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00:00
Welcome to Making Meaning, a podcast about the meaning behind what we make. I'm Ruth Singer, an artist and researcher, and I'm fascinated by how creative people can tell stories about how makers think and how thinkers make. This is series six, exploring textile making practices and the projects I create. This podcast is just one of my many activities, so episodes will come out when they're ready rather than on a regular schedule.

00:29
So please subscribe so you always get the new ones when they come out. I hope you enjoyed this series of Making Meaning Podcast.

00:37
Welcome to episode 61. In  this episode, I'm going to talk about the work I made for my Mary Linwood  Art Stitch and Life exhibition, which closed in February.  The work that I made was  inspired by the story of Mary Linwood. I've talked a lot about Mary Linwood on the podcast, but if you haven't heard any of those before, I'll do a very quick...

01:04
run through of who she was and how I came to making work inspired by her life and story. Mary Linwood was  a woman born in the middle of the 18th century and lived till the middle of the 19th century. And in her almost 90 years, she became  the most successful woman embroidery artist that I think the world has ever seen. She worked, she lived in the city of Leicester.

01:33
um where my exhibition was actually held,  and she  was the first woman to own and run a gallery in London. She  exhibited her work and she had a uh great reputation for her embroidered works, and then she set up this gallery, permanent gallery, in about 1809 in  London that was incredibly successful, incredibly well received, very popular. So  her artwork  is...

02:03
large-scale, mostly embroidered versions  of well-known paintings of the time. She worked almost entirely in wool thread, so cruel wool,  or  worsted as it was known at the time,  and with a little bit of silk but almost entirely in wool and created these really painterly,  extraordinarily beautiful  renditions of

02:28
of paintings that look like paintings from a distance and then when you get close up you see the complexity and the originality of the stitch work. So  I think Mary Linwood was absolutely incredible, not just in her technique and her talent,  but in the way she created a whole new way of working for women artists. No one before her had created artwork embroidery in the scale that she did.

02:57
to exhibit publicly. So she intended, wanted her work to be seen in public. Most women embroidering at that time were working for either commercially or in a kind of domestic sphere. So for their homes, for their families,  and  within their circle, a domestic circle, whereas Mary Linwood was creating for the public to appreciate and learn about great British and continental artworks.

03:26
So she was  really extraordinary in a whole number of different ways.  I proposed an exhibition to Leicester Museum, who  hold a number of her works and where  she lived most of her life. I proposed the exhibition several years ago to do an exhibition  of my work inspired by Mary Linwood's story. So the Leicester Museum um has a tradition of running artists exhibitions. So artists creating new work inspired by...

03:55
Museum collections. So this one ended up slightly different because  it's 80 % Mary Linwood's work and maybe 20 % mine rather than my work and just inspired by Mary Linwood.  It was much more an exhibition about Mary Linwood and her amazing work and her fantastically interesting story and some of my work as well. So in the previous episode I've talked about um some of the reflections and learning from the exhibition and  in

04:25
previous series, there are several episodes about Mary Linwood herself and her work. So in this one, I'm focusing on the artwork that I made for the exhibition, Exploring Elements of Mary Linwood's Story. So I'm going to talk through, start from the beginning, from my process. So as I said, I started with the exhibition proposal, I think in 2022, wrote funding applications in 2023, got the funding at the beginning of 2024.

04:55
spring 2024 and the exhibition went up in  September 2025.  So I had just over a year, year and a half, almost a year and a half to work on this project.  So my process uh would normally work with kind of doing loads of research, then figuring out what from the research, what was most interesting to me  and how I would,  and then start working on artworks concepts.

05:25
and kind of develop, they would develop organically as I worked my way through the research process. Now with the museum  exhibition, I had to do it slightly differently because I had to decide very early on what artworks I was going to make and how they would fit into the overall narrative  and set up at the exhibition. So in terms of design, in terms of publicity, in terms of working out how it all fitted together, how much work we could fit in there, Mary Linwood's piece is off.

