
namazlik a prayer-felt in an oval shape which Wws&very family has
its own white (=holy) namazlik with its own symbalit. Namazliks are
passed on from generation to generation. They aeglwhen a child is
born, when someone dies, at someone's marriagefacwlrse for the
daily prayers.

The dead get a special felt the ayatlik, it is gneth a black border. It
is left in the grave. Why? This tradition goes bexkhe early findings
in the "frozen tombs of Pazyryk" about 2000 ye@s. alt is still
believed that as felt is a healthy preservationtfa body, it is also
healthy for the soul. And the soul stays in theyltdbthe funeral. For
that reason the family meet after 3 days, afteagsdand after 40 days.
This is called chudajjoli, the way of God. The daywhich a person
dies is a holy day. The dead are remembered at eechage, at each
birth.

Ata introduces me to Bibisara Chapizowa, who wéokd'.V.. Her
program is about arts and crafts, her mission isave them from
extinction. Over the last year she had to pleag/ Verd to keep her
program on the air. The new government did not ckije tradition
dying out. For people like her it is important tedp the arts and crafts
alive. Her last film was about hair and health (wemtraditionally
wear their very long hair in two braids tied on thack). To protect the
hair from sunlight and sand men and women wear Idnaas.
Traditionally women of Oglilsierin's tribe wear thésge yellow silk
veil. They are free to cover their mouths or wegust around the neck.
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Bibisari was pointing out that in a dusty climake tsilk veil is an
object that protects from sand and so promotesthehbike Ata, she
wants to teach the women to be proud of their vaoidk to sell it.

In the next program Bibisari interviewed me aboytaghservations.
She expects me to talk about the resurrectionliohféhe west. About
Mary Burkett's book, which caused a resurrectiothie west, about
"Hungarian experiences", which helps east-westtr@heships, about
meeting "feltmasters" like Ogulsierin. What doihthabout my stay?
How does it feel to make felt in the original swindings? | talk about
being moved by their movable art and being toudhethe close
harmony in their family life. Part of this is besmuof the communal
feltmaking, which through my eyes is like a rit@atransition. | re-
learned that being connected with a material li&k &lso means being
connected with other people in a process and tp istéhat process till
it makes sense. | experienced for the first tina¢ $haring the
feltmaking means that | feel connected with a fairlardly know.
They are my imagined family.

| talk specially about how | admire her artistic@pach. How she
hangs the old felt that has to be replaced behed $o that she could
not see it, while she was designing the new onetdpbpy 14). | say |
admire their art and their lifestyle and that | &gure their natural
sense of community, their expressive imagery, fregfiormance in time
and space, their style and that | consider my stag great learning
about life. In future | will use their knowledgeh@&never and wherever
| teach community felt art.

Universal spiralling patterns.

| talk in the microphone about the universal syrsholtheir art,
especially the waves (sailan) and the spiral (goag. It is interesting
to see how the spiralling patterns embedded irgtley background of
the carpets slowly disappear after being walkedawra certain time.

| talk about how magical it is for me to witnessi@ierin when she
walks on her felts, checking their images. And Bbe; when a pattern
is losing its expression, which means that the emagvalked off more
than half, she knows the time has come to teltdheghters to

make a new one together, a re-creation. And howiiele another
proper place for the old one, may be as an undgregar

Mary Burkett calls the spiral perhaps the mostaattive single motif in
nature to have aroused interest in early man indeiarch for a purely
visual art form. Apart from felt, the spiral cae been in shells from
the simple snail to the more exotic forms of tleeas®d in the growth of
plants and leaves. It can be seen in the spirat@sses of wind, water,
cloud and many other natural forces. The word "t@licomes from
Latin (meaning "rolled"); "volute" in French meahsnail shell". The
volute spiral which very soon leads to complexapatterns and as
they occur so frequently in the history of fethay be worth spending
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some time considering them. In almost every pretstulture the
spiral as a single structure appeared as a decwgeainotif. Its frequent
occurrence on stone images, rocks, pottery and epen the body
extended from certain tribes of Australian aborggnto Central
America, the steppe lands of Central Asia and ¢oBhitish Isles.
Double spirals were carved by Megalithic man. Thtter is most
familiar as the Yin Yang sign of the Far East (diai).

In the spiral the early mystic discovered his syhab@ternity; it is
certainly the most ancient symbol for this. Thusdtered mans
wanderings both before and after death in time space. This two-
dimensional version of the spiral, symbolic of $p&erical vortex is
first evident perhaps in ancient dance - the Ga@ SiSufi mystics - the
dervishes - all related it in their movements, atiot the order

of the cosmos. It was of great importance as tleerying principle of
cosmic relationships themselves.

The natural cycles of the yearly movement of tithea relation to the
sun form macrocosmic spirals in time. The spiraltamed the unifying
principle of controlling the great opposing foroafsdiffering polarities.
Man himself has always understood that he is dotathhy the forces
of opposing solar and lunar currents - the forcégxpansion and
contraction - symbolized by wings and serpents¢@ut974). In
classical times certain ritualistic methods of sphicircumambulation
were used in order to sanctify the ground in ciypstruction. It is
worth considering that there might be a link betwéee ritual custom
and the simple spiral forms used in the desigmeffioor coverings of
nomads' tents. After all they had to exist in th@gevopen spaces of
Asian deserts and would have needed all the mysitection they
could achieve.

Apart from the spiral in Tarkman feltmaking, therapis often used
felted or in felts as a means of stitching or guogtin order to
strengthen the material. Could the origin of theapmotif on felt have
derived from its utilitarian purposes? Sir AureeBtfound a fragment
in Niya where red spirals had been cut out and mj@d on to a
yellowish ground. W.Meister in a reasoned analgéithe designs
found on felts at Noin Ula in Mongolia, the Tariradin, Bezeklik and
Shosoin, shows the use and re-use of this motiftbggeriod of 1000
years from 1st century AD.

My question is spiralling up from the
desert into the high mountains of Georgia.

After my stay with Ogulsierin Gurbanguliev, my disgshad found an
answer in so far that | considered her work asrafof traditional
community art and -craft in Tirkmenistan. What rerad was the
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question whether when and how feltmaking in Geoatga could be
considered an appropriate and vital medium for camity art. Also
my further question in how far felt as a creativedmm could be used
to form new communities where the focusing lieartigtic expression
in daily life was still waiting for an answer.

Since the felt conference in Hungary 1984, whdrad been inspired
by Prof. Zsizsivili's documentary film about wonrethe Georgian
high mountains who made a communal felt, | hadltteevisit these
feltmaking women and to research their felt artofPZsizsivili invited
me, but it was impossible to correspond with hirowlit. Perhaps for
political reasons? Accidentally a few years latérelard that he had
died. About 12 years later, in 1996 | met oneisfstudents, Nino
Kipshidze, an art historian and a textile artisthevlives in the capital
of Georgia, Tiblisi, at the International Feltsyngmm in Switzerland
(1.3).

In her article about feltmaking in Georgia, whidheswrote in the
Newsletter of the North American Feltmakers Netw(IAFN, 1997,
issue 21), Nino Kipshidze stated that feltmakingjilsimbued with the
character of sacred ritual. | got the feeling tisde wrote this for me.
"When the student is ready, the master appears!’ 3afi wisdom. And
it came to me at the moment that | was about ted@ay "Haarlemse
Viltwerkplaats”, the felt sense had opened me updw beginnings
(1.3). It was my wish to deepen my knowledge dietitand this
seemed a new chance to learn from her about thalréspects of
making felt together.

Felts were "choreographed" and directed.

What was so special about the Georgian women whajpated in
wool preparation and the felting process was ndy dmat one of them
was the designer, who on her own, laid down theepatwhile the
other women assisted in rolling the felt. | undeosl that the leader
was like an art director, to compare with a "chogeapher”. The
Georgians called her an 'author' and the pattehe laid down was
her own individually expressed, textile text. N#add the designer was
called 'dedo’ which meant 'mother' and that thisgess of laying out
the design was accompanied by music meant to anfipér artist to
create. At that time | did not know the term aesthesponse.

Traditional feltmaking was a story about maritdelin a community.

Collaborating and co-creating felts inspired me¢ethink and re-
search feltmaking as an expressive art mediumewhdking use of its
intermodality. For instance when a carpet was fkf@ a young bride,
the girl was invited to witness the process. Thamen sang songs for
her about marital life during the communal rolling\ccording to Nino
Kipshidze, during felting, men were not permittedhé¢ present, which
was meant to give more freedom to the women apceserve their
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2.4

ritual. Like her "master of felt", Prof.Zsizsisyiihe called the process
of felting an exciting ceremony that was accompabig stories, jokes,
songs, poems and finally a dinner. This imaginatreg of feltmaking
was artmaking, play and ritual. | took my chancel éamgether with an
invited group of artists, museum-directors and @i#rs | made a
journey into the Caucasus in September 1999. Fifyears after | met
Prof.Zsizsisvili, his student Nino Kipshidze mdde tream came true:
| stayed with the feltmasters from Georgia.

Feltmaking in the Georgian mountains

The clouds are thoughts of the mountains
Georgian saying

Tusheti is one of the mountain regions of Georgis. located on the
northeastern border of Georgia, adjacent to Cheand Daghestan.
Due to its location between Europe and Asia, froendarliest times of
human habitation, Tusheti, as well as other pafthhe Caucasus, has
been a place of passage. Because of these geogahpdasons and
other historical ones, the life of the Tushetiaas heen a constant
struggle for self preservation and liberty. Tam&alashvili, artist and
teacher at the Georgian State Technical Univerisityblisi, the capital
of Georgia, calls the highlands of the Caucasust"l@orlds".

A mountain village, like Omalo in Tusheti, is a Himammunity. The
women make felt together, but they are not fareilgted. They did not
choose felt as an artform. Sheepwool and the imweif feltmaking
came as a rescue for the inhabitants. It became @piitopriate
artmedium. Since the bronze age women are corthéuteugh their
feltmaking, (and other textile artforms like spmy plant dyeing,
knitting and weaving).

Felt is "eternal material".

Mountain people live according to the law of theumt@ains. During
summer people bring their sheep to summer pasturdsvork on their
land. In winter the women spend much time togetieing felt
carpets and clothes. In the evening they sing, maksc and tell each
other epic stories. They believe this protects threm evil forces and
would bring them good luck. Their sheep were carsidl symbols of
fertility. Felt was made for coverings on the beaatsthe chairs, the
floors and on the walls. But not only to decordite house (photocopy
15). They made felt clothes and shoes and thegréadtes for their
babies. Helena Selinzsova, ethnographor at therigead University
Museum calls felt the "eternal material”. In the $¢éum about 500 of
the most ancient and precious felts are consolilate
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Felt was a traditional community artform.

Felt was everywhere. Even when someone had diedetd body was
wrapped in felt. People hoped after being wrapipefelt they
recovered to a new life which was connected wigrgyn Every family
kept these felts which were mostly white in colotine horse of that
person got a new saddle-blanket, a chabraque. Adyafter its owner
had died, was kept free from work during a whokeryAfter that both
horse and felt were presented to a member of tiéyfar a close
friend. Shepherds walked through the mountainsoaks that looked
like portable tents. A shepherds cloak could stamdtself. With nice
weather it served as a good bed, it absorbed huynidnd sweat, it
kept the rain out and the body in it kept its terapge. Helena pointed
out that feltmaking had existed since cattle bregd@ind that it has
been a communal 'thing' ever since.

A startingpoint for new communities.

These feltmakers created and still create a playgdowhere
individuals within a community enrich their liv&3ver the ages their
"social sculpture” (J.Beuys) has been built. Thest*over" of a
traditional community artform in Georgia, may seag&a re-view and
a re-thinking to re-create a startingpoint for ilating new communities
as is suggested by the authors of in Minstrelsoof:Smore attention is
paid to artmaking in and of itself and to develgpan acute aesthetic
awareness of the impact of our activity on ourseked others".

(Knill, 1995, p.11).

Feltmaking engages sensory modalities.

Theprocess of feltmakingin Geadgmonstrates how
feltmakers communicate, perhaps without the ir@antvithout having
heard of crystallization theory and intermodalhliajues. They show
how they communicate through a variety of modalitieimagination,
visual images, posture and movement, sound, silemggam, words
and actions. This is much like my experience ingdump The
Georgians themselves considered feltmaking as anconty art, as the
‘art of the people'. Feltmaking in Georgia is absoitual process, a
medium for painting, sculpture, poetry, performatreglitionally
engaging sensory modalities like visual, sensormmaéctile, auditory,
verbal during expression and perception (Knill, 598.44).

Some symbols are repetitive, meaning timeless ezggon.

Tushetians make their felts in sunny weather. Tir@shed felts are to
be seen on the grass or hanging on balconies toTdrg designs that
are used come from many sources: parents, relativedstracts from
imagination and feeling. There are several kindsasfematized motifs
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that are simultaneously symbolic legacies of adieapagan culture
and of early Christianity. Symbols have their famental meaning:
Three circles inside each other symbolize the mone,circle or two
circles inside each other symbolize an eye or avflae, the depiction
of the sun is lines whirling out from a centre. fighare different
crosses; two straight or wavy lines mean path&i@rhountains, plants,
or the tree of life. Some symbols are used repeljti meaning timeless
regeneration. The mood to be conveyed by symbalslours may also
depend on the purpose of the felt; floor coverifogshildren may be
lighter and more joyful. Other felts may also beamtdo be specifically
expressive.

