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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 67 of Making Meaning. Today is the solo episode and I want to talk to you about my new book Tangled. I've recently had the online and in-person book launches which has been a wonderful thing and I want to  kind of recreate elements of the two book launches that I had to share those with you. So for starting off I will talk about the background of the book and how I came to write this book.

01:07
and what's in it and the process and what's not in it and all sorts of things like that. I will read some excerpts from the introduction and from each chapter and then I'm going to answer some of the questions that I was asked at both of those launches,  the online and in-person launches, because there were some brilliant and really interesting questions that gave me a lot to think about and I hope it will be really interesting for you to hear more about that as well.

01:38
So the background to the book. This book is self-published by me, which means I have done all of the writing and the editing and the negotiating with design and print, and it is available from me only at the moment, which means it's all piled up in boxes in my house. But it is a wonderful thing to have this book, even though I'm feeling slightly overwhelmed by piles of boxes.

02:03
It's a wonderful thing to have it in my hands because this book has been on my mind for so many years. I first came up with the concept of a book about my practice in 2018. So in 2018, I had two major projects. I had an exhibition called Emotional Repair, which I will be referring back to, and also my Criminal Quilts project exhibition launched and the book that went with that. There was no way I could

02:32
do a book to go with the emotional repair exhibition as well as doing one for criminal quilts at the time, but I wanted to. Luckily,  I revisited my emotional repair exhibition into a new version the following year in 2019. That exhibition was called Textile Tracers.  And that was what I intended to produce this book for. Or a small catalogue of the work in the exhibition, which was about 30 pieces. I thought that would be a really nice way to mark.

03:01
that exhibition and anyway for all sorts of reasons because I had too much going on I didn't get that didn't get that written but the concept was there I wrote a lot of text for emotional repair I magazine articles I wrote stuff for my website I wrote about each object in detail everything I'd made and again for textile traces which was a slightly bigger exhibition so there was more work more words and

03:31
I've always felt that I wanted to share them all because exhibitions are wonderful.  There's a, they're always going to be limited number of people who can, can get there and can see my textile work in person.  And with all of this writing and some amazing photographs, because I've for many years now commissioned, worked with professional photographers to document my work. And for all those years, I've got, you know, I've got some really interesting images and some

03:59
great projects that I'm really proud of and other things that I feel haven't been seen enough,  haven't been shared enough because sharing and connecting with other people through my textile making is why I do it. I want my work to be seen because it connects to other people and it can be meaningful and beneficial for others to explore and investigate the themes that I'm interested in. So I wanted to do it for 2019 and I didn't.

04:29
lots of stuff was going on.  By 2020 then suddenly in lockdown I had a little bit of time so I started writing it in lockdown in the first few months of lockdown and I made good progress. I was pulling together things I'd already written like these exhibition introductions and magazine articles and press releases and all that kind of stuff and started pulling that together into a kind of chronological

04:57
catalog of the work I'd been making over the last, at that point it was over the last five years leading up to then from 2015 to 2020.  It's ended up being slightly bigger than that. I'm going earlier and then later, but I started writing in lockdown in 2020. But then in June, 2020, I was commissioned by Gorthorpe Textiles Collection to research and write textiles in lockdown projects I did for them.

05:25
gathering stories of textile makers in lockdown and probably many of you listeners were contributors to that which is always a wonderful connection to keep going. So I got distracted again or I had other things to do. So this draft book knocked around for a long time. I did more bits and pieces on it in lockdown during the pandemic but it mostly sat.

05:53
with just little fragments here, fragments of time here and there until 2024 when I went right, I am fed up with this. I am fed up with myself for not getting it finished because I kept having other projects and you know, great stuff. I've done some really interesting things in between and I have no regrets about all of the stuff I've done that got in the way of me finishing this book. So in 2024, I took myself on a writing retreat and really, really thrashed out. I had loads and loads and loads of text.

06:21
that I'd cobbled together from different places and knew things that I'd written in 2020. And I revisited it all to see what worked and what didn't, took loads and loads of it out. I took huge chunks out that I'd written in maybe 2014, 2015, and they just didn't feel quite right.  Although they just didn't quite fit in the sections anymore than the way I started breaking up the chapters and doing this. I started working

06:50
reworking the content into thematic chapters rather than chronological. it's divided into sections rather than a, this is what I made first and this is what I made next because my work, my thinking doesn't, it doesn't, it isn't totally chronologically because I go back to things and I re-exhibit them or I rework them or I reinterpret them and I come back to themes that I was working on 10 years ago, I come back.