05:55
huge, a lot of them.  And  it meant that I had to go in a kind of slightly unintuitive way, non-intuitive way for me to work, just to kind of decide on the  objects that I was going to make, decide on the artworks I was going to make before I'd finished the research, which was, I found, quite challenging. So the process that I went through  was  lots and lots of research and reading. So reading all the publications about Mary Linwood,

06:24
particularly visiting museums, museums, Leicester Museum Store and other museums  to see their original Mary Linwoods because actually seeing the objects in close up  in person is really significant and really important. So I did a lot of research and reading, went to exhibitions, to museum stores, read everything I could find, did a lot of thinking and exploring. And from that  I was then able to develop

06:54
exhibition sections, so work out  what themes I was going to explore in the  exhibition  and how I was going to break  this enormous story, long complex fascinating story, how I was going to break that up into sections within the exhibition and then with that  how those sections worked with the museum collections that I had to work with because there was no point in me doing

07:21
for example, a whole section about Mary Linwood's London Gallery, because  there's nothing specific in museum collections that is about the London Gallery. uh Many of the artworks were displayed in the gallery, but I couldn't just cover the gallery in a whole section because there would be no objects to show for it. So there's this process of exploring the themes  or investigating the themes I wanted to explore and then,  excuse me, working out how

07:51
the museum collections fit in with the themes that I wanted to tell. That process identified some gaps in the story. So there's the gap about the gallery and lack of material about the gallery. But then also it highlighted other gaps in the story where there are more conceptual ideas, less concrete

08:20
themes that I was interested in  but we don't have the museum objects that necessarily tell that story. So I will come back to this in more detail but for example I was really interested in Mary Linwood as a teacher  and the impact of teaching. She ran a school  for young ladies in Leicester as well as being a professional artist  and  I was really interested in

08:47
exploring a bit more of that story. Yes there are objects around about the school, there's a few bits of material about the school, particularly the school building, but nothing about her herself. And that's one of the real gaps that I noticed in the collections. There is her artwork,  there are documents and images and  various bits and pieces around her life, but nothing in her own words, nothing about her personal life, nothing about her family, nothing about her...

09:16
in her own words, very little in her own words, a few letters, but you know, no story of her life from her perspective. So that is the kind of where I start identifying narratives that I want to explore as an artist, that I can't explore as a curator because we don't have the material to go with it. Whereas as the artist, as well as the curator in this exhibition, I was able to then explore some of those narratives, the concepts of

09:44
of Mary Linwood as a teacher.  I looked at uh connections between me and Mary Linwood. I looked at stories of women who supported her. All kinds of different things, which again, I will come on to. But  exploring how those  concepts, those ideas  could  be made visible or concrete by me making artworks around those themes.

10:10
And then it gets a bit practical to thinking about the materials that I wanted to use and creating some consistency across the series of works that I made, making samples, sketchbooks, doing a lot of planning. And again, that stage was all quite compacted into summer 2024 to get an exhibition concept by autumn 2024.

10:39
which was very, very rapid. I didn't totally decide on the materials until later,  but I had to decide by autumn 2020, so within  four months of starting the project,  what objects I was going to make, what pieces I was going to make and roughly how they would sit in the gallery, how they would work, were they going in cases, were they going on walls? So I had to decide the format,  the shape, roughly the size  and how they would work.

11:09
uh very very early on.  So that was very frustrating in some ways because I wanted more time to do that and have that  process be a little bit more organic but it did focus my mind and meant I had to plan very carefully, very far in advance and stick to my plans  which often when I'm working on an exhibition or a  big body of work like this I would start changing things halfway through and decide that I was more interested in

11:38
a different kind of theme and do something different and I wanted a different shape and this didn't work and change things, but I couldn't do that. So I had to stick with what I'd said pretty much from the beginning. um And then as that, whole process progressed, where we're getting into early 2025 when I started making pieces. So nine months before the exhibition, nine, 10 months before the exhibition, I started making work and that meant I had to finalize the materials.

12:06
which we'll come back to a little bit more about that. And then I mostly  did the making from December 2024 to July or mid-August 2025, so a month before the exhibition opened was the busy making time  in that period, along with lots of other things as well. So to explore more my planning and development process, I quite often...

12:36
create  sketchbooks or I call them project books where I'm exploring lots of research and ideas and imagery and materials and  notes and doodles and drawings and  scraps and bits and pieces. I didn't quite do the same with the Mary Linwood exhibition as I would normally do. I ended up with two different books for this project. One was full of  written notes doing the research, the curatorial work for the Mary Linwood exhibition.