Feltmakers follow images that arrive with the makin

A great difference with the Tarkmen can be seea imecolouring and
in simplicity of composition. Like the Turkmen @eorgians do not
work from examples, but follow the image that &siwith the making.
The ornamental symbols as a complete composititmeiT ushetian
felt carpets are clear and definitive. Each piees s own logic with
its own compositional order. While based on tramttieach nabadi -as
a felt carpet is called- is a new creation, a newngosition of colours
and emotion. Colours are varied and ancient desgmgched with
unique images and expression. Kipshidze states¢batmon felt
features are not a traditional iconography, but cept of composition,
balance between whole and detail, sense of harmondyolour, and
monumental of character".

The process of feltmaking is considered a cosnricepdion of nature.

Kipshidze continues: "This seems natural becausgntam dwellers
live separated from the world outside the mountdimsheir felt
carpets this isolation is reflected. Isolation@lsfluences their way of
thinking and their perception of the environmerdr & better
understanding of the Tushetian nabadi one haske tato account
their specific cosmic perception of nature. Livinghis mountainous
landscape in the Caucasus for numerous generattbeyg,feel the
transparency of the air and the nearness of thesstad the moon.
Their felt patterns and their folk poetry are faflsymbols and
metaphors like The clouds are thoughts of the namsand Wrap my
shoulders in a nightlike cloak” (NAFN, 1997, is&18.

Georgian felts are a unification of art and craft.

According to the memories of old Tushetians, thstraocient nabadi
were felted with undyed wool. These monochromeltis $eem to be
more sophisticated artifacts. Because of this suiiplin colouring,
they have a monumental quality. The naive and aafaatures of
primitive art, the generalization of images and thenumentality
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intuitively predicts and connects those imagesddem art. Kipshidze
is not surprised that some contemporary Georgidists are now
fascinated by the modern look of those ancient diba

Tushetian felt is community art, and ' the arthaf people'.

Vakhtang Kokiashvili, a monumental artist has atiitel old felts since
the end of the 1960's. He presents a cataloguleeoye¢ar 1972 with
pictures of his collection and those of two oth€@sly one artist-
feltmaker is called by name: Tengiz Japaridze. dther artists stay
anonymous. The comment is in Cyrillic, and in Rarssttering. Only
one A4 describes the meaning of felt: "Felt isaheof the people”
(photocopies 16,17).

Tushetian felts are a reflection on the reality
of daily life; they are a unification of art andadt.

He too points out that in the composition of a Ggam nabadi reality
is reflected, the world of animals and plants alidiangs are
connected in nomadic lifestyle. Being famous ferdwn monumental
art, he got a chance to travel and exhibit in PaHie feels very
attracted to the work of Miro, who is also inspireg the art of the
people. When more information became available tiv@stern
modern art he realised how valuable Georgian arsywsow energetic,
strong and emotional these nabadis were. He is thbyeseeing the
likeness of Georgian signs with those in Americgr@ssionism
without any exchange of ideas. He thinks that Hizadi surpasses the
decorative, and that it unites art and craft.

Tenqiz Japaridze, an intermodal pioneering artist

One of the main artists in Georgia who was highlpired by the
feltmaking mountaineers, is Tengiz Japaridze. Hedgs the pioneering
artist who about 35 years ago went to the mountaingalk and visit
the feltmakers. Intrigued by their art he askedite teach their
methods to him. As a painter and a teacher aStla¢e Art Academy in
Tblisi he was interested whether he could painbwibol. An
interaction developed where at first the mountaise¢eansformed his
paintings into felt and Tengiz made paintings eirtfelts. Over the
years Tengiz became a master of felt paintings. Adademy did not
appreciate his art at first and did not want himtéach this to art-
students. So he founded a new department whiclcallasl "Artistic
Textile Decoration”. After his feltpaintings, peits, nudes, animals
and abstracts were exhibited all over the world &islwork had been
bought by many museums, feltmaking became a sesidjisct for art
research at the Academy. He received the title Soed painter of
Georgie" and became a "State Premium Laureate Bsoig. He still
inspires many Georgian artists.
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An international feltsymposium in Georgia.

Feltmaking seems to be disappearing in GeorgiaeRegenerations
change values, lifestyle and lose cultural tradisoSocial and
economic problems do the rest. After countlessrgéinas seasonally
migrated with their flocks under the Soviet domite the Tushetians
were forced to take permanent residence on thepl&@onsequently
many of their villages in the mountains were abaradb Is feltmaking
dying out?

Not if Nino Kipshidze can help it. She organiaednternational felt
symposium in September 1999 where she invitedsaaingl tutors to
exchange their experience, their knowledge withte¢hehers and
students of the Art Academy in Tblisi and to stuily the "felting
community" in Omalo. She dreams of founding agrauitural art
centre on top of a mountain in Omalo, a small gédan mountainous
Tusheti, one of these places where people liverdoapto the law of
the mountains.

Felt is an ecologically
Clean and breathing material.

"They preserve felt as an ecologically clean amdakhing' material
which functions as insulation against cold and sbutience a study-
travel to Omalo. | quote from Mary Burkett's diawhich was
published in Echoes, the magazine of the Internatiéelt association:
"The trip was breathtaking. We drove east by cdachelavi, the main
town in Eastern Georgia, and from there were seditp into the
mountains in a smart Russian helicopter flown bgv@hdnadze's pilot,
cousin to Manana, our hostess in the mountain Mftsflew over the
washed away marks below on the mountain sides wisidhbeen roads.
They had been ravaged by storm and the repairadirevashed away,
yet again. We flew, what seemed inches above likefedges of fir
clad mountains, only to look down into the caverthe next valley.

Apart from the dangerous trip, Georgian felting wascinating, as it
was demonstrated by four women: Eliko Chagaidzepttiest woman
in the group and 'felt master' who gave all theessdto everyone. Her
helpers were Nazo Guzarouli, a retired accountaonf Tblisi, who
returned to her home in the mountains and Tciataddeand, a young
woman whose husband has put together a small musktlioshetian
life in Omalo. Tciala is one of the people whaysng to help keep the
traditions alive. Annato Abshianitzy helped witk feltmaking and
gave technical advise. It went without saying thextause of the
washed away mountain roads the Dagestani and tleei@han
feltmasters could not come. The Chechnian warmash on our
minds as the Russians had dropped grenades heresbgke just a
week ago".
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Tushetians are very conscious of the "bodywork".

The process and technique of felting in Tushetvarg similar to those
used in Turkey or other parts of the Caucasus dlifferent from the
Tarkmen feltmaking. | think the Tushetians werg wenscious of the
bodywork. Maybe it was their age that made thenscious and
change position every few minutes. The sheep ama $ly the men in
late spring and after shearing the wool is washedald running water,
dried in the sun and carded. Nino Kipshidze kndwas in the earliest
examples still preserved, the artisans used therabtolours of
undyed wool. These colours were ivory and varyhmagss of brown
from a dark brown which was almost black, to lighdwn.

Black is earth related, whereas the sky is seathasity and as the
energy of life is white. It is not sure when dyaigvool became popular.
But according to N.Tsagareli in a catalogue on gan felts: "the
mountaineers were strict in the choice of coloure Thain tone is deep
black and then comes red, green and yellow"..."Tha which will be
used for the decorative motif is carded again apited into thick
string by rolling the wool against the feltmakengh".

Georgean feltmaking, a timeless therapy
of love and attention? Or description of a ritual?

The feltmasters converted a classroom in the Iechbol into a
feltstudio, creating a huge empty space on the fleour huge bags
with carded wool in natural colours stood in a cernA piano and
some chairs for special guests was the only furaitiliko took the
lead, discussed her ideas with the others, whpdaeher to take apart
white wool for the background and grey wool for tleeoration.
Putting the grey wool on a piece of old canvashenftoor did not take
long. They took a size of about 1.60 x 2.60cm. Widw was already
carded in batts. After two layers were laid dowrey pressed the wool
down with sticks and checked it for unevenness plaices that
showed up then were filled in.

Composition is not broken up by new ideas; thesebapught
into the detail, and so the traditional style iperved and developed.

The designs (photocopies 18,19,20) were laid inraer. First came a
borderline which was a hands width away from ttigeesand about 5
cm wide. This framework they call the diadem omerolnside a long
chain was laid of the same width. The chain caretsed to the
ancient circular symbol, eye of God for protectitiralso can be
explained in a vertical direction, as the chainttbannects sky and
earth. Helena says there is an ancient myth in vthe hero climbs the
chain and goes to heaven. Also the chain is expthéts a sign of a
serpent which protects from evil inside the hol$e eye symbol also
protects from evil. Eye on the felt keeps the pebpm evil from
outside the house. So the whole universe is irfeéhiOn both sides of
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the chain they put three crosses and two horseshiidey are free to
choose what they think is an appropriate symbolmotifs and also
have a free choice of where to place these onutface.

Before the women began to felt, everyone in thenrbad to kneel
down to ask for a blessing, a "good felt". Thenftret 30 cm of the
wool was sprinkled with hot water and the felt walted in together
with its backing cloth, then the second 30 cm. Tokgwed the same
process till the end. The sprinkler was a brush enaidfanshaped
willow sticks. When everything was wet, they patttl on the knee
high table, tied it up with cords, rolled it withe forearms for one
minute. This morning the rolling was done seversinWhen the felt
was opened, unrolled and the design adjusted ®fitet and the
second time, a bar of soap was rubbed in areas evtier fleece was
too fluffy or the motif was not holding down. Itsvarolled from the
other end, together with the backing cloth. Theskng periods vary
from 5-10 minutes. For the third time the feltsngened, closed, tied
seven times and rerolled but the backing cloth wesitover the ends.
The fourth rolling was done in the opposite direatiFor the fifth time
the roll was opened and then it was rerolled withitxe backing cloth
for 10 minutes. The eighth roll was "just to maiqaretty".

Mostly they roll seven times. For this last tirheyt rolled the felt
sideways, instead of from the length direction, trey rotated it back
and forth on itself with no backing cloth. Then ték was rolled up

and hung vertically to drain for an hour or so. &fdrying the edges
were cut and the quality was examined. It was dnddhey decided
that it would be rolled again the next day, severes. Some of the
feltmakers call this felt a tecka, and give the aarabadi to worn felt,
or saddle-blankets, but others say all felt is edlhabadi”. The finished
piece is "judged" by weight, "the thicker and finnte better".

Expressive Felt Art in connection with the reabfidaily life.

Like the Turkmen tradition the Georgian traditiorielts show
an expression of the connection with the realitganfy life in a great
variety of composition, colour and content. Patseamd designs are
always in movement; patterns and designs are nmeyerated.
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What is community.

Before taking my question into consideration, | {ddike to know
more about the meaning of community. There is destdnsion
between the autonomous individual that can anddconly become
autonomous together with others and the claimoofraunities on the
dedication and cooperation of individuals, saysfPo.Cees Schuyt of
Leiden University in his lecture for readers of tlé&roene
Amsterdammer" in April 2000, which | tape-recordedl translated. It
sounds like a spiralling movement, the unifyinghpiple as described
above. | make a quick drawing about this "sulgleston”, with two
hands, in each one a charcoal. Left and right dtagether a double
spiral. From time to time my hands clash when tregs over and
meet. In feltmaking | need my hands to communightie | pull out
the wool to draw, no matter what. The Turkmendghbol of two half
spirals meeting in a dedicated relationship innpary colours on a
cooperative base is another explanation of the same

"All communities and all forms of connection aomstantly changing.
Connections pass. Just in the succession of ctionedies the power
of society", is the thesis of Cees Schuyt. A gtommnection means
simultaneously a great separation. Social cohesgams to diminish
and at the same time care is taken that no ongdlided from the
national community. These are two sides of the samme who is in, is
not out.

It is impossible to belong to - as Schuyt say® -ctbhmmunity of those
who have nothing in common. Community is genenadéger se by
affective connections or by rational calculationg by doing

something together, or undergoing something togettensively, or
undertaking something together intensively. A camahexperience, a
connection can lose its power. Schuyt gives an pbeaat the
disappointed universitarian community in the 196@kich was
incapable of giving a new and modern content toiddshtifying
symbols. This, according to Schuyt, led to indigldum and secularism.
The universitarian community from then on was caffeanagement.

Communities fall apart out of disappointment. Pisaintment is often
processed into new communities. One could saythleandividualism
of the 1980's and the 1990's also could be charaet® as a period of
the I. Individualism has become a possibility jogta collective
improvement of education and because of the coleeohprovement of
ethics and the individual equality between menwochen. The mass in
the 1990's is a new and ingenious phenomenon. &wverng

him/herself but everyone imitates the other. &was-
individualisation belongs to a new form of consuoyg mass-
capitalism. Custom-made - yes- but with hundretth@fisands at once
all over the world. Less connected to moral, soarad geographical
borders.