07:19
them now so it's everything goes full circle. So I've kept it thematic so that's what I did in that writing retreat in 2024, did a lot of reworking and then 2025 started trying to edit and refine and edit and take stuff out and my mum helped me with that and she pointed out that I not really got an introduction so that was the key thing that I worked on in 2025 was introduction and then working out

07:48
what needed to come out and what needed to go in. I also made sure I filled in some gaps with photography of things that I hadn't had photographed or didn't have great photographs of and had some things refotographed and then I really got started in 2026 because 2025 I was busy with my Cultures of Care project and my Mary Linwood exhibition that exhibition closed in February 2026 and then

08:16
I made a determined effort to get on with this book once the exhibition was over because I had a little gap, a little bit of breathing space between other projects.  So I have made a really determined effort and succeeded in getting it completed because it's been hanging around for so long. And I knew that people would really appreciate it and would really find it interesting. And I wanted to share it. You know, I'd done all this work. I've got all these amazing photographs. I've written all these words. Just need to get them out.

08:46
into the world. So I did.  I focused on getting editing and editing and editing. So I probably went through four or five rounds of revising the text from major changes to words here and there.  it's a slow process with that because I get so sick of reading my own words over and over again. And perhaps I should have employed an editor, but I didn't. I did it all myself, partly for speed and for

09:15
economy and then I worked out a few options for the cover and asked my friend designer Sophie Holt if she would put together a cover design and that came together really quickly because one of the images that I picked she loved as well so that happened straight away and then I worked out did the final rounds of matching all the images to the work because I knew I'd got images of all this work but

09:43
My image filing turns out to be not that brilliant.  I've probably got over 500 images of my work and needed to reduce that down to 150 or something that are in this book. So that was a lot of work, just sorting that out.  And then Sophie did an amazing job on the design and it has been designed and printed entirely,  written, designed and printed entirely within the county of Leicestershire, which is a really lovely thing.

10:13
So Sophie did the design, it was printed by a really, really lovely small company in Leicester who I've printed, who've printed several books for me now,  back from Criminal Quilts.  yeah, and there it is now, now it's done. It is A4, so it is a large format book. It is about 150 pages. It's a soft cover, but very lovely tactile. It's called uncoated paper, which means it's not glossy, it's not shiny.

10:42
It's kind of matte and really feels lovely and soft. It's a very... It's not super tactile as in, you know, it's got a textured cover, but it feels really nice in the hand and I'm really pleased with how beautiful it looks.  The images have come out really well. We've gone for large text, so it's really easy to read for those of us that need reading glasses.  It's ever so easy to read and it...

11:07
I think it looked really elegant and beautiful and a lot of the feedback I've had is how beautiful the design and photography, how well it works. So there's a lot of full page images.  The images are big.  There's a lot of detail. I've tried to show the whole piece and the detail for most of the artworks because I know textually people want to see the details. You want to see the stitch. You want to see the fabrics. So I have tried to do that as far as possible. So that's the background to it.

11:34
I am going to now read a few snippets, a few excerpts from the book. And because I'm quite old fashioned, I'm doing that from a printed copy. So you may hear some rustling in the background as I do that. Oh, actually, first, I will run through the chapters to give you an idea of what's in the book. So there's an introduction, which I will read a bit of. First chapter is about museums and influences from my background and training working in the museum sector.

12:03
which is really important part of my work and who I am. Then there's a section on research and creative process, talking about how I go about doing research, all my work is research based.  And it's something that I'm asked about a lot in workshops and talks about that process. So I've tried to share as much of that as I can through this book. And then we get onto the sections about the work specifically. And those chapters are called personal histories.

12:32
textile stories, sense of place, emotional repair, co-creation and care. So those are the themes of work that I've been working on over the last,  I think about 13, 14 years. There's some work, there's one piece back from 2008 and there's work up to 2025.  the

12:58
it's a longer period but the majority of it is from 2014 to about 2023 but it's variable so there's lots but there's a lot in there. There's also a section on my career timeline and then some further reading with other references. So on to the introduction.

13:18
I am an explorer of stories, a connector of threads, a researcher of making and made things. I love hidden stories, unseen histories, and making them visible again through textile making. I make my work to share it with others. I love that my work can create connections, spark inspiration, inspire new ways of thinking and new ways of seeing the world. When others see their stories, their experiences and histories in my work, I know I've got it right.

13:46
Exhibitions are wonderful things. There's nothing like standing in front of artwork to engage with the tales it tells. Small exhibitions can't reach all that many people and they are not the right place for sharing lots of writing. Writing is a vital part of my practice. So alongside sharing my work, creating a book about my work, making these stories visible and accessible to a greater number of people is essential. Reading a book, exploring pictures can never replace seeing textiles close up.