13:05
and that ended up being separate from my artwork, sketchbook explorations.  just because of that, were two quite, although the two  roles that I did, curator and artist,  were very interlinked and intertwined, it worked better for me visually to separate them up and also  mentally  to separate them up. So I did my kind of drawings and doodles and workings out.

13:34
in a sketchbook, whereas all my written work is mostly  in a notebook. But I started looking at  these ideas and the concepts that I wanted to explore.  And the process that I always recommend is mind mapping around the themes. I got those themes because I knew the exhibition structure and the themes that I wanted to explore. And then I start by mind mapping those.

14:03
the words and the associations with each of those elements and  usually go through a number of different iterations. A lot of the planning work kind of goes on while I'm  on the train back from visiting an exhibition  or when I'm  reading  books about Mary Linwood, reading books about embroidery history and that sparks little ideas and then they slowly

14:33
grow into a rough concept of an artwork.

14:40
And it's really hard to describe the process of coming up with ideas. It's something I've struggled with all the way through my 20 odd years of creative practice. It doesn't just happen, it takes a long time. Sometimes the ideas come almost fully formed and I kind of go, oh yes, I want to make this type of thing. And I know exactly what the object is that I want to make, but that rarely happens. There's usually quite a lot of...

15:10
working through different ideas and things that don't necessarily quite work. So for me with my creative process,  I start with the meaning or the  story, the narrative that I want to explore. And that's what I'm mind mapping and thinking through the ideas that  might be related to that and all the connections with that.  I then also connect materials and process.

15:37
So making techniques and the materials that I use  all have to connect. So there's three parts of the story of any artwork. There's the meaning, the message, there's the material, and then there's the making process. And they all have to connect for me for it to feel like a successful and effective piece of work. So actually choosing the materials, which I did before I started,  well, during the process of planning.

16:05
the pieces. I started working on what kind of materials that I want to use  because I wanted a consistency of materials and colour palette throughout all of my pieces to  give them distinct identity, very separate to Mary Linwood's. So one thing I should have made clear right from the beginning,  I have not,  do not make pieces that are like Mary Linwood's style. So she did embroidered versions of

16:33
famous paintings of the 18th, early 19th century. That is not my style at all, not my approach. I don't do figurative work. So I'm making objects, pieces that are related to my existing work. So they are a variety of different outcomes, different objects, different shapes of things. I don't make one type of thing. I don't just make quilts. I don't just make embroideries. I do all sorts of different things.

17:00
different things and the thread that holds them together is the narrative and then this  combination of materials and processes. thinking about materials choices, I want to work in antique fabrics, mostly antique fabrics, a bit of 18th century fabric, mostly 19th century fabric because that's what's most readily available and already in my studio,  plenty of it.

17:27
So I knew I wanted to work mostly with old fabrics but with some elements of new fabric here and there where  appropriate. And my original thinking was to work with very rich  autumnal um earthy natural colours  which is what Mary Linwood used. She was working in a period where only natural dyes were available and a lot of her work has lot of has kind of russet

17:56
um dark reds,  madder tones um within it and I thought that would be a really interesting kind of colourway for me to work with as well because that's not something that I've normally done. However when I went through my stash I found some lovely fabrics, some really nice things that I thought would be really interesting to use. I bought some very tatty 18th century silks that I thought I could use for this work but I gradually realised that

18:25
I didn't really have enough  variety to make the work I was envisaging.  And that also, I wanted to use  a lot of fabric that I'd already got. And  I wanted to  create work that would contrast to Mary Linwoods, that would stand out and look different and separate. Despite the fact that it's in different techniques, I still wanted some kind of clearer differentiation.  So what I went for in the end was to use mostly white.

18:55
cream beige  neutral colour fabrics there's a little bit more variety in it than just that but that is my starting colour palette which I have used a lot over the last 20 years  particularly the last 10-15 years since I've really refined my colour palette down I do use other colours as well but very intentionally only very intentionally  so with this one it was intentional I decided to work with white cream

19:25
beige neutral, uh natural linen, natural wool, those kind of colour, that kind of colour palette. And that that would give me uh a lot of materials to play with because there's a lot of that in my antique textile collections already, lots that I could work with  from both bits of newer fabrics, modern fabrics that I had already in my stash, didn't buy anything for this  apart from a digital print, which I'll come on to later on.