Mass-individualism leads to the question whether can speak of a
community here - or perhaps one can speak of comnexperiences,
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3.1

followed by the question which experiences are camafrso that one
can speak of a new community? Schuyt's suggesti@mfanswer is to
carefully note the 'sound and colour' or the lange®f the new
community and to discover that the world of theQ€9 the world of
the young ones - has become different. More difterean the 'makers'
of this world in the 1960's and the 1970's thoygtgsible. Speaking of
a difference, for instance the virtual communitg Ina face to face
contacts. People who have never seen or heard @thehn exchange
messages daily. There is a free entry on thenetaunless one protects
an internet-community of one's own. This proteatégtnet-community
distinguishes itself from the virtual communityendheveryone may
enter. Schuyt does not answer questions aboutitgemd
identification. They will find an answer in thedt.

The International Felt Association can be considesenew community
where one identifies oneself with the art and coéfieltmaking. It is a
socializing and integrating "We-work" , an undeitak of studying,
doing and making of something together intensivElgitmakers and -
artists multifariously give a new content to olémdifying symbols.
Feltmaking with and within a community leads tdharéng of a
materialized meditation, movement, action, rituatime and space.
Right now | feel ready to look into the work of Rekinill, into what is
the Art of the community, how creative proces$elstancing, change
and transformation can be performed. How feltifits

Community Art.

"The beauty of community
Is the we-song of the flowers"
Paolo Knill

In her thesis on Paolo Knill's Community Art, pnetssl in May 1998,
Cordula Minchmeier defines Community art as a ifigsfiorm of
therapeutic intervention in a group setting: Withime training of
intermodal art therapists, community art is now sidiered as a
discipline in itself on the same level as paintithgatre, poetry, dance
and music. Specific for Community Art is an inviatto the individual
to serve the art work of the community, to nouitidly being her- or
himself and integrating her and his own colours ad to disappear in
a mass phenomenon of being, doing, thinking unlforivhe diversity
and multiplicity creates the richness of a communit

I am grateful to have had a chance to read her vasrét quote from it.
Especially helpful to me is that she taped, anwveaed into writing
while translating from English into German languateee
Community-Art frames which Paolo Knill directediia¢ European
Graduate School in Leuk Switzerland. One of thecalied the "We-
Song of flowers". Because flowers are the themerked with in an
international feltmaking project in England 200@jJled "Mille Fleurs",
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| have chosen this choreography in order to comtaneth
Community Felt Art in 2.8 and to answer my quesgiositively.

Paolo Knill, the provost of the European Gradu&thool in Saas-Fee,
Switzerland is the inventor of Community Art amteéimodal
expressive therapy, "the discipline which is agpice of a sacred
presence, a making of soul that never stops, amyéo takes on new
forms within the invisible pantheon that holds U5 &haun McNiff in
the forword to Minstrels of Soul (Knill, 1995, p)14

Community art is about the work with shared images.
Images leave a space for the individual to opeanghto shape.

Community Art is about the work with shared imageset them speak
without taking them literally. It feeds the imadiioa, provides a
common ground and a frame for the image to incubatéto develop.
The image becomes 'facilitator'. A commonly knonage - like an
archetype - leaves a space for the individual teropp and shape it
individually, either together with others, or inchuster, or alone; in
every case it helps to create the world. This sgmal thinking,
without reduction and interpretation, it speaks itself. Images are fed
and strengthened and interrelated by poems, phplosal thoughts
and sayings.

According to Paolo Knill, community art wants tater the “we-
expression” and not to focus on the individual g@ss, through
imagination and play in using the arts in a kind'ddily ritual”.
Community art is the work of an “Ensemble” that gito overcome the
“l-oriented” thinking and acting in creating a “wevork”. Community
art uses all the performance arts: dance, musitgisig, acting, play
and poetry to explore different themes through iessand metaphors
that originate in the actual concerns of a groupgekperience them on
a deeper level with all body senses, and so totereas a synthesis of
all the arts — a ‘Gesamtkunstwerk’, or 'social giture' as Joseph
Beuys would call it.

Community Art; the structure of the method.

The structure of Community Art has a method; thiotlge artistic
qualities of the choreographer and the heighteretsibility of the
actors the work comes to life. | chose the strietirthe we-song of
flowers and | will describe this methodical worksby step,
specifically and precisely. To see how Paolo maddgeget a group or
collection of people, who don't know each otheyweell to eventually
create an artwork together. Paolo Knill underlinde working
character of his Community Art in a didactical amethodical
construction. The choreography is structured irethor four acts: the
first act is grounding, the individually preparirg the body, the
attuning of the body to focus senses and sengittaitoe ready for the

-71 -



arriving image. This takes until a common beabis; the second act
is the Exploration of the theme f.i. the openind alosing of flowers
etc.; the third act is about shaping and framing theeting which
results in the Work. Sometimes the Work appeaasaurth act of
combined and playful action. Cordula Minchmeijesadées the
different acts which | translate and overlap.

1. The first act is the grounding.

Grounding is a basic element as in Community Aetldody is the tool
and the medium to "Gestalt". All movements by thesigal law of
gravity come back to the ground, the common grouhdt receives
and let go. Grounding is the individual dance wvitike floor and the
process of consciousness. Grounding is meant tmlaiperson
physically as well as in the imagination "on thegnd", the place,
where in a certain frame, "Spiel-Raum" can be evgulas wide as
possible. The eyes stay open, not to focus toagtr@n the inner
process, but to stimulate the opening up and atten the whole.
This is a work with the senses and from the sefigeseach the best
contact with the ground, it is better not to wehoss. Minchmeijer
sketches a basic line of grounding, which | comkwite my own
experience.

People are connected through the soles of theirdad the floor.

Participants have to choose a place as a poirstamd on. The feet are
in a small spread until they feel comfortable. £gee closed for a
moment. Relaxation and concentration is on thessof the feet how
they touch the ground completely. The ground isribst intimate
dancer, which cannot be lost and to which one aswayurns. Eyes are
opened and the surrounding image shows peopleandall
connected through the soles of their feet andltwe.fStanding does
not mean to stand still, slightly bended kneesenth& body move.
When all parts of the body are loosened, the pglsirthe blood in the
fingers will be noticed. The breathing movemensgieep inside.
Breathing as a physiologic process should not dd hack. It comes
naturally and gives a freeing and opening energy.

Finding a rhythmical stamp according to the pulse.
The common pulse as a basic structure and ordemimggiple.

The common pulse. After grounding and centeringramon beat, a
metric rhythm will be found as a basic structurelan ordering
principle. A drum provides support and enlargetiom in the
improvisation as it is a stable frame. If for soreason there is no need
for a group pulse, a rainpipe or a sanddrum carubed. Paolo Knill
directs the community and continues to attendhéosbft movements of
the body, makes people put their weight from ogédehe other,
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which grows into lifting the feet and finding a thsical stamp
according to the pulse. All this should happenuraty and not
"creatively".

2. The second act is the exploration of the theme.

The phase of exploring the theme, individually/andith a partner, or
a small group. This is another possibility of expig reality, meeting,
exchange of experiences, finding new connectiordenstandings.
For instance when " meeting" is explored one d@xplore to meet
with the material, to meet with visual images amdginative art, to
meet with the space, to meet with others, to mest @pposite,
because in the art | meet myself.

Distancing from literal reality leads to find tlessence of the arts.

Also distancing from one's literal reality, leasfinding the essence of
the art, to experience to be part of the whole what happens, to
understand imaginal, artistic, poetic reality. # meant to explore and
experience the uniqueness which lies in every ngeeut "it is in the
degree of opening to each other in communal engagewersus
aloneness that makes the difference, as the wortdng forth will
always be also hidden and concealed. We call thp¢gential effect
the 'effective reality™ (Knill, 1999, p.41) Thetan which the theme is
explored asks for playing with the changeable d@dmakeable, with
material, movements, imaginal elements, sound,dyelo

3. The third act; the definite frame stays secure.

The real work is done in the last act: The framitig
Gesamtkunstwerk, the social statue, the art ofribment. The
choreographer, art-director needs to know the intedal language of
imagination to put the dance, movement, sound amgionmto work.
The work stays in motion and in creation. The endgnipredictable. It
might not even work. The choreographer takes daaiethe definite
frame stays secure so that things can happen whgett to happen
without expanding. The work is spontaneous andadraekind. It will
never be the same. Underneath | will describe tine-50ong of flowers"
as it was choreographed by Paolo Knill, on Julyl2¥997 in Leuk,
Switzerland. | will describe it specifically, usi@prdula Minchmeyer's
example.
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3.2

Imaginative introduction to the "We-Sondrlaiwers"

As an introduction to the actual community artwagart from Paolo
Knill several other professors, Majken Jacobi, tpLevine and
Daria Halprin exchange ideas about flowerfieldsths beauty of the
community, how one can experience them and howamevork from
them. Stephen Levine talks about how a meadowflatiers is
something wonderful and even, when some floweysastae, they are
part of the meadow. The we-song does not mearetieayone stands
at the same spot and sings the same song, and\batone, like a
clock, says the same thing. The meaning of the omea] that we
sometimes stand together and some times stand, dhatave are
different and at the same time part of a whole.

The chaotic order of a flowerfield.

Paolo talks about an image he has about a popjy, fieehich he once
saw in Denmark. How he at first glance saw floweidely spread in a
chaotic order and afterwards discovered more oraled a new order
of the flowers. He states that with every new mokmage changes.
One time he saw their red colour, red in differehédes, another time
he saw the solitary flowers, how they related toheather. He saw
clusters and bridges from one cluster to anothike $mall stepping
stones. The image of a Swiss meadows is difféddfdérent kinds of
wild flowers, with different colours, different ments in time for
flowers to open, to close and to seed. Some floimgite to be picked,
to be braided into a flower-crown and winded arouhd head. The
chaotic order in both fields mentioned is the same.

How to distance and shape a flower in a landscape.

The Community artwork starts with picking up angmain this case a
flower. This image should not be taken too litgraParticipants have
to realise that they are not a real flower in a ke@eadow, but a dancer
in an abstract landscape. It is necessary toatiseé or to abstract
oneself from the literal experience. Choreograpleans to shape
within a space. Dance as an art of rememberirgssrt of dynamic
architecture. Questions arise like: where am ¢ Idjo forward or
backward, do | go up or do | go down, and how deldte to the
dancer next to me and to the border of the landsc@pe first theme of
abstraction is the architecture of the choreograptoy distance from
the literal image and move into the physical exgare of the
landscape. The second theme of abstraction isdp #e seemingly
chaotic, but wonderfully ordered meadow in minderghs a flower,
growing individually, which opens itself and assto become a seed,
or - in accordance with nature - breathes with tiag, with the
evening, with the night wherein she opens and slbseself. This is the
shaping of the flower in a landscape. This movind being moved, in
the dancing world, is called kinetics.
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Opening and closing are a physical experience
and an expression of a transformed movement.

According to Daria Halprin kinetics is the expergenof the inner space
in relation to the surrounding atmosphere and sp&tere kinetics is
about opening and closing of the flower, just g@hgsical experience,
and as an expression of a transformed movemerat.séet one has to
become conscious of how this opening and closmgment leads to
an inner thinking of any opening and closing anehtlbring it back to
become conscious of the surrounding space, theiqaiyas well as the
human space, where people see each other in tradstape of
opening and closing.

Ordering the landscape in time and space.

Paolo Knill wants to order the landscape not omaispatial sense,
because in that case, the ordering is just the $ange, the container. It
will be ordered as well in time; everyone movea gertain time-frame.
So the choreography of the "we-song of flowersstrigctured in space
as well as in three lengths of time. During thstfpart, the grounding,
the body will be prepared to become a tool fordhace, to be able to
shape the dance with body and movement, not toebeéance. The
strength needed for the dance comes from the grdRemlo speaks as
a physicist who knows.

Explanation of grounding, exploring, and enteriig image.

Paolo Knill and Daria Halprin explain the three prtical phases of the
we-song and dance beforehand. The first phasegtbanding, is
meant to perceive the breathing and to perceivddbeand to bring
them into a relationship. Daria calls this tunirfgetbody, like an
instrument. The second phase is meant to exgieregening and
closing and seeding individually and to improvisevgng a new plant
and to become a new flower. It is about becominglsb is about
playing with the body, imagining openings and cigsiinto a dance.

In the second phase one is not expected to lookhetrelationship
with the space. This part will not be accompaniéith words, just
music. The third phase is meant to enter the imalge community-
image of the meadow, a meadow with opening argingjdlowers, and
with lonely deteriorating flowers and to see hwe tlandscape will be
shaped as a meadow with an order of its own.

In the third part body and movement will be exptbire relationship to
each other, in clusters, or solo. It is meant éospontaneous and
perhaps it will become a bit chaotic. Daria asksetbter all this is
understood and Paolo says that he prefers to utaledsthe question
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and then to answer it. He asks whether everyornsagy just to
understand the question, because each time whelooke into it,
there is something which one necessarily does m¢nstand. He
hopes that someone can follow his feelings andhifead of human
thought. He tries to understand and to order, withasing new
ordering windows. A few questions he puts are:

1. Is a classical ballet, the strength of its ordeeautiful?
2. Why should the world be so well ordered to sub&ul?

He is ready to see what can arise from chaos, buikies to start the
dance from order, which permits a little experienté¢he chaotic
opening and closing. So the first part of the dandkeend in an order,

a circle. This allows experience of the beauty ohaotic opening and
closing. Students are invited to stand in a cirelejn a folk dance. The
circle being the only possible way to see the efeseryone.