14:14
but I hope it gives you a broader understanding of the meaning behind my making and inspires you to seek out more textile art in person, to make your own textile art or artwork or write in response to the stories I share. This book brings together several years of making and exhibiting into one place and has allowed me to explore my textile practice as a collective body of work rather than as separate projects or exhibitions. Being able to look back over the last decade,

14:43
has also allowed me to see just how connected my work has been, despite being shown in different exhibitions,  venues and from different research sources. Making a body of work is a long term endeavour, taking time building on themes and stories that are enduringly fascinating, which continue to inspire and grow. I research, develop and make my textiles very slowly, in a cyclical process of investigation and experimentation.

15:10
There is no end point or completion with most of my ideas and themes, and many of them continue beyond an exhibition, and my pieces are often in progress or in a state of reworking in slightly different forms several years after they were first created.

15:30
My work is often as much about the process of making as the finished product itself. Working by hand, using traditional slow techniques such as patchwork or hand embroidery connects me to the past and is also meditative and meaningful, which is important when so much of the work embodies strong emotions.  Antique or previously used cloth adds further depth as it infuses,  as it is infused with layers of history, use, damage or meaning.

15:58
It's now 17 years since I made my first pieces of textile artwork, exploring ideas, concepts and emotions. A commission from Derby Museums in 2009 to create new work inspired by their collections from Africa, kickstarted in New Direction. I had taken a year out from my commercial practice, making accessories and interior textile products, to work again in the museum sector on a freelance project.

16:21
A commission for a museum exhibition was the perfect stepping stone into this new world of making one-off pieces for exhibitions and commissions.  My exhibition and project-based practice has mainly been funded by Arts Council England grants and through commissions from organisations. This funding always involves public engagement and proactive sharing with and creating connections with people who might not otherwise have access to arts activity. Although this funding has enabled me to make the work that I want to make,

16:50
It's also made it possible for me to collaborate with community groups, schools and non-professional makers. This book does not aim to cover the engagement work in detail, but the impact of this powerful connection is threaded through my practice and my ways of working. Connecting with others through exhibitions,  practical workshops,  talks and teaching and reflection is what I do this for. Sharing and connecting is incredibly important to me and my creative practice. It took some time for me to find the right way of working for me.

17:19
Since those hesitant but exciting first few years, I've found that making work with meaning is exactly what I should be doing. It feels absolutely right for me. It's both challenging and necessary. It is hard to find the right route sometimes, but it always feels good to be making things which involve a lot of thought, research, deliberation, experimentation, failure and painstakingly slow work. It's a pleasure to be able to share this work with you now. Through all of my work, the thread of museums and heritage as inspiration is strong.

17:48
I explore this more in the following essay. The second part of this book is a catalogue of the work I've made up to 2023 and a few more recent pieces with short essays or introductions taken from exhibition publications and some of my other writing about the project from my website or other places I've shared my work.  I've also included and expanded upon the short exhibition labels for each piece. Most of the work is presented in groups with an overview, but others are standalone or transition pieces which cross between one exhibition theme.

18:17
and another.  And then to the Museums and Influences chapter. I'm often asked where I get my ideas from. For some projects, it's very clear. My source is a museum collection or an archive. But usually the questioner is more interested in how I chose that museum collection to draw inspiration from, or how I got from the museum objects to the artworks I've eventually created. It's hard for me to articulate that process, as it's so instinctual.

18:44
Rarely do my ideas leap fully formed from museum case to studio. I'm very aware that my idea development is as slow, if not slower, than my stitch, and moments of clarity are hard to recall once they've been made into textiles. My ideas come from a memory full of fragmentary provocations and snippets of stories, from over 30 years of exploring museum collections, asking questions, researching and exploring, and from over 20 years of making textiles, collaborating with other artists, makers and curators.

19:13
I've been collecting the inspiration sources for decades and eventually the concept and the matching material come together.

19:20
My training and work in museums is fundamental to the way I work now. I'm fascinated by material culture, the objects we create and the human stories they represent.  Museum studies teaches you how to analyse an object from all angles, to look at many different aspects of it from the source of the raw materials to the sale of the item. This expansive approach to research still shapes my thinking even 30 years on from my master's degree. I tend to consider the bigger picture and then focus down into slightly hidden stories.