19:55
But being able to use what was already in my studio was really, really, really important to me because I've got a lot of fabric and I wanted to be able to use it.  So I opted to go with the  that color palette, mostly antique fabrics. em And as pretty much always with me working in hand stitch techniques, hand processes, probably 95 % of my work is in hand process.

20:25
just occasionally there'll be little bit of machine sewing in in some of my pieces but on the whole the majority of it is handworked and that is it's very intentional for a number of reasons partly  because Mary Linwood worked in hand stitch so I wanted to kind of follow with that that same idea I'm also very interested in the slow processing slow processes and how

20:52
Same with Mary Linwood, her work took a long time to make because it's hand stitched and meticulous and careful and very skilled. So I wanted to be able to reflect that in the work that I made, even if it's not the same kind of work.  And for me also, it's a slow and meaningful  and mindful way of working. And by working very slowly on hand stitched pieces, it allows me the space and time to think.

21:21
and to reflect um about Mary Linwood, about the stories that I'm sharing or illuminating  and, um you know, modelling, demonstrating that artwork doesn't have to be quick. We don't have to be commercially focused. So Mary Linwood didn't sell her work. She wasn't making with the intention of selling. So she wasn't thinking about how do I make this as quickly as possible?

21:50
to make it as cheap as possible so people will buy it. And that's one of my great frustrations with creative practice in the 21st century is we are pushed towards making things that will sell.  And  part of the reason I work on funded projects, this was funded by Arts Council England, part of the reason I do that is then I don't have to make work that is just about being commercial, that is...

22:18
made quickly enough to be a viable price in the market. I can make work that matters to me, that has meaning  and tells a story. And I mean, I didn't earn a lot of money out of the Arts Council funding for this by the time I'd done all the curatorial work as well. But the work  is created with slowness and intention rather than commercial.

22:48
constraints, which for me works much, much better.

22:54
So going on to the individual pieces of work. There is an order that these works appear in the exhibition,  but I'm actually just going to talk through each one  at a time rather than trying to kind of go through them in order because I don't know that that necessarily helps when you haven't got the exhibition in front of you. I'm gonna start talking about the anomaly in my...

23:23
my materials section. So I was talked about how I worked with mostly antique fabrics apart from the one digital print that I did. So I made a self-portrait as part of my work for the exhibition. Mary Nimwood made a self-portrait. We had a reproduction of it in the exhibition. She made her fully stitched self-portrait based on a pastel portrait that she had commissioned from a famous

23:53
artist. I'm not in a position to commission portraits from famous artists  but I commissioned a photograph  with my favourite photographer Paul Lapsley who I've worked with for a number of years now to do... I commissioned him, worked with him to do a  photographic portrait of me  roughly styled slightly like Mary Linwood's portraits. So

24:20
I'm not wearing 18th century, early 19th century clothing. I'm wearing a selection of antique textiles in those kind of creams, white, neutral palettes.  And we worked on looking at the poses that Mary Linwood had in in those,  a number of portraits. So there's other  drawings and engravings of her where she's got her arm resting on books. She's got  holding, holding her work, holding some embroidery.  And there's various,  and a hand.

24:50
resting her face on her hand with her elbow on a pile of books. I tried a few different poses like that and eventually worked out a set up  that I really liked and really worked for me. And  Mary Linwood in one of the embroidered portraits is leaning on a book,  an  art history book. I chose to use my own  first book, Sew It Up, Sewing Manual um from 2008 as my  prop, which was really fun.

25:19
to able to bring that element of my story into it. But  going back to why the self-portrait.  Mary Linwood lived in a time before photography, there are no photographs of her. uh She commissioned a number of portraits, including an oil painting later in her career, and there are engravings and drawings and watercolours of her. There's quite a lot of reproductions of her. One of the series of letters in...

25:46
Leicestershire Record Office is about the reproduction of one of her portraits. um a journal was wanting to produce an engraving, run of engravings based on a painting of Mary Linwood.  And there's a lot of to and fro as Mary Linwood is trying to make sure she gets to approve the finished engraving before it is published.