The shaping in space of the "WE-Song of flowers".

After this introductionary work with images, Paahvites students of
ITS 1 to shape the inner circle, students of ITi&e2middle circle and
everybody else to shape the outer circle. The pbhgeounding ends
up with the whole group being one flower with threes of petals. The
circle is not geometric, the shape makes it posdin but everyone to
see each others eyes. Paolo Knill talks the giatgprelaxing the arms,
to closing the eyes, to listening to and explomritat Miro calls reality
changing energy, which ascends from the earth tjnothe feet.

Literal reality changes into imaginal reality.

By using the senses and not the head literal reahtinges into
imaginal reality. This grounding is very basicigtgetting in touch with
the ground, connecting oneself with this ground axosting oneself to
it as a dance-partner. Participants are asked ttige changes taking
place in their bodies, after swinging it lighthAnd to become
conscious of their breathing. This dance withliheath is about letting
the last part of the breathing out to be a resfoognt and after
receiving it to welcome every new breath. Afted@xpg this Paolo
leads the group in the smallest possible openimgturning of the
hands. With open eyes one can see how the thkgerftwmowns
seemingly open and close, how bodies in a chawtiecmove like
flowers and like seed in the wind.
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Making movements, being moved.

Alternatively students look at their smallest moeets, look around,
move back, quicken or slow down to see what happgosetimes
students are asked to make a new move, to letthvement take a lead
and look how it breathes, how it opens, closespmaving the head,
just the eyes. To look while the head follows dergy and to feel what
happens in the neck, and all this without losingtact with the ground.
To see the community with the wide-open eyes afatheer. Then they
may permit themselves to look down and notice Wappens in the
neck without changing their stance and combinedisasall moves, to
let hands and head hang down and then open theagaip

and again. Or to stop in a moment, in a positidrere one feels the
greatest consciousness of this community andrige tftows of petals.
Whoever is ready may step forward to close the rdReaching a
neighbour touch him/her lightly and look how theemingly chaotic
moving has its beauty.

Students have to give their hands to the secorghbeur to the right
and to the left, behind the back of their diregighmbours and hold
them tight. Feel that calyxes and petals can hang Take care of
good grounding, that the weight is on both feet] tre knees

are slightly bent. This time opening and closing be at the same time
and all together. While closing the head should ficdt and make a
wave to the others, knees are bent till one hamgjsis crown of petals
and moves in a relaxed sway.

"Gesamtkunstwerk", a tight frame of flowers.

During the sway Paolo Knill accompanies every mamrwith short
lines. Pelvises rise and open, heads hang dowraeméept down.
Only at the end of the movement the head was alloavbe lifted and
to look around. He makes the group experiencedatiseable height.
The same counts for the closing movement. Partitspare guided
very carefully through these movements. Much attentas paid to
making the movements in the right order so that twald not do any
physical harm. This part of the choreography waseoperformed with
closed eyes and again with eyes open. A new gestetwvoduced to
make a sound while coming upright and look arounsgete another
flower. The head always comes first at the endimotjure the back.
The sound has to be made at the end of the mowing,do rise again,
to look at the 'Gesamtkunstwerk' and to hang baktkthe last repeat,
the sound comes with the upwards move, followedrbgting point,
again moving upwards with a sound, leaning back @sel again.
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Shaping options, intermodal transfer.

Sound is one of the possible options to shape ancomty artwork.
Other possibilities of shaping can be for instanckrections in dance,
tonal or atonal sound, soft and loud etc. The kagtnot least criteria
are: low skill and high sensitivity, which meaessitizing for the
material and sensitizing for the shaping. Paoladlknakes use here of
his crystallization theory which means here thatithage finds a way
in sound. This is called an intermodal transfemfrone discipline into
another. What will take place is an exploratiorsearch, to the most
effective way of imagination. The emerging workfiid its most
particular expression.

Paolo Knill shows his artistic mastership, whicgsliin his high
sensitivity to find the bridges between all the aibi@s. In the
metaphor of crystallization he states "we obsemwe n an
environment "saturated" with artistic imaginatiasmall creative act
"grows", much like a seed grows. Through its grqultle seed's full
meaning emerges with the clarity and order of sstaly Crystallization
theory helps us to formulate how to provide optiowiditions for
emerging images to disclose their meaning withhiélp of the arts”
(Knill, 1995, p.31). Like crystals are formed anoua seed which has
been put in the right solution. So an artisticédé as the beginning of
a shaping, in the right environment can form taisas connection to
another art form.

Finding specific movements of one's flower
and meeting the other in the opening and closing.

In the second act the hands are loose, This plsaefind one's own
individual opening and closing. This is not a repegthe former
movement, which was only an attuning of the bolis ffime one has to
find the own specific opening and closing movemé&kiteen the music
slows down and stops, the last act will start. [Bdtnill takes his

place behind the piano and starts to improviseerAdtwhile Daria
Halprin says the participants could start their omovement to meet
the other(s) in the opening and closing.

Finding order in being disordered.

Paolo Knill leads act three which starts withredang still and look

with wide open eyes. Look at this map of indiviljuzpened and

closed eyes, what will come from this cluster ofuster. Clusters open
themselves and they let beauty happen; clustemeseeds and every
cluster opens and closes itself at the same timeoBscious that
opening and closing is a becoming. Go with your paetry when you
shape this artwork, an excersise to find an orddoeing disordered,

an order which heals and becomes a work of onefs dWat is the art
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3.3

of poetry. Look once more at the 'Gesamtwerk' legfEaving it and
dance!

Principles of Community Art.

Community art works with images. The Community a#wWThe We-
song of flowers" demonstrates the principles ohcmnity art as it is
an art discipline which works with shared images.

In the introduction Paolo Knill and other protess share their images
of meadows and flowers and their meaning. Flowemnsetimes stand
alone, sometimes stand together. They demonshaitenportance to
prepare themselves and their students. Theserdoave not to be
taken too literally. As an image they speak toithggination and shape
a common ground and frame, in which this imagegemminate and
develop.

The image becomes a facilitator, which makes usepoketic language.
The meadow as a common, known image - like arepnold - holds
and provides a space for the individual to unfakfter own fantasy, to
shape the own individual flower. It helps buildeagommunity,
creating a world while being together with othersstanding alone.
This “imaginal thinking” does not reduce, nor daesterpret, it is
self-evident.

Distancing is the essence of the arts. Distancroyides a chance to
play with these realities and to integrate thempwmn them. Community
art too, makes use of this strength of the art:gesof the soul become
expressed images. Through this artistic and plag@ektalt' in dance,
movement, poetry or song grows an inner imagestéduace, which
makes it possible to integrate reality.

Community art involves a meeting between indivislual

First there is the meeting with the material, thtiaing of the body,
then What comes first is meeting: to meet witmtheerial, to meet
with visual images and imaginative art meeting tfith space, meeting
the others, meeting my opposite.

How to prepare for feltmaking as community art.

As | can see from the above, a community artwserikia directed by
Paolo Knill starts with preparing the tools. Whagpecially like about
the beginning of the "we-song" is the preparinghef mind, for
instance the story of the poppies and the philosaplapproach of
flowers by Stephen Levine. It sounds like feltngalwith a group is
more complicated. It contains attuning the bodgl preparing the
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material wool, soap and water, which means attimeettody, focus
senses and sensitivity, to be ready for the argwnage.

Community art serves to bind and create a commupésce.

The crux of the matter is to support peace, say@danill. "Frieden

ist nicht die Abwesentheit von Konflikten die uedetzen oder

zerst ren, sondern die migkeit mit Konflikten so umzugehen, dasz sie
uns nicht vernichten" (Peace is not the absena®ofiicts which hurt
or disturb, but the ability to handle them in a w#yat they do not
destroy us). As a feltmaker | know that the iim&mg of fibres brings
friction as well. What is meant here is to supp@ace while finding
ways to live with conflicts non-destructively. bigiin peace is always a
dynamic situation, not a "state". Communal imageexperiences of a
group get stronger and more connected by relativegrt. The image of
the meadow is a communal ground which unites. Imapeak for
themselves and images speak to us. Imaginatiompaeitly provide
images with a language.

According to Knill in the basic structure of a sessin a community,
using Community Art, four criteria are to be coresied: the four E's:
explanation, experiment, experience, evaluation.

The intention has to be explained, the beginninddla and ending of

a situation or an event , or a special occasiotipfeed by explaining
and experimenting and experiencing the Art disomlithe space, the
material and the people. In the social contextitheune system can be
strengthened through listening, cooperating, rigyout new scenarios,
to increase the range of play etc.

Community art makes use of literal, imaginal affdaive realities.

In Community Art it is important to distinguish Wween different
realities: the literal, the imaginal and the effiet reality. Distancing
oneself from the flowers in the meadow, these floaee people
dancing in a place they share.

In “Minstrels of Soul” co-authored by Knill théfective reality is
seen as "Erscheinungswirklichkeit", which comées/®in the world in
which we live when we meet and when we interattthihgs. He says
that effective reality is created through beinghe world. It is in fact
the soul of being. It is what makes us feel. Aerdermeneutics of
reality will have to disclose the effectivity ofeality as a foundation
for its own understanding.

We exist in an opening (the circle) in the worldstis our effective
reality. Our dreams and fantasies, our imaginatand also our works
of art are rooted in the imaginal reality. The nm@éthat emerges
from the actual world (reality) is referred to dtetliteral reality.
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Effective reality exists when the surrounding warld'measurables’
interrelates and is fed by our imaginative innerldoEffective reality
in the artistic process reaches into imaginal reallLikewise, the
shaping of the artistic process reaches into ttexdi reality.

The material formed and transformed is literal gretceived; and the
tools utilized are literal "real equipment". Indloutcome, the imaginal
acquires form, an effective reality. Animals prolyadxperience dreams
and images, and even paint, but only humans arstsrbnly they lend
substance and imagination to material. Homo fabke, the Gods,
makes space for new effective realities throughtore acts. Is there
not sufficient reason to hope that such creatioitisabide by aesthetics
and that in therapy the new effective realitied vaitliate the beauty of
well- being? It is the discipline of the arts thts traditionally upheld
these qualities. Art activities enhance and groaffdctive reality by
creating fields of distinction between realitieatlifacilitate a vital link
to effective reality".

Talking about literal, imaginal and effective reaas, Gadamers'
hermeneutic circle (Knill, 1995, p.59-68) growinga a spiral of
understanding of what we already know and what meavkcomes from
being able to understand. The spiral enables deapderstanding.
Breaking the cycle needs to be in resonance wétethergent where
things speak to us within distinct realms.

Community Art as the work of an ensemble.

Art is Meeting. In the art | meet myself, which Imigeem a paradox,
because | am | and not my opposite, but througtattveork | create an
opposite out of myself. | meet that what is difiefeom me and is
distinctive.

The "we-song of flowers" shows that communitysaat "getting to
work" in a special way. People in different artrfs work together on
a "Gesamtkunstwerk", the We-song of Flowers'this case the
community artwork comes to life through the vissdaolo Knill, the
choreographer in a play of interaction with the gaomity. Paolo Knill
is the choreographer and the director and thesanvho puts things
into scenes, he is the one who invites the co-wetkeco-operate in
this special media exceeding "meeting of the arkdlisic, dance,
theatre, singing are completely interwoven intoakyWhat it will
look like depends strongly on the vision and intetgtion of Paolo
Knill who as the art director puts his stamp on theation.
Didactically this can be compared with the wodolag and the water of
the feltmaker, the needed materials. Communtitisan art medium
like painting and drawing, music, dance or theathes name of this
medium is choreography. The method in communitgragtes the
work. This comes to expression with the artistigazaties of the
choreographer together with the heightened seiitsitof the actors.
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It is my thesis that feltmaking can be used as aamtsnart. It opens up
new ways, new possibilities.

Community art is about working with shared imagesyersal themes,
that we all know well, in this case flowers. Thitseers and the
meadow become a symbol of eternal change of gramdtdecay-
which is the seed for new growing, a symbol of jp@ent processes of
change. Community itself is a permanent procestafge. Flowers
become a means of ordering reality and reflectabs&mos. It is as if |
hear Nino Kipshidze talk about the historical memnof feltmaking in
Georgia ( 2.4 ). According to her feltmaking as counity art is a
historical fact.

Community Art and rituals.

Community art is not a shamanistic ritual, whicmaithe healing or
freeing from angry spirits, which have taken posgasof one of the
members of the tribe.

Community art does not reject any element of ttaorsry rituals, in
which one has to give up an old attitude and sieg a threshold. Also
in community art the unity of the tribe which ipatated by the

cultural uniformity of tribe-members is not seligant. The We of the
tribe encloses the forefathers as well as the &uturborn members in a
rigid and unchangeable system; the We in commuanitiias to happen.
The ritual of the tribe is fixed in details, wheneCommunity art just
the structure, the acts, and certain methodicaibakments, like
grounding and finding a common pulse as well asattistic

disciplines of the choreographer are set. The pesgris open here.