19:49
I like to explore the unseen angles, the elements otherwise missed, and the aspects we find a bit difficult to talk about. I'm always interested in new ways of looking and thinking, finding ways to make innovative and original work in a crowded world of textile artists inspired by heritage and memory. In my work, I aim to illuminate and explore narratives about people, places and objects, and how we respond to and interact with things, tools, materials, and the traces and stories we leave behind.

20:30
Research and creative process. I can't pinpoint the exact moment I realised that my creative work needed to be research focused. In some ways it was always there, but I didn't realise it. I have two academic degrees and have always researched textile history and making practices. I sometimes call myself a researcher first and artist second. My creative practice is either research or sharing that research through making, writing or teaching. Sometimes the research can be traditional, reading books, looking at data.

20:59
exploring in archives and museums.  Sometimes the research is experiential, being in a place, talking to people, doing the things I'm interested in finding out about. Sometimes the research is thinking, reflecting and questioning my own assumptions,  exploring my feelings. Sometimes the research is through making things and seeing what comes up or through investigating others making through historic textiles in museum collections. Making artwork in textiles or other materials is just part of the way I share my research.

21:29
share what I'm deeply interested in. Sometimes I write about it. Sometimes I talk about it. Sometimes I create reports and blog posts. Sometimes the research is all that there is. My research doesn't always lead to a finished product, a textile artwork or a written piece. Sometimes just doing the research is enough. Research is the creative process. It is my creative practice.

21:55
Textile Stories. My passion for textile history, for old clothes and embroideries and the study of historic dressmaking, goes back farther than my own making history. I've always found historic textiles fascinating and they've always been influential and inspirational from the very start of my professional career. I began with researching and recreating elements of medieval dress and textiles, but by the time I started my own contemporary textile practice,

22:21
I was focusing on making fashion accessories using techniques based on 18th and 19th century dress trimmings and later wall panels using my own interpretations and discoveries about historic textiles found in museums. Over time, I moved away from purely decorative techniques to explore stories and narratives, always with at least a hint of historical textiles influencing my choices in materials, techniques and colour palettes. While I've made work built on research in widely different areas,

22:49
Textile history remains a constant backdrop to everything I do, particularly prominent when I make work directly referencing historical textiles.

23:04
This is part of the introduction to the emotional repair chapter, which I wrote in 2018. It is somewhat of a cliche to say that artists need sadness to make great work, but in my case, there's some truth in it. I'm generally a cheerful and optimistic person, but my work tends to veer towards darker stories because I find them fruitful. It's my creative inclination to avoid the obviously pretty,  sanitized or airbrushed and find alternative stories with integrity and depth.

23:34
My background working in museums touches everything I do. My training is to look behind the obvious story of an object and to interpret the hidden narratives within and around.  This is the feeling I try to create with my own work. I'm often inspired by personal stories, by history, memory or historic places, and some of those narratives can be sad or troubling. Other times working with personal memories to commemorate a loved one can be cathartic and also joyful.

24:00
In 2012, I made a series called Toolshed, outlines of my grandad's tools stitched onto his well-worn handkerchiefs after he died. It is deeply personal work which has been exhibited many times but will never be sold.  This and my other poignant works created for my Narrative Threads exhibition 2015 inspired and fascinated visitors to explore their own personal stories. This is incredibly powerful for me to know.

24:24
The impact my work has on others is really important for me and thoughtful visitor comments and personal feedback from exhibitions makes me feel that work has all been worthwhile.

24:37
And that links to the section about co-creation. There are as many interpretations of the term co-creation as there are artists working with it. It means different things in different contexts. And there really isn't a clear definition to this term in relation to artist practice. For many of us creatives, a major part of our income and creative practice is community work, usually projects commissioned by an organization, charity or funder, to create work with a specific group of people.

25:04
to create something, an artwork, an exhibition or an event. How it often works is that the artist develops a concept and participants make elements of it. In practice, this varies hugely depending on the group, the artists and the aims of the project. I've worked on many of these kinds of projects over the last 20 years, including ones where the community participants have had total creative control of what they do and ones where the artistic direction is very closely controlled by me and all kinds of other outcomes in between for good or bad.

25:32
Over the last few years, I've been able to develop community engagements of my own, creating projects that were meaningful to me as an artist, as well as for the participants.  And I'm just going to flip to the Acknowledgements page at the end of the book, where I've mentioned a little bit more about co-creation. Every contributor to the many co-creation projects I have shared in this book is important. Without you, these projects would not exist. And your trust in me and your willingness to share and contribute means so much.

26:02
Thank you.