26:13
And it's really interesting how she is using her own image, images of herself, as she's kind of trying to maintain control over that and use those images  as uh a way of building her career and her professional profile and her status in a world where women were not having to think about that, women professional artists were not having to think about that so much. So it's a really interesting uh element of her story about how she

26:42
used visual imagery, used portraiture of herself as part of her brand really.  She commissioned the portrait, had stitched the embroidery and then included that in her exhibitions  until she then had the oil painting made later and then she  used that as an introduction to her exhibition. she was very, very, it was very important to her to be able to present herself in the way she wanted to be seen.

27:10
in the world, which was really important  in her lifetime and how women were perceived, particularly she was an unmarried woman working in a really unusual way, as I mentioned, a highly uncommon way of  working uh with a very public profile um in a way that  really wasn't  common, wasn't normal, but had to present herself as very respectable  and um sort of very feminine and womanly.

27:40
and not a trades person, not a business woman. She was very much portraying herself as  the thoughtful and intelligent artist. So I thought it was some really interesting ideas to explore. So I chose to make a self-portrait of myself, but in a very  21st century way. So from the photograph that I um had taken by Paul Lapsley,  I had that printed.

28:08
digitally printed on fabric and then I embroidered in  some details on top of it. I didn't cover the whole ground like Mary Linwood did. I'm not anything like good enough at...  I've never embroidered faces before so I'm not going to start there and make myself look weird.  So I went for quite a minimalist approach which  in some ways is kind of my style anyway because I tend to work... my work tends to be quite pared down.

28:38
and not overly decorative. So I worked with  certain details on the image. So I stitched some backgrounds,  I stitched the embroidered details of my garments, I did a little bit of stitching in my hair and I stitched the bright red of my glasses. So I've had my glasses on, I wasn't pretending to be an 18th century woman, it was  me but with a hint of Mary Linwood. So I have got my bright red glasses on.

29:06
which is a little touch of red which does run through some of the works uh through the whole exhibition. So it was an interesting process, stitching my own self-portrait. I found it quite disconcerting.  I had the photograph ready for several months, chosen the right photograph, didn't get around to sending off the digital print because I felt really uncomfortable about...

29:31
whole process  and then got the print and stared at it for a while and eventually had to force myself to start stitching it because the exhibition deadline was looming and I had to finish this piece. It ended up much smaller than it was originally supposed to be because I just didn't want a ginormous version of my own head uh in the exhibition because that again made me feel quite uncomfortable. So it is a relatively modest size piece in the end,  smaller than life size I think. think it must be.

30:00
Yes, is because I've got a photograph of me holding it  and it's definitely smaller than me.  So,  yeah, interesting process of making that.  of the things I did towards the end of the process, just before the exhibition went up,  is I went again with Paul, actually, the photographer. I went to  the St Margaret's Church in Leicester, which is where Mary Linwood  attended and is buried.

30:28
and we photographed all of my work in the church in kind of historic context.  So within the exhibition, my work was either framed in modern frames or in  omplints with perspex covers. So very modern style. And I was interested in photographing, having the work photographed in a more historic environment. So we took the pieces  to the church  and

30:58
photographs, some of them in situ and some of them were with me in the photographs. I'm interested in  quite a lot of my work these days, I have it photographed with either holding it or wearing it or otherwise interacting with it with my body. So with the self-portrait, there's a portrait of me holding the portrait.  And this was a really significant, for me, this is a significant part of the whole project about how I present and explore  the works that I've made rather than them being

31:28
static in glass cases. And the same piece, same idea applies to  one of the other major pieces that I made for this exhibition, certainly the biggest piece that I made, which is called Matronage, which is the female form of patronage. So this is about women supporting women. Mary Linwood did have  a significant male mentor and supporter, Matthew Bolton,  but she was also supported by

31:57
a lot of women in her, throughout her career and her working life. She works almost exclusively with women and girls  and she was supported by Queen Charlotte.  And  one of the things I noticed doing the research was that almost all of the Mary Linwood pieces now in Leicester Museums had been  donated by or purchased from women. So her work had been collected and championed by women from

32:27
after the end of her life  and um through until the 21st century. I, and I think that is a really significant element of the story that doesn't necessarily come across um without even looking in detail at who the, who the donors em or the owners of those pieces were. There's one piece in Leicester Museum that was the first piece that came into the museum in the 19th century, which was, um which was bought, purchased by

32:56
a collective of 63 Leicester ladies who put money into acquire this piece for Leicester museums. And I think that's a really good example of how women continued to support the work of Mary Linwood and make it accessible and available. So I wanted to make a piece that reflected that story. And again, it took me a while to work out what that piece might be, how it might look,  because I was interested initially in looking at

33:24
the support networks that built her up and then how that all fell away after her death because  since  after her death,  her reputation kind of became bit tarnished and complicated for various reasons,  which I go into in the course and um the Mary Linwood course and  the publications and various other places.  But it's a complex story of what happened to her  legacy.