Community art and rituals have in common that ttheyot distinguish
between public and players.

Community art serves to strengthen its immune syste

Instructors should watch the attitude with awarenasd radiate
enthusiasm about what is introduced as an impransalt is
necessary to sense what is and is not working amgive always clear
examples from experience. Make a structured invemound, to
check where people are "right now". This furthdrms sense of an open
agenda and makes it easier to listen. Be Simplegifpand Particular.
Stay art-based in the description as more can serta one's attention.
Learning happens through a disturbance of the systay system will
always have problems, but systems, have a poteatiakal”
themselves, re-organize themselves, like an imsystem.
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3.4 Aninternational Community Aroferct "Mille Fleurs".

Since 1998 Paolo Knill's choreography and CommuhityWork with
the "We-Song of Flowers" left me with a dream tegnate feltmaking
as an old technique and art of the community imaaconventional
approach to feltmaking as Community Art. | integrhthis somehow
with Paul Klee's teaching methods in painting wigart and soul. Not
aware that some dreams can grow, change and tramsfato facts |
wrote this one down. It was about making a felpeawith a group of
people, it was covered with all sorts of flowersdeay different
feltmakers in different countries. | mailed it Eagland, to the Board of
the International Feltmakers Association.

In 1999 this dream took the shape of a commissan the Association:
to design and direct my dreamt up "Mille Fleurs'tpet as an
international community artwork which would be preted to Mary
Burkett as a token of the regard in which she Id bg feltmakers
world-wide. Since she initiated and organised tkiailgtion "The Art of
the Feltmaker" in 1979 and wrote the accompanyiogkb interest in
felt reawakened and the International Feltmakerso&gtion was
formed (see addition: The Revival of the Art of fleéimaker).

As | wrote before on p.6 and p.31, Mary Burkettiscovered the
ancient art of feltmaking many years ago while whs travelling in
Iran in 1962. She saw some men rolling a bundoaiething on a
bed of leaves. Much to her surprise it was a falpet. This carpet was
the beginning of her 16 years studying the arheffeltmaker in her
free hours, resulting in the now famous exhibitowl book in 1979. It
seemed appropriate to surprise and thank her wittbltecarpet.

The carpetmaking for Mary took place in April 20@Qwvas part of the
"Festival of Felt" which was organised by the Imational Felt
Association. With a team of 26 experienced feltmsaé®5 different
countries, in four days a carpet of 2 x 3 metres ¥wadted, using 250
prefelted flowers, sent by feltmakers from all aer world.

I look back on the event and evaluate it in a dosugary video. This
video "Mille Fleurs" for Mary Burkett illustratesyrthesis. It shows
how | make a difference between designing witlotlee-all vision in
mind before starting and the way of going with iraerges along the
way. How this influenced the artistic process aadsed the communal
making of this carpet to shift into Community A#iso it shows my
role as a "binding agent” which has referenceshidotbinding the
fibres and binding the group or community. It shdws/ much trust
was needed in order to de-structure and then reestire (finding the
essence and cutting into the felt). Like Ellen hewwrites:

"In making anything in the arts, an act of tearidgwn is necessary.
This is not destruction but, rather, a destructgrimhere substances
are transformed and something new emerges” (Let®@5, p.10).

" A huge amount of commitment was necessary to thes community.
Finally it shows how in community work we wereddemned" to be
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together and also loved each other. | will desctitve story of the
preparing and the making underneath.

Felting a Mille Fleurs Carpet
as a practise in community art.

Sheila Smith, England, Chairman of the Internatidfeltmakers took
on the responsibility for co-ordinating this ambiis project.
Association letters of explanation were written adblished in textile
magazines in many countries, inviting feltmakersake part in this
project, which was intended to bring feltmakers aadists together
and also to make a record of how felt is used ahy felt is used in the
year 2000. Therefore, to participate fully in th®ject, feltmakers had
to felt two flowers. Flower No. 1 had to be a flouea pre-felt stage,
to be felted/fulled into a floral carpet, its sizet to exceed 10 cm
square. Flower No. 2 was to be the contributiothi® State of Felt
2000 which would become an archival record - it badbe fully felted
and attached to an A-4 sized story-board with naneaddress and
information about the maker. In January 2000 it whesar that the
event would take place and | could start prepanagio

While incubating | thought about Paolo Knill's Gtgllization theory,
how crystals are formed around a seed which has peéin the right
solution (see Shaping options, p.78 and underneb#i3o made use of
Paul Klee's theory of the active seed: in a growpngcess the seed is
the starting point; it is active. The stem and ldeeves are the means.
They are in contact with air and air is energy. Tlusver is passive. It
Is the result of the active energy. | think thisught made me ask for
flowers from the felting community.

Klee paints colourfields of different shape ana sizshows his way to
abstract motifs from nature. These works still éatlassociations with
fields of flowers and plants. His lines and shagpesm to move and
have a refined rhythm. His style is complex andifokh He continues
reducing the difference between fore- and backgioiihis theory on
growing processes is independent of the materidl@unts for all
material.

Klee 's philosophy reminds me of the feltartist&aorgia and
Tuarkmenistan, but Klee poses that e v e ry arifisrloaded with
meaning and shows the dynamic structure of the @ssihis counts
for all kinds of energy that is called for by linestapes, tones and
colours. He understands cosmos as the originistence as it is
unformed, timeless and chaotic. Every shape stdttsa grey dot
which extends to an egg. Creation is the result of
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-a a fertilization which sets this dot into motipto compare with
Tudrkman and Georgian art: felt, pottery, woven &natted carpets)
and

-b. an ordered cosmos, a tactile wholeness of shapd phenomena
that emerge from chaos. The ordered cosmos igtratvhere we as
human beings have an overview and which we carargritold and
comprehend, because it has a shape. Ordering i$isglin parts and
counterparts ( an extension of Tudrkman positivgétige designs). An
artwork is a complex unity of forms and counterfernmn all nature
active and passive energies react on each otherefed to each other.
They are associations.

Here too | find ideas about mobility as the essenic existence. It is
not about things but about the creation processttge-becoming — the
genesis. Klee sees the artist as the passer-throtiite mobility of
existence. He makes visible the captured cosmiggnie artwork
being a cosmic but also an autobiographic docuniéht.ocher, Paul
Klee, 1974).

Prior to our coming together | played with quessdike how to
schedule an artistic method that creates orderresgon,
communication? How to unify 250 felt expressionewd and gratitude?
How to create a safe container fitre making of all this? | thought of
two leading principles and starting points: "equwalue” and "felt from
the senses". It should be a work of communityangre the workers
are open-minded, accept the process, embrace flexierce, serve the
image, accept their role as being representatimsdyeing caretakers of
250 flowers, as representations of their makers.

Consciously and unconsciously | was very much iedy the We-
song choreography. | did not know the story of Ba&hill about
poppy-fields, accidentally around Isel Hall in Ceciouth where
Mary Burkett lives are poppy-fields indeed in sumamel fields of
daffodils in spring. One part of the Mille-Fleured came from her
surroundings. Another part was that | needed a ensi@l symbol to
express and in Holland it is a habit "to say it'tevflowers on these
occasions.

The real inspiration to make an excersise in Comtyukrt of my felt
project came from Paolo Knill. Like a crystal itvddoped and since
then | developed a different way to work with &sltl with people. It
happened when | took part in Paolo Knill's Commyaitt session for
the first time in Sweden, in Kungalv in 1998, het Easter Symposium
of the International Network of Expressive Arts rEipg Training
Centres. Right after the session | made a drawimgdiant moving
energetic circles in a figure. | was moved in mgrhand soul. Knill's
choreography was meant to divide the larger grotipasticipants into
four coregroups. He guided the group in a chorepimato choose
between four different kinds of flowers and creaetharacter for that
-non-literal flower to express in movement.
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Despite my written basic structure of beginning-ailedending, of
creative interventions, and a time-schedule,tinginy things open. |
am a binding agent, wool is a binding agent, felaitechnique which
emphasises connection, coherence and release.robp will enter
artistic chaos for a while, not knowing what to dmwly starting to
select, collect and create an order, consideringhefiower as an
individual that needs attention, a name, a lifetimseason to blossom,
a context, and its final goal, to be part of theolehwhile showing its
essence among "mille fleurs" in the carpet. Thalfimage will emerge
and mature in front of our eyes. The outcome veilatsurprise for
everyone.

Two months after my writing to the felt makers alpgyacess and
concepts, we met and worked together in the Breds/Centre,
Highgate, Kendal, A centre for the arts - theattance, music, cinema,
literature and photography'. Two huge art roomstaps were
reserved for the carpetmaking.

Day 1 Tuesday April 25. The day of EXUBERANCE.

The night before | spread out the 250 flowers a#irahe floor of one
art room, just as they came out of the boxes. M@xhing, in another
art room, the 26 volunteers met, some of them krgpea@ch other,
some seeing each other for the first time. Thepdhiced themselves by
telling their stories about actual flowers theymtiéed with. After that
the gifts from the world, the 250 felt flowers, Werking material — so
far hidden in the next room - were revealed andopeoould walk
around them, just to look, sense and inhale. Ailently taking in these
'‘personalities’ for a while, everyone could choaspt and pick up 8-
10 flowers. With care and attention these wereiqiotan order and
felted for only a few minutes onto one layer of hwaith a choice from
eight shades of green wool. The aim was to woekgy and from the
senses, touch, smell, taste, sound, movement) astbespecially from
the felt sense, the inner sensation.

The next step was to leave individualism, to redearhether felt as an
art discipline lends itself to socialisation. So walked around, met
each other, gave feedback (remembering that in agmtynart there is
no judgement/criticism but witness instead - nelihg but
observation, no advice giving but dialogue). Joskl around and find
companions in colour/shape that you feel attractedVe ended up
with four tribes, named the red-, the blue-, thikoye and the special
tribe. Each group then made a section of 0.90 ® iétres. So all their
adopted individual flowers were carefully separased mingled until
they found a satisfying place in another setting an another layer of
green. Each tribe brought their flowers togetheegared a
background in many different shades of green waul tried to agree
upon finding some sort of order to arrange thevitos in a way that
each received got the same amount of attentionmdlke sure the
design would stay the same the flowers had to efelped a little. So,
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each tribe worked for a while on their flower beldieh served them as
a mirror. That evening the whole group worked uatdm. The flower
arrangement had taken most of our time. To lodkaftlowers as
individuals and to find out where they would likebe in the group. In
the centre, in a corner, in a cluster or in paifdis work was a bit like
bringing a chaotic order to flowers of all kindsaking care of the
felted flower was to take care of the makers, whstéd us. It was a
day full of interaction, colour and much learningaut the "equal
value" of each flower and of each other. The flobeus showed
different energy caused by the different coloulesE flowers made the
four tribes distinguish themselves in a colourfeélaming. We left the
prefelts on the table.

Day 2 Wednesday April 26. The day of ESSENCE.

Everyone was aware of the fact that colour deteesvitality.

However the greens in the background balance timagry colours and
outline each flower. Nature's logic. It is amazimgv many differences
the flowers show, now they are placed in greenspdbeir
individuality is emphasised (photocopy 21) the mss®f each flower
had to be found and for this reason window mour@s;m x 10cm were
cut out from paper. Before the scissors came intma there was a
"rite de passage", a farewell to the adopted flasvand the existing
sections. "Equal value" again presented itselhia évaluation process,
and after a few hours of high concentration eadbethad a collection
of essences of flowers in the size of 10 cm squargszen 'sheet’ with
square holes now existed on their tables, a p&gitegative.

At this point the "negative” prefelts were remoaed all tables were
put together to form a surface large enough fonitmle carpet to be
laid on. As a base for the carpet each group brauglurn their great
green negative and put it on the table. The lagéghtly overlapped
each other. This created an irregular and very sisipg background.
The back of the work seemed to create a life @wits. That was more
than was expected. "We trust you and you trustwas,a remark from
a team member that | shall never forget. Howeves flowers needed
more. They needed a layer of dry green wool asa fupport.

As a guideline, two cotton cords were laid crosswvar top of the fresh
green layer, from corner to corner. They divided big rectangle in
four triangles. After this the moment had comentmke the main
image while an attitude of patience was askeddod openness to
surprise. The learning part here was the humilityawaiting and
attending to images. Also each tribe had to arratigger flowers on
white sheets on the floor from light to dark. Orfetevflower was put in
the centre where the supporting cords cross. Tfiem each corner in
turn the groups brought their gifts to the carpefr 8 flowers from
their corners, putting them into place in the nottie south, the east
and the west part of the carpet. The only guideias that we worked
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from light into dark; during this process the imaglewly grew from the
centre. Trust and discipline worked hand in hanceh&ime to rest.

But not for long. From now on it was hands-on (jgicopy 22).