26:05
And finally, I'm going to read a little bit about my Maker membership. Maker membership, a collective of creative curiosity. I created my online Maker membership after more than a decade of teaching textiles. At every workshop, I had conversations about how I turn my ideas, how I develop my ideas and how I turn those ideas into textile artworks. My approach within the membership is to share how I do these things, what I've learned myself.

26:31
and then to invite members to question,  experiment and explore their own way of building research and meaning into their creative practice.  Maker membership is not a course or a programme of study. It's a creative community where we can share and connect with others.  Maker membership is for all makers who want to be inspired, creative,  imaginative and make work with meaning. It includes resources, inspiration,  creative prompts, mini workshops,  reflection, self-study, feedback and support in monthly meetings and a members chat.

27:01
The real magic comes from sharing and connecting with the other members.  Maker Membership is a place to learn from me about how I work and how to apply this to your own making practice. It's about creating research-focused work, how to develop and refine your ideas, to grow your creative confidence and develop your own voice alongside like-minded creatives.  I'm so proud of Maker Membership and all of the people who make it so special. Come and join us. And you can find out more about membership and my book.

27:31
at ruthsinger.com. So I'm now going to respond to some of the questions that I was asked during the online and in-person book launches.

27:46
One of the questions was about how my work and how this book builds on my training, my work as a museum curator and then in museum public facing work.  And I think this is a really interesting question. It's something I talk about a lot. I'm always banging on about my background working in museums because it's really important to what I do and how I do it. Yes, it's important in terms of my research.

28:14
process and my work with museum collections and historic objects and personal histories and all the kind of same kind of themes that I might be working on from a museum perspective. So that the source material is is a very obvious overlap. But what I think is most significant is the way my later museum jobs. I worked on public engagement, public facing things from exhibitions to running events to writing.

28:44
websites and guidebooks and talking to people a lot. I designed interactives and created events where people could explore and investigate and run study days, all kinds of things. I did loads and loads of stuff that I loved doing that side of it. Really, really found it fascinating how the way we present informational objects or stories really impacts how people engage with them.

29:12
So if we make it interactive and interesting and relevant and inclusive, then we engage people far more deeply or far more widely in the subjects and stories. And that's what I almost subconsciously do in my own practice. I never set out to create an artist practice that was built on museum engagement principles, but that is does seem to be what I've done.

29:40
And now I'm, you know, I've been aware of that for some time and it's very conscious that I do that. So that's part of the reason I love creating exhibitions of my work is because I get to share them and people get to interact with my work in a different kind of way. It's another reason why writing is an important part of my work because I started off my professional career writing about objects and histories and the stories behind them.

30:09
and finding accessible and engaging language and different ways to tell stories and different angles to look at things from.  that is what I think has made my practice what it is.  My practice is very diverse. I make lots of different kinds of objects. I don't make one type of thing. And I tell lots of different kinds of stories. But the core of those stories is always about care and connection. That's the two themes of this book.

30:39
about the connections that we have with the past through working with historic objects and the connections to other people through sharing in all of the different ways that I share my work, including this podcast.

30:55
I was asked about collaboration as a creative process and how collaborating and working with others actually works for me and how important that is in my own practice. So there's a whole chapter on co-creation about projects where I have specifically worked with others to produce some kind of artwork outcome and there are different projects that I've done over the years where there are projects where I've been invited to

31:25
to create a piece of work or an event or an activity that involves working with other people. And also through doing that kind of work where I was invited to create projects or commissioned to create projects, that really influenced the way I have continued to create my own work.  So one of the case studies I often talk about is I think back in about 2009, maybe 10.

31:55
Something like that.  was commissioned to do a project with a primary school looking at World War II histories with a lot of oral history.  So oral testimony and stories,  recorded stories from local people about the village at war in the Second World War and some photographs and maps and other kind of associated visual material.

32:20
I had a real challenge of trying to turn that material into something that was accessible and engaging and interesting for those young people, which was very much the kind of work I had done in my museum work. So it was familiar. But what I, the second stage of that was then to turn that into creative practice, that the children could engage with their own creative making and then create artworks that were going to be permanently situated within the school.

32:50
So there's many challenges in there, a really, really interesting project. And I learned an awful lot from it about using that process of exploring the historical material, finding a really interesting angle and a connection that made sense with the audience or the participants I was working with, and then drawing out the creative practices within that.  that process, I wasn't doing that kind of process in my own work at the time, because this was...

33:19
before I'd really got into the swing of that when I was still making more decorative work rather than narrative led work. But doing that project with primary schools made me go, why am I not doing this in my own practice? This is what I love. This is what I'm good at. This