33:52
So I originally thought of having a piece where there was kind of the building up of this  support and this legacy and then the kind of burning down of it later on. That didn't quite work out. What I ended up making was a piece around support called Matronage about that soft power, that support of women that is generally quite subtle and understated. Whereas Matthew Bolton, he was  a really important, significant man and his role is

34:21
is important but also gets a bit more, it gets a lot of attention because of who he was.  Whereas the  many, many women mostly unnamed who supported her in other smaller ways but collectively created,  helped her create the legacy  that she does actually have.  That's something that I wanted to reflect that there are multiple  women supporting.

34:49
Mary Linwood, Past, Present and Future, including me. So what I made was a series of cushions. are 14 m small cushions um in a variety of antique fabrics and silks with castles and lace and some of them in plain linen, some of them in embroidered silks. So really kind of showing the variety of different.

35:17
different people and different ways of supporting her. And they were presented in the exhibition in a big pile and a big stack. But again, in  the photo shoot in the church, um I tried various things of holding the cushions or leaning on the cushions, them holding me up, being supported by them, lying in them. It was really fun to explore these different ways of  experimenting with telling that story in a different way.

35:44
And connected with that,  a concept that came out of working on those cushions, which were one of the first pieces that I made for the exhibition,  is a piece that I've called A Store for Secrets,  which is actually a pair of pockets, 18th century style tie-on pockets that were worn between a petticoat and the outer skirt.  So they're a hidden garment. They're very significant. History of pockets is really fascinating.

36:11
but they were a significant garment, a type of garment that Mary Linwood would have recognised and I wanted to make a pair of pockets that showed a connection, kind of created a physical connection between me and Mary Linwood, so kind of one pocket each. So I've made two this pair of pockets, connected pockets, each with one with her initials and one with my initials.  They're corded quilting and hand-stitched corded quilting which took me

36:39
hours, really really long time to make these  but it was worth it. I really love these pieces, I'm really really really pleased with them  although they didn't show up terribly well in the exhibition  just because of how they were displayed but they are really interesting textural and emotional pieces because  the idea that the reason they're called a store for secrets is because  you know they were private garments, they were not seen in public, they  are

37:07
we don't know what's inside them. There could be things inside these pieces that I've put in the exhibition.  And there could be all kinds of things hidden in them  in real life in the 18th, 19th century when women were wearing these pockets carrying around all their secrets inside them. So again, I wanted to make something that reflected the connection between  me and Mary Linwood. There are lots of connecting threads in our stories  that I find really interesting and

37:37
There was a lot of potential to continue exploring  those ideas. Another element  that I found fascinating was how little there is surviving of Mary Linwood's  belongings, mementos, souvenirs of her life. There's her artwork, but there is very, very little else. There's not her sewing box, there's not her spectacles, there's not her clothes, there's not her...

38:07
jewelry, everything was dispersed. So there's the odd few little mementos that are in the Leicester Museum, but there's a chair that was said to have belonged to her. But there really aren't any of her personal possessions at all, which is a real shame because that would be really, really interesting to be able to see those. So I created a piece called Imagined Mementos, where I worked with little bits of

38:37
historic sewing items and personal items like buckles and hair curlers, thread bobbins  and jewelry and eye beads and buttons and that kind of thing. And I created a series of little miniature artworks. Some of them are assembled from threads. Some of them are collections of found objects. Some of them are stitched pieces. um And I've assembled them in

39:05
mid-19th century sewing box that I happened to have  which again has this red lining so I mentioned with my my red glasses in the self-portrait  this  working with this box which has this red lining so they're all presented in the little compartments of the sewing box that meant I could have this this ongoing thread  of  red standing out against the white which which it was really enjoyable to do.