And a new time of learning to find the right bodyvement and the
right attitude towards the group members, to find thythm according
to the pulse and the energy that comes throughmgdwands, massage
with warm soapy water and through helping to tura tarpet over and
back. Plenty of sound, touch, smell and body-mortre#iected the
individual and the communal experience, rather ttranvisual image.
What happened to the group through this movemehtatvity was
that at first almost everyone was excited that ae fmished the stages
of formlessness, goodbye loose flowers, goodbysenas, goodbye
colour-fields. Farewell, it was time to re-vieve-make, re-order and
that we - it felt like at last - could start theatdelting movement and
action. We had to start anew and stand still as fhoint to realize that
we had finished the exploring part and that we tathttune" anew to
cooperate in another way and frame the final shgpin

To get an even quality in a big carpet, we coultistay in the same
spot, but had to move over to the next spot alenxsty ten minutes.
This way "our carpet” should be touched by all ¢f&m an even
amount of movement and pressure. | took time tmleach others way
of feltmaking. After that we agreed upon a forvedibdckwards
movement with the hands and to be sure to benkiies while moving.
It felt like this was the moment the group was wgifor. It was a
happy excitement that helped the community buildivig had shared a
heartfelt adventure so far and were ready for thgtrpart. After a few
hours the carpet was strong enough to be remowed the tables. It
was laid on a base on top of the floor and leftroight.

Day 3 Thursday April 27. The day of STAMINA and GRAIGE.

This was the day to serve the visual image angbliysical appearance
of the carpet with careful attention to weak spdtsat meant felting by
hand, no rolling because the relief could be danda@® far we had
helped the image to emerge, today it needed tdajeaed mature.
During long hours of disciplined felting and fulljihere were moments
of reflection, and | realised that the making df felt over the days was
one big metaphor for the building of the team. \&hat | think about
the felt is what | think about its makers. Both fifle and team had
made some interesting shifts, crossing bordersdmmtveraft and art
and back. When through the rhythmical repetitioharfids and feet the
wool fibres were connecting, and the carpet readatwterence, we did
too. The carpet started to reflect our communiaur, ghared activity in
this shared space in a friendly atmosphere. Theearansformed into
a safe container for 250 felt stories from arouhd world. It had
become a story book. MAGIC had happened, anotleation myth
came into existence.
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Day 4 Friday April 28 The day of
COMMITMENT and unconditional surrender.

The team behaved like one living carpet while vwaknany kilometres
on the front and back of the carpet - sometimes\ar it in the form of
a curling snake, but most of the time from sidside in rows of four or
five. So much active meditation in concentrateckimgl toe by toe, in
very small steps for a few hours. Looking up, Ingldown, arms over
shoulders, arms hanging down relaxed, sinkingromftime to time
energised with Shaman King's world music. All ttappened despite
visitors coming in, photographers all around, anar@er TV - and
rehearsing with Elizabeth Adams for the presentatibis hard to
describe this sisterhood. The team was so excliedtahe
positive/negative design in the back that sketemelspictures were
made from favourite details, which eventually nesdlinto another
project. It felt like a present from the carpethe makers.

Day 5, Saturday April 29 The day of the PRESENTAITIO

The ceremony took place in a special building chtlee Beehive. Just
before the presentation the team performed a spolmrie to Mary
Burkett in front of the audience. The sentencekeapavere lines taken
from the 250 story-boards, 42 written statemenrds ¢éxpressed and
gave an overall impression, and answered questbmgy, and how
people love feltmaking. During the handing overtthean appeared
with the carpet carried on their heads and theintla. Trumpet music
by Tortelini accompanied their walk which came tloadt in front of
Mary Burkett. Then the team perfectly held the eagt an angle for
the public to see - and it was laid on the flooadsving gift from
sisters to a sister. After the ceremony the teayest for a while with
the carpet to wish it a happy new life and say dpyedwith drumming
on the carpet crescendo (photocopies 23, 24, 25).

Crystallizing documentary video

"In the metaphor of crystallization we observe hown environment
'saturated’ with artistic imagination, a small atéve act ‘grows’, much
like a seed grows. Through its growth, the seedl'srfeaning emerges
with the clarity and order of a crystal. Crystalizon theory helps us to
formulate how to provide optimal conditions for egieg images to
disclose their meanings with the help of their ‘afknill, 1995, p.31).
The video shows the specifics of feltmaking astddapoetic language
and an art discipline, like painting, drawing, spture with a variety of
sensory and communication modalities. Visual, sem&dor and

tactile senses are engaged during expression dsag@erception
(Knill, 1995, p.44). They interlink with the veflvapresentation.
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The 'Mille Fleurs' felt project was videotaped &hours by Elizabeth
Adams from Toronto, Canada, an artist participatinghe project.
Criss Esser, developmental psychologist and filnenakAmsterdam,
Holland made a 20 minutes documentary film ouhefwideo-material
including the time to interview me about connectimgdifferent parts
of the process. Together we had to find a way tevaihe 'Mille Fleurs'
art process imaginative, particular and precisenfrancubation till
realisation, presentation and release. Where | teadut into the felts to
find essentials, she had to cut into the tape wieiag attentive to keep
all the steps: relaxation, rooting, opening updiindual nursing,
moving into a small group and the cooperation &f Bhe film shows
the different dynamics in the group before the esgive arts process
was accepted and trust and equinimity were foufite group became
a community. Dialoguing with images in the videmgshe stop-button,
helps to evolve this newly felt custom-made contmwmark.

Observations:

While re-viewing the video | considered my rolegslirector
comparable with the choreographer in Community Achecked the
'signposts’ as they are called in The Creative @ation (Rogers,
1993, p.223), to see whether | reached the nevetiline of feltmaking |
aimed for:

a- Right in the beginning | hoped to manage tofaien a wider
context through my teaching and to connect withattt® and with the
participants to stimulate and accompany developalgmbcesses.
Like developing awareness about who, what and hewvere. An
example of this was the introductionary round veiihrytelling about
the flower(s) they identified with as an introdoctary grounding. |
felt a loving affection on a personal level and tioe work we did. | felt
at least we found the essential meaning of thesfisw

b-Did | create awareness for the unsuspected, tihenwisible
capacities and slumbering possibilities? Trustha human potential
was a main item. Participants were not used tokimgy with each
other, and most of them were not used to groupwbk. at least half
of the group it was strange to let an image emefgeeting insecurity
and disbelief played a role on the day of ESSENTIey accepted my
guidance however, | trusted them and they respomdlédtrusting me
and the process.

c-How was the relationship between participantsthia beginning |
had to help some participants who needed to praktest individual
space. This was specially so in the moment of prep#he
colourfields. One group had several leaders and Had to be sorted
out and changed into partnership. The relationsimgthe whole
developed into peaceful co-operation and friendship
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d-How did it develop? Working in small tribes walifferent colours
created different ‘flower-beds'. Finding the sed¢ls,essence, and
putting these into an order and make them integrateated new
clusters. Several times | had to look for and tbareative solutions. |
kept a few rules like 'equal value' and no judgemest witness. | felt
the team represented integrating polarities cregtivholeness. On day
3 the group became aware that disciplined felting &ulling created a
feeling of wholeness. Creativity helped to overadéng conform to
tradition. We invented new ways of using our feet lsow we could
move happily with the whole group on 5 square esffhe process
was deepening. Felt was felt as a communal lovelwdrinbodies peace.

e- | think that felt as a medium has proved thatit be used in
communities as an artform. Felt as an art discipliands itself to
socialization, there is meeting, interaction, reaship and choice of
coalition. This | realised on the day of the preséinon, when | was
looking at the team walking in the carpet abowartheads as if this
was what one normally does on Saturdays.

f-1 guided the participants between different raasi, from the literal
into the imaginal and the effective with more araterdistancing. In
the end we were left with an abstract landscape.

g-l structured the sessions which helped the teabetome part of the
effective reality in an atmosphere of safety. Is\&a art of learning for
this community to share response in an artisticgmative way.

None of the feltmakers had heard of literal, noagimmal or effective
reality nor about the European Graduate SchoolaassFee and they
had to get used to no advice-giving, and non-judeeal behaviour.
They were too skilled | told them, they develapédyher sensitivity
and liked to work from different senses and los# theads. "Drawing
with soap” became an intermodal transfer.

h-Sometimes | reached the imaginal approach andyewij the
additional benefit of truly validating the expereas and feeling of co-
workers. This was the case with the blue groum wbrked as if they
were putting their flowers as waterlelies on a lakkey were shaping
the lake, they were shaping the felt waterflowdtss a long way to
reach the reflection that assists and brings aifgedf closure to an
encounter. Intermodal reflection requires trainiagd sensitivity to
sensual, perceptual and functional distinction lestw sensory
modalities + common ground shared by the arts.

i-1 think especially the part of the process, aftez cutting, where |
suggested the creation of a new ground for theviddal flower to root
and for the re-grouped flowers to find a final bethnds as a metaphor
for a therapeutic group process, where a new makiegins
somewhere in the middle, after changes and goodhpeswhere a
group works more and more on the whole. The prasentworked as
a liberation.
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J-The felting process created visual images whedtected the response
to the material that emerged. More than one seraseperceived.
During long walking hours | stimulated simultaneatisry-telling and
story-making as an intermodal reflection. The tvigh feltmakers in
our group start to make music and accompany spfedting feet and
body movements. Here soul came into the room.

k-The presentation is a performance, | need tontededhe framing
techniques of the performing arts. This particuazbunts for the
literal presentation of the carpet on the last daymeditative
groupwalk to trumpet music, the felt above all leeadrved the image
of a flying carpet.

I-1 experienced this building of a team which watka a community
piece of felt art as a temporary process with gibieing- a middle-
and an ending. Each individual takes the story,ntemory, the re-
views and the video elsewhere and may start andénaporary or
longer-term piece of art with another group. Thade engage know
this is a prepared space we work in, a safe cometaia frame in time
and space. The art of meeting, learning to conmetgase and letting
go. It will never be the same. | agree with thesis of Prof. Schuyt
that all communities and all forms of connections eonstantly
changing. Connections pass. Just in the successioonnections lies
the power of society.

The felt carpet will stay for a while, so thattiégtile poetic (hi)story
and context can be told. Within a lifetime or tie most textile items,
it will deteriorate and disconnect. For now it havery happy owner,
and a room of its own, the Feltroom, specially dated, in Isel Hall,
which is open for visitors every Monday. As in al mauseum there is a
name-plate at the wall with the names of the
artists/ feltmakers who took part in the projedteTarchive of the
story-boards of the 250 people who had sent th@ivdrs is there too.
The members of the team are very proud of theliatthey will be
remembered.

Aesthetic response on "Mille Fleurs" by Margo Fuchs

It shines with its patchy net

each close to each

and yet

each piece

a glowing pearl in itself

and all together

there is a beaming constellation
greening into and from and beyond.

-97 -



"Kunst en Zo" and Timpaan, creating new ground for
feltmaking in a community as a creative connectith the
outer world.

"Kunst en Zo" (Art and So) is a Bureau offering fmedical services in
healthcare. One of its departments organises lestulemonstrations,
workshops, and coaching to develop artprojects emalf of caretakers
and therapists working in Institutions for healtheaDuring an
interview, about two years ago, with Lydia Nuyehs,director, |
obtained information about the latest ideas in oasl health-care:
care should be more "custom-made”. As it seemsvjuat | wanted and
needed, | agreed to organise and teach workshapwiAg in the
middle of a process of change has its advantagesitutions are open
or show at least a flexible attitude towards nessupational and
creative artforms. It is my job to introduce feltirag and papermaking
and mixed media in textile and fibre art which leghdmselves to
socialization and friendly community-building.

Basically | teach twice a year in different plasedolland. In the case
of feltmaking, this workshop consists of an intrctdry lecture about
different possibilities of the use of wool, felking and felt in different
communities under different circumstances, andibthods according
to expressive arts therapy. | demonstrate the killy kigh sensitivity
principle and explain how felt is the same as othediums and how it
is different. Traditionally making felt engages tb#owing senses:
visual, sensorimotor, tactile and auditory. Thissdamot mean that
verbal representation as a sensory modality is imgsg~eltmaking is
movement and like a rhythmical dance it engagegiinaéion, speech,
sound and play.

We discuss and/or draw/paint personal ideas abouatraunity and
community-building. About aloneness versus commemghgement,
about meeting, sharing and withdrawal. | introdube terms literal,
imaginative and effective reality, soul-nourishin@md community art
by Paolo Knill. During the hands-on we work witle tiuestion how to
understand ourselves and each other and how toretatel the
surrounding world. Participants try the feltinggeess with one
material they like and one they do not like. Thiegt &nd share an
aesthetic response on this first felt impressiod expression.
Homework is to think about the question how felingakan serve their
own needs and their clients needs. This involviegitig about the
conduciveness of felt as a modality for expressiommunication and
perception. Can felt be used as an intermodal amnfboWhat they need
to know more about. What about their felting sRills

Participants who are interested in introducing amfethese mediums
into their studio-work with clients, can "hire" nierough "Kunst en

Zo" for "coaching on the job". This is in the fifghce to meet clients
and staff, to see the working-place , to learn homner experiences
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4.1

can be linked to new medium(s) and to help craatestructure a
"custom-made" program. | love this work. It seragswish to further
feltmaking as community art and as an intermod#ioam.

“Timpaan”.

The first Institute | work with is called "Timpaar"am invited by Ellen
Brouwer to "coach on the job". She is the projeotker for day-care,
work and leisure time. She is one of four artiterapists who took a
workshop from "Kunst en Zo". The whole team wamtsttoduce
feltmaking. They want to research whether it caniged as a medium
for clients they call "low-level”, meaning thoskawdo not have
possibilities to employ themselves.