39:30
I had a lovely time making these pieces and then working out how that they would fit into this sewing box. I hadn't originally planned for them to be in the sewing box, they were going to be flat in the case and I just was a bit disappointed with that um and I remembered this sewing box and they work really well in there and it's a really lovely way of combining historic objects  with my own work which is exactly what I absolutely love to do.

39:59
And so along with some of the other pieces I've mentioned,  I do like to make pieces that are multiples, are  variations, lots of small pieces making up a large piece. that with Imagined Mementos, I did that and with Matronage, the cushions um and again with another piece  called Accomplishments.  So Accomplishments is a series of textile balls, so kind of balls of wool.

40:29
wound with  wool threads mostly covered in fine cream and beige and white  threads  or covered in antique fabrics and again in those whites  and neutral colours.  these  are the idea of the  accomplishments  is the term that was used in Mary Wynn Wood's lifetime to talk about

40:58
women's, young girls'  skills  and expertise learnt in schools like Mary Linwood's um own school.

41:09
although these don't represent specific accomplishments. The idea is that on maths they're representing teaching and sharing of skills. that kind of community of women connecting through education and through learning. So Mary Linwood ran a school for most of her life. She took it over from her mother who had set it up. She carried on running it right until the end of her life. And for many of us textile artists in the 21st century are

41:39
teaching in some capacity as a way of earning a living, but also a way of connecting with others. And  so this is really about connections  and all those different elements that go to make a creative career.  All the accomplishments that you need as a  21st century textile artist and the same as very, some of them are very similar to the accomplishments that Mary Linwood needed to uh create a career in.

42:09
in the 18th and 19th centuries. So  it's an exploration of those ideas using oh a variety of different textile techniques and materials to  explore them. And again, I had that photographed in the church on one of the pews with beautiful sunshine coming through the stained glass windows. Just absolutely perfect, really, really lovely way of working. You can see all those photos on my website.

42:35
And the final two pieces  that I'm going to talk about  are... Well, one of them is...  Well, it was kind of an overall story that I wanted to explore through the exhibition, which again didn't really have the space for exploring in great depth in the exhibition. So this is about... It's called Absent Artists and it's about the lack of women textile artists in...

43:04
art history in visibility in museums, in collections, in exhibitions.  And  it's  this is  it's a much bigger subject than I've been able to explore fully in this  quite small piece of work.  And in this little it was just an you know, it's kind of an aside in the exhibition really it's doesn't it's a starting point. There's a lot more to be said about it anyway, I want to explore it a lot more  in some other ways. So I've worked a lot with

43:32
idea of absence and missing and removal of fabric  as  symbolic of absence and loss within my work for 10 years or more now and I wanted to do a piece for the exhibition that  represented some of those missing histories of women's creative practice  in art history, in museums, in textile history, um which is a complex story. uh

43:59
The way I often work is to remove fabric as a way of uh telling that story of absence or kind of hinting at that story of absence of missing of lost stories. So I worked with  an antique, heavily embroidered handkerchief, which I bought from an antique dealer. uh It's very, very damaged. The center of it, which is incredibly fine cotton lawn, was already very damaged and had been

44:29
and a repair had been attempted by somebody prior to me using iron-on interfacing, which meant that the object itself historically was kind of compromised, so it was no longer as found. It had been had a kind of unsuccessful repair done to it. So I didn't feel too precious about then cutting holes in this piece because the fabric, that inner fabric was already damaged beyond recovery by having this iron-on interfacing.

44:58
the backing. So I cut a series of holes of  different sizes within the piece  and  stitched around the edges of those holes in various ways, closing and embellishing and noticing and paying attention to those edges and the loss and  the gaps. And again in the exhibition this piece had to be framed and flat  whereas  for the photography  in the church I was able to hold it in my hand

45:27
with the light streaming through from the church windows, really highlighting those holes and those gaps. And that works much better for me. I think it's a much more effective way of  showing the piece, but it just wasn't practical in the gallery to do it like that, but it worked really nicely in the photographs. And then the final piece that I want to share is the final piece of the exhibition in terms of my work and in terms of Mary Wylham Wood's story. And this is a...