Timpaan is a regional organisation in the souttHolland, spread
over five locations: Den Bosch, Vught, Helvoirt,afen and Boxtel. It
takes care of and offers services to people witieatal and/or
physical handicap. Its vision, mission and starfpaint is to take a
central

position in this society. Caring for clients witthandicap means that
clients have rights to adding quality to their Bv&impaan offers this
additional care in daily life, work, research andtreatments. As
society changes continuously, and clients are eipated too, visions
shift and starting points are more and more attutethe wishes of the
individual, the uniqueness of every human beingreNihan ever the
needs and wishes of the client are attended, otsgeind taken care
off. A key-word is "custom-made” innovation anchtraty.
Physiotherapy, therapeutic swimming and for six theffeltmaking
have been examples of offering special expertiskeigure time on a
regular base thematic weeks are organised. Sortteedhemes were
Indians and Oldtimers.

According to daily activities it is the vision ttag from possibilities
and not from handicaps. That is why Timpaan hasda wange of daily
activities. Clients might work with their handsearen teach other
workers. Workers have their own responsibility anel being coached
when they choose leadership. In this view Timpaan i
master/apprentice community. Clients visit eacleotb get ideas
about each others situation in life and in workeTiving-room
deliberation is used to discuss these ideas. Quedite, work and
occupation are not the only emphasis. Everydaystdigs central. To
maintain contacts , friends come along on a regslanetimes daily
basis.

As people with a mental and or a physical handicape the same
rights as everybody else, clients participate fature - developments of
the organisation. There is a clients' council, ihigh also parents

and other family-members are seated and a cligasform. Both
publish their news in the Timpaan newspaper. Clidime as much as
possible in a "normal" society. This suits the gibalt people with a
handicap integrate in society. Timpaan helps td fwdaptations to
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their situation. It also is possible for clientsliee on the grounds of
Timpaan. Within all these different ways of livemd the care around
it, the starting point is, that a client is capalttelook after himself.
Timpaan workers stimulate clients in being indejssm as much as
possible. The ongoing and intensive cooperatioh wther regional
institutions like Adesse and the Binckhorst heighthe possibilities
for daily activities full of sense. Timpaan has 180unteers who
support in the daily life situations as well adeisure time activities.

At the felt- meetings once a month, before theaddelting with clients
starts, the team reports experiences over the pasdd. Clients in
general like wool as a material to hold, they ltke activity and the
sharing of it. They admit the process is slows itmportant to take no
more than one step at a time. After the first tveetimgs with workers
and clients of Timpaan it becomes clear that thiggfoup can be seen
as a pilot group, who considers felt a means ofgimation, play and
communication. | try to introduce felt as a tactileetical language.
The work will be extended and deepened. Bulttaviin more clients
and on a regular base means that more assistaet®i@eded. The
group functions best when it works round a tablensembles of 1
therapist with 1 or two clients.

Much improvement has been made in half a yearwidrk has been
taken very seriously and clients work has beeonded. Everyone
everytime fills in a questionnaire. There is a deavior keeping the
samples organised, protected and labelled with nantedate. There is
a budget for wool and other materials used. Thekexs improve their
skills and learn how to distinguish and apply dif& kinds of
woolstaples, processed in a special way. Clientgte their own and
personal way of feltmaking using the material iaittown special way.
Samples are stored and maybe later in a big pdy will be felted
together into a community work.

STRUCTURE of a workshop (in general, not customenad

To structure sessions, start with framing as a wilyow to use wool,
felt and feltmaking as an artform.

The SpacePrepare the studio with a big table in the cent®urface of
table and floor should be water-proof, or else gedewith plastic.
Enough chairs and/or space for wheelchairs. Warrtewsupply.

Materials and equipmen# choice from prepared raw wool, slivers,
carded, combed, batts, naturals, colours. We stiatideuse shaving
soap as this is available from the "working-centirethe same building,
where the soap is packed in boxes by clients ajlzeh level. Soap is
cut in small blocks, or warm soapy water in a srbalvl for each,
sponge or brush, apron, bubble wrap cut in sizeast as wide as the
workplace on the table. For communal feltmakingigapiece of bubble
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wrap - as big as the table -. Towel to dry hand®teebreaks or
intervention, hand-cream. Other material can be#us, old clothes to
recycle, "found objects" from nature to work around

AssistanceA well-prepared space and carefully ordered aatt@nials
help to become part of the effective reality ireimosphere of safety.
As much assistance of therapists and/or voluntagerslients need.
Assistants help to open up for the meeting, tomulpto opening wool
fibres for the process. They do not label, noggidr accuse the
process or each other nor give advice to each offilee art of building
a community is to share response in an artisticgimative way. Let
images emerge, serve them. Truly validate the eqper and its
expression. Give aesthetic response to the mat&lants are very
good in responding with sound and movement.

Meeting The meeting and connecting during the processsdhe
metaphor of felt itself being the binding agenttating the process of
transformation and change. It makes people takket, interact

and communicate inside the institute and in thaidaetworld, clients,
family, friends, therapists, project-workers, vakers and artists. Felt
in process reflects interaction. Feltmaking cansbopped at any time,
the material can be frozen or just dried till anethmoment. This makes
me aware of time keeping, to frame when an encobagto come to
an enclosure and make a "ready-round".

Report of a Working Session
Location: 't Hopveld

Time: about 45 minutes
Date: February 20th 2001

Situation: 5 clients and 4 therapists and 1 volent&t around one big
table. They make felt in pairs. | work with Johohd is 40 years old.

According to Miryam, his psycho-therapist he isalalp to learn new

things. It is the second time he makes felt (plupp@6).

Materials: wet sponge, bubblewrap, carded fleece arefelt made by
someone else.

Mood: He smiles. | smile. He remembers the prodassts my actions
of sprinkling water with a sponge. He imitates th&e make eye-
contact. | am moved.

Methods: | prepare bubblewrap, fleece on top, lomsel ready. | show
fleece is easier to pull than combed slivers. \Wd the wool together
and get involved in moving it between our handss like a play. |

hold the wool, he pulls out. Ilook at him to sdeether he wants to
change movement or action. John uses his left hahith is cramped.
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In the beginning his pulse is turned inside. Hediko drum with his
fingertips on the wet wool. He gets excited whemake rhythmical
movements together while soapy water splashes éetowg fingertips.
We keep pulling and beating. When he starts togwa&th his hand the
wool loosens. He notices this and stops. We diarthythm
alternating. After this "warming up" the cramphis hand diminishes.
With a sweep he brings his right hand on the talbléhe end we look
at each others felts. The atmosphere is intimate.

Experience: He likes working together on the saraeg the tactile
sensopathic part of the feltmaking. He is not wetgrested in the
visual part. Takes a quick look at it.

Purpose: Next time we use the same method, butwititkanother
client.

Observations:

-a wool, felt and feltmaking is a medium for solexl
"low level" clients.

-b feltmaking activates and relaxes at the sameti

-c feltmaking envisions a person as a process.
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Conclusion.

Feltmaking showed me how to open up to new pasgbiin life.

At the European Graduate School | enjoyed the efaiaining where
processes of the imagination connect with psychcdbgeepening. |
wrote about the necessity | felt to connect withsmyl as an essential
element of how | treat myself, my surroundings mgdvork. Wool, felt
and feltmaking are the media in which | can expragself best. My
soul blooms in this environment. My inner sensetidelt sense, shift
into the right gear when I answer the questionn@altmaking be used
as a medium in expressive arts therapy and camékiing be used
positively in Community Art?

Focusing on the felt sense led to reopening andifgng events in my
life which | felt intensely. The thesis work abfalt, temporarily
brought the making of felt to a standstill. Theting has been an
absorbing journey into felt as an expressive #resapy, as
Community Art and has been a great learning expege All the time |
felt protected by the felts in my studio, my placeepose. | discovered
that my felts are my art processes, they tell thees of my life.

| found myself in a new place, where new posséslof feltmaking
emerged. | think especially of a moment duringMiiée Fleurs
carpetmaking just after the intervention with theting when |
suggested the creation of a new ground for theviddal flower to root
and for the regrouped flowers to find a final bddealised this was a
metaphor which could stand for a therapeutic grpupcess, where a
new making begins somewhere in the middle, aftengés and
goodbyes, and where the group works more and moteeowhole. The
presentation liberated, set us free and offeredctrpet an interesting
place where it would attract attention for its b&aand where it might
raise interest in felt as expressive arts therapgt aommunity art.

| became aware of how this thesis work has ledhhoea new

direction where | developed a sensitivity to magsiof the
imagination and refined my observational skillshdis strengthened my
will to share the process of feltmaking with peaphe might benefit
from tactile experiences and sensory rituals.

New directions that suggest themselves are toalisifa wider context,
to connect it with the arts and with the participgto stimulate and
accompany developmental issues like expressionepton and
cognition. An area | started to research and wHigiould like to
further investigate is: By whom, where and howhia world has felt
been used therapeutically and by whom, where amdifict used now?
It seems the time is ripe for building an interoatl network. | know
that Prof. Dr.Heidi Helmhold from the Institute fArt and Art Theory
of the "Universitat zu Koln", will start to buila new research centre
which will specialise in the therapeutic applicatsof felt and
feltmaking. Recently | have been invited to workhis project and
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perhaps to prepare a conference in 2002. | woldd to helping the
setting up of this centre, while continuing to makieand teaching
different art media at "Kunst & Zo".

Questions which come up at this moment are: Howfdlly integrate
expressive arts therapy and community art into rogkywvhile being on
my own? Still, feltmaking is only one art mediurd arpressive arts
therapy is grounded in the capacity of using adl #rts to respond to
human suffering. | feel a need to re-organise ragkshop into a multi-
media workshop where students might start witimizking and can
move into other artforms until they find their appriate medium. |
can offer drawing, painting, papermaking, workingh clay, story-
making, the basics of tai-chi, Japanese artforikes sfuminagashi,
shibori, orizomegami and refer to other specialigtss my wish that
somehow in the near future another Centrum voor&sgeve en
Kreatieve Therapie in The Netherlands will be faeohds an Affiliated
Institute of the European Graduate School.
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THE REVIVAL OF ART OF THE FELTMAKER

Introduction.

The year 2000 has been chosen by the InternatieslalAssociation to
commemorate that it is almost 30 years ago sinceyBarkett brought new light
and life into the felt world. At first she did reten know it was felt that fascinated
her when in 1962 on a trip to Iran, she stoppeddéweto look at people who were
rolling a bundle of something on a bed of leavedid not take long for her to
realize it was felt they were making. Recogniziregantiquity of the designs and
the unusual and simple nature of the process smel@red why such an ancient art
got lost. This private story was the beginning @fygars spending spare time on
research and writing a history of felt, totally wmscious of the impact this work
would have on a whole generation of feltmakersiértear future. In 1971, as the
Director of Abbot Hall Art Gallery in Kendal, Magurkett initiated and organised
an exhibition of Turcoman felt and tribal art atl#ds Hall and at Whitworth Art
Gallery in Manchester. In 1979 at Abbot Hall heroBdThe Art of the Felt Maker’
came out together with an exhibition of that nathshowed felts from many
Middle Eastern countries, Asia and Scandinavia. 3tew toured all over England.
This sharing of the rich visual imagery of ancigttiles and felts worked as an
eye-opener to the public. Felt speaks to the sefftsesites to be touched, to be
lived in and on. Some visitors just came for thelbaf it. Artists, craftsmen,
students and colleges were amazed and delightedeXAltibition and the book
worked as a catalyst.

The revival of the Art of The Feltmaker.

Since the late sixties, textile artists in Europel &lorth America were exploring all
aspects of the fiber arts. Many artists were orearsh for the origin of fabric.
Feltmaking so far was one of the results of expemnitng with its fibrous roots. The
following names of pioneers, educators, artists anthors represent what others
also may have achieved. In 1976 the book ‘Tovr(iRgiting) written by Katharina
Agren was published in Scandinavia and translated English, even into Dutch.
In North America Beverly Gordon’s book ‘Feltmakirmgime out in 1980 covering
the history, contemporary art and giving step-bgpsinstruction for making felt.
She included work of artists like Beth Beede arahJavingstone. The latter being
a feltmaker since the late sixtees. Both exhilatedl lectured widely. Their work
was also part of ‘Felting’, an exhibition in 1980 toaditional and contemporary
work which took place in the American Craft MuseariNew York. It is clear that
along different roads various authors and organssef exhibitions played a crucial
role in the reviving of handfeltmaking and presegyits tradition. Specially ‘The
Art of the Felt Maker’ pays attention to felt asw@tural heritage of different people,
their way of living in felt, their use of ancierdtferns, their sensitivity of colour ,
their understanding of quality materials, their kmthow. Mary Burkett furthered
the history of felt by travelling the world, lecingy, making new discoveries,
publishing them in ‘Echoes’, the magazine for titerinational felt community. Her
lectures felt the world together, from ‘Mankind’sgt Felt Footsteps’, into ‘The
origins of the Word Felt in different Countries,ceant and modern’ into ‘A look
back at modern felt making with particular refererto the I.F.A.” to mention a few.



For her museumwork she got an OBE. She carriesadademic titles like MA and
FMA. Feltmakers gave her a title of honour MOF, miag Mother of Felt.

Start of International Network.

To remember one of the pioneers in the historgxifle art and specially felt, the
late Veronica Gervers, in 1984 Istvan Vidak orgadishe First International Felt
Conference in Keckskemet, Hungary. He brought tegetthnographers,
architects, textile historians and feltmakers. Alexiion of gers was on show in the
museum garden, old felts collected by Istvan asdnvifie Mari Nagy dressed the
walls of the Szorakatenusz Museum. Mary Burketiiled on the history of felt,
David Zsizsivili, Georgia, on traditional feltmakjrby a group of women in Tusheti,
Beth Beede, USA, on feltmaking in America, Bill g&sthwaite, USA and Peter
Andrews, England, but working and living in Germamiy felt architecture, Edith
Hollos, Hungary, on her shaman research and felks@nd Inge Evers, Holland,
on felt as community art in the Haarlem Felt-andpPaWorkshop. Katharina
Thomas one of the first and most active felt piosyeepresented Germany.

This Conference widened the felt horizon, worked essing border and started
an international network. During the next four yeafidak organised international
felt meetings inviting masters from the east taashiaeir knowledge with western
feltmakers as far as England, Sweden, Austria, Reknboth Germanies, France,
Austria, Nw.Zealand, Japan, and the USA. Regulatigpants received over these
years an exclusive training and insight. The Humgratraditional feltmaker Zoltan
Mihalko first built a clay-oven before showing htawcard wool with a bow and
making two traditional herdsman hats in one daye THie Yevgeni Sorokin from
Kirgizie lectured and gave a practicum on his b6tk Kirgiz Pattern’ in 1986,
Jypar Adrenalieva, an artist also from Kirgizie gt chi-mat weaving, Gregory
Derwiz showed slides of his craft travels about twias then the Sovjet-Union, a
yurt was built with lattice and all, Otto Farkas@hed the Mongolian ways and last
not least Ogulsierin Gurbanguliev from Aschabad destrated the Turkmen felt
method and technique. Contemporary feltmakersaggdd their inventions and
experiences while living the nomad life in gers the great puszta.

Felt became an ongoing education and after the eaathe down and borders
opened, feltmakers of the early hours continuent gtedy by traveling themselves
into Turkey, Russia, Mongolia, Turkmenistan, Kazsmh and Kirgizie. Some of
them became welknown teachers and lecturers ahtemational symposia. Some
others became writers on felt as well.



Associations, Newsletters, Convergence and a FetteMm.

During the days of pioneering, feltmakers werearganised. Thanks to editors
like Beatrijs Sterk in Hannover (Germany) who psidid the issue felt in her
magazine ‘Textilforum’ 1982, news on the revivaletf and its makers, was spread.
The English feltmakers started to organize theresaly 1984, the same year the
first international meeting took place, and foundled ‘Feltmakers Association’
took place. The ‘ Art of The Feltmaker’ had setapart from the author of it - a
number of artists and teachers like Eva Kuniczakny Cowern, Bailey Curtis,
Freda Walker and from the Hat Industry Bury Ceo@hitehead Ltd, Peter
Walter,

on a felt adventure that lead to the founding ef Beltmakers Association. Annie
Sherburne, the first artist who worked with indysind fashion designers, Pippa
Lewis and Victoria Brown were some of the foundemimers.

An exhibition of Contemporary Felt was arrangedaty Art Gallery and Museum
in March 1984. The newsletter ‘Echoes’ came toihf&986. The magazine was
practically single handedly produced for years lwalKuniczak. Over the years it
got a growing number of international subscribeesause of its use of
geographical themes. Lene Nielsen published a niag&zelt Filt’, with samples
and all, for a couple of years.

In 1992, Pat Spark originated and edits ever sithee’ North American Felters’
Newsletter’, which is functioning as a network iortd America. The first meeting
of felters was in 1978, at the Convergence in Rmtlins, Colorado. Chad Alice
Hagen c.s. organized the second gathering at the&C8nvergence in Minneapolis.
Pat Spark carried on this tradition at the Convarge '96 in Portland. At
Converence '98 in Atlanta informal meetings toakcpl The first international felt
conference held in North America took place in 1994ggie Tcir, Layne
Goldsmith, Pat Spark were among the tutors at‘thedt Exotic Conference”. The
second one took place in Oregon under the name t'®east Felting
Extravaganza”. On the tutor’s list were Karen Urleq Sue Pufpaff, Pat Spark and
Ayala Talpai.

Far away from all this in 1987 a feltmuseum ‘Musleefeutre’ was founded in
Mouzon, France. Mr.Paul Motte, Richard Keller , &grParis and Serge Chaumier
brought into life a center for cultural, scientifitechnical and industrial felt. It
houses a permanent collection of old felts and gealy base artists from many
different countries are invited to present theirrkvoln England Mary Burkett
became president of the English Felt Associatidn¢clvwas renamed in 1988 as
International Feltmakers Association.

An unbroken string....

Like an unbroken string of beads, a continuousasiref learning, sharing and
exchange started from then on with feltmakers asgag themselves. Symposia
and exhibitions took place in different Europeanmoies. To mention some:. A felt
conference and festival was organised by MariankerEn Korros, Sweden. Also
in 1990 Annette Damgaard and Lene Nielsen orgarazeihternational conference



and exhibition in Aarhus, Denmark. One year latex Dutch feltmakers Corrie
Balk and Marion Jacobs started “Viltkontakt”. In 29 the International Felt
Association held a conference at Hartpury Hous@uGéster, to celebrate its 10th
anniversary. There were talks from Elisabeth Weistgner, Austria on the
mythological implications of textiles, Jorie Johndmrought over a group from
Japan, Layne Goldsmith, USA gave a talk, also Kipshidze from Georgia who
spoke about the Tusheti felts and traditional meéshand design from Thlisi. By
then the organization had grown international. Lé&tielsen, Denmark, Katharina
Thomas, Germany, Kathie Hoppler-Dinkel, Switzer|alhny Mackay Scotland,
and Jenny Cowern, Jeanette Appleton, Stephanie Bouthidanet Ledsham from
England contributed. InHolland Jette Clover andérigvers as consultant later
that year organized an exhibition and a onferenda# lectures, exhibition,
workshops and sheepshearing at the the Dutch €edtilseum in Tilburg. Mary
Burkett lectured on Joseph Beuys. Prof.Barbaraz&iétom Germany, spoke about
felt-ergonomics.

In the summer of 1994 an international felt exidnif workshop and conference
under the title ‘Felt Directions’ was held at Colt Gallery in Glasgow. In the
summer of 1996 another International Feltmaking fysium was hosted by Swiss
feltmakers Leni Hunger, Verena Gloor and the lagtad Widder-Maeschi at
Landquart near Chur. Lectures covered a wide raoggeubjects from dendrology,
theology, psychology into chromatology. StephanierBectured on her subject of
her Ph.D. in Anthropology, focused on feltmaking(irgizie at the A.G.M. earlier
that year. She became education officer in 1996986 ‘Echoes’ editorial
vacancy was filled by Lesley Blythe-Lord. Meikedb&laurenson, known for her
hats, became exhibition officer. Both of them cargtily upgrade the IFA’s
presentation. Joan Braganza organised a conferamc¢tartley Hall, Manchester
with ten international teachers like May Jacobsanf Norway with ‘winged
creatures’ and Helene Soubeyran from France wiib@ih An event of interaction
was the show by 16 Scottish and 10 Irish feltma&etise MacLaurin Art Gallery ,
Ayr, Schotland. This exhibition 'Felt Experienceivelled to the USA and came
back to Glasgow. From may 1997 to february 199wadiling exhibition started
of ten feltmakers representing six Scandinaviamti@s in an old converted
Textile Mill in Herning. Australia and Nw-Zealandve made great advances in
the past two decades, with much meaningful expetatien as well as the
incorporation of international influences, partieuly through tutors invited to the
international textile Forums, organised by ‘The &kaban Forum for Textile Arts’,
also publisher of the Australian magazine ‘Texf&lbre Forum’. Janet de Boer
organizes the Forums since ten years. She al$eisditor of the magazine. A
number of felting groups exist in the various Aal&in states with two of the most
lively being the Victorian Feltmakers and the Cambdregion Feltmakers, with
active programs of exhibiting, offering workshogsg holding conferences and
retreats. Ing Flint of South Australia recently laegpublishing a national
Australian Feltmakers Newsletter as a way to enbaretworking over Australia’s
huge distances. The Southern Hemisphere Felterkshops were twice held in
New Zealand and after that once in 1994, in BunpWgstern Australia. More
than eighty people attended, 54 from Western Alistrb/ from other states of
Australia, 9 from New Zealand and one from Soutit&fHistorically these three
Workshops were important. After that the emphasiwaorld class felt at the
Forums has met some of the needs — as well asateegsoups getting stronger.



Felt educators, nomad travellers..

The International Felt Symposium in Central Finlafithe Wandering of the
Midnight Sun’ in the summer of 1999 was organisgtidena Sipila, one of the
directors of the the Central Finland Arts and Crhf$titute. As in many cases,
Mary Burkett was asked to open it and lecture. pitoggram reads like a book on
felt and reflected the professional evolution dfdet, craft and education since
1975. Subjects reached from Mongolian Horse feat Wuula Nikulainen, Felt
Wandering with Marjo Tuhkanen, Earth, Art and Reith Cari Caven,

photography on Felt with Silja Puranen, four Firmiwtors. Mari Nagy (Hungary)
taught workshops open for the public, Katharina mlas (Germany)and Agnes Kell
lead the Music-Dance-Felt workshop: RED Workinthwie concept of shielding
in different materials, Inge Evers (Holland), Chigdh and Felt, a.0. making a
groupwork inspired by angels from the local churefith Gunilla Paetau, (Sweden),
Felt Surface Experiments with Jorie Johnson (JapBekorations on Felt with
Patricia Spark (USA), Cloth Felt, with AlexandetiR,i (Udmurtia), who also
presented a fashion-show, and Semi-Industrial Weh Istvan Vidak (Hungary)
illustrating that felt and industry are convergiatjthe moment and used in art,
fashion and interior design.

A full cycle.

The Art Of The Feltmaker since 1979 made a fullecgtong the globe. By now a
range from dress to fashion, ‘therapeutic’, funo@d fine art and abstract had
been produced. Felt at the moment is high fasi#dms like Star Wars make use
of felt costumes. Mary Burkett's felt dream has edrmae. Still her book has a great
role in feeding the imagination, planting seedstdrest and specially to bring its
ancient history into conscience. During one generafeltmaking found its way

into the curriculum of textile departments of unsies, art and fashion academies.
Felters in the 20th century are pioneers as wellesvers. Much new ground has
been broken in the technique. Felters like nomsshchers travel the world, pass it
on to a younger generation. For some it is timedtile down. In Denmark Lene
Nielsen founded the first Danish felt educatiothat Skals Handarbejdsskole for
the first time in 1999. The aim of learning techuag, methods and materials apart
from a.o. the cultural history of felt and meetocwntemporary craftsmen, designers
and artists was supported by a an International iMionference for the students
and invited international and professional feltmeake january 2000 in Denmark.

Felt has never been away from Petersburg, Russaenn 1999 felt art and craft
was represented during the 4th International ‘WIiNights’ Textile Symposium. In
Tblisi took place the 2nd European Textile Netw@d#ucasian Textile Route’ also
in 1999. In Thlisi there were lectures and exhdns together with Georgian artists
like Nino Kipshidze — who organised both eventgHersecond time — Nino
Chachkiani, T. and A.Sisauri, Maia TsinamdzqurishMino Kvavilashvili,

Kethy Kavtaradze, Tamara Gelashvili, Tina Kutatanh Petersburg, born in
Georgia and last not least the legendary Tengizadiage who makes pictorial felts
since the late sixtees. Mary Burkett, Helena Sekoea, ethnographer from
Petersburg, Jeanette Appleton on felt as fineRat, Spark on feltmaking in the
USA, Istvan Vidak, Mary Nagy and Inge Evers lectied/or gave workshops.



The sky is the limit.

The year 2000 is a year of commemoration. Durirggféstival of Felt in Kendal,
England, a Mille Fleurs Felt Carpet was presentedviary Burkett, as a token of
the regard in which she is held by Feltmakers woittd. At the end of April, over
four days a team of 26 experienced feltmakers Balfferent countriesdesigned
and made a felt carpet of 2 x 3 metres using 25ltesl flowers sent by feltmakers
from all over the world. This millennnium projectordinated by Sheila Smith and
directed by Inge Evers, also emphasises new diein "Felt as Community Art"
and "Felt from the Senses".

Feltmakers from all over the world are networkingwebsites, computer nomads
meet in cyberspace. How much of a difference tisength the

functioning of feltmakers from the old days whoen@iling their bundles of
something? They did not sign their work, they werleling themselves

back in anonymity. Serving their communities was githeir life-style. But what
has an anonymous feltmaker in the middle east,lmndown on his feltcarpet in
the ger (yurt), staring through the round rooftepdommon with a young felt
fashion designer with a great name? The sky is timeit.

Inge Evers