45:56
piece about her legacy,  which as I've mentioned earlier on  is very complex, the reason why  her reputation  became tarnished or became, and  her importance got lost, got forgotten, got misremembered, and generally she's not as well known as she should be. So I knew from the start that I wanted to make a piece that was to do with legacy and lost legacy and  her story not

46:25
being taken forward. So I was thinking about some kind of memorial or wreath, um something sort of representing the end of her life and the kind of continuation of her story. And I came back to, when thinking about that, I came back to something that I've looked at before, which m are called Maiden's Garlands, and that's the name I  gave to my piece. um

46:52
as well.  I  was introduced to these by the artist Jan Garside  and also by Mandy Petullo,  textile artist,  who has  also worked with maidens garlands as an inspiration. m So many years ago I came across them and it occurred to me that I could make a maidens garland for Mary Linwood um that  represented her story that has been forgotten but

47:22
that would continue through this piece. So Maiden's Garlands were hanging kind of crown chandelier type things that were hung in churches when  an unmarried woman died. They were usually for young women, Mary Linwood died at almost 90. So it doesn't quite work, but she was an unmarried woman. And I think that's really important.  It's a story that doesn't get told very much and is...

47:49
I think is really much more significant than it's often given  space for uh the stories of unmarried women.  So we wanted to make a maidens garland for her that would hang like  a maidens garland. So there are a few surviving maidens garlands in churches.  There are some in Derbyshire, which is one I went to see doing the research for this project.

48:17
So it's a series, it's a pair of hoops,  big embroidery hoops connected with uh linen tapes.  And each of those hoops is  decorated with some antique  embroidered trimming. And then from the center, there's hanging an antique sleeve with a lovely decorative cuff. So traditionally they were made in the same kind of way with two hoops.  And they were traditionally made in paper. And they sometimes had a representation or an actual glove.

48:46
hanging down the middle and I decided to work with a sleeve instead just because it felt um more significant. I'm really interested in sleeves and I thought it be a really lovely work. It worked really nicely with this antique sleeve hanging  on this garland made of  antique textile. And again, in the exhibition it was hung against the pale pink wall and it  slightly disappeared, whereas I've had it photographed in the church in front of a...
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an earlier 18th century grave stone, memorial stone, and it just works really beautifully and they're really meaningful and powerful. And that I'm really pleased with that piece of work because it connects through not just to her story, but to my own creative histories of working with these ideas of memorials.

49:45
2018 exhibition,  Emotional Repair, really explored some of that as well. And having known about Maiden's Garland for years, it's over 15 years since um I worked with Jan,  creating some work inspired by Maiden's Garland and  I really wanted to get back to it and to actually make one was really, really meaningful. So it's been lovely to make that memorial to Mary Linwood and be able to present that in the exhibition.

50:14
So that concludes my lengthy ramble about all of the work that I made for the exhibition. There's also two pieces of community projects or group pieces, which I will do another episode on  also in the exhibition and will  have ongoing lives as well. So until then, thank you very much. If you've made it through to the end of this  lengthy  exploration, there are, as I said, images on my website, Ruth Singer.
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on the blog post about this  about this episode there should be links in the show notes to that  page as well. If you want to know more about Mary Linwood  I highly recommend my course Embroidered Her Stories Mary Linwood Rediscovered which is  a really comprehensive online course exploring  masses and masses about Mary Linwood it's  really the

51:13
a gathering of all of the knowledge and discoveries that I've made over two years of researching her life and her work, um exploring the materials and how she made the work,  what she used, how she used, how she worked. It explores some of her history, all of the exhibition material, all the text and images from the exhibition, and then a lot of  case studies of individual pieces of Mary Linwood's work in museum collections and private collections.

51:43
that I have studied  and  all of my thoughts about each of those pieces. There's  masses and masses of material in there. It's a really comprehensive study of Mary Linwood as the maker. It's not looking into the kind of art history world,  the world and  the art world that she moved in and the royalty connections that you can find in Heidi Strobel's book.

52:11
called The Art of Mary Linwood, which again, I will be linking in the blog post, in which there is an episode of me  talking to Heidi  in a previous episode of this podcast as well. So I hope you find all of that fascinating and interesting.  And if you've got any questions about Mary Linwood, I'd love to hear them. So do drop me a line on Instagram  or you can join my newsletter using the link in the show notes as well.

52:40
and I'll be back in a few weeks with another episode. Thank you.
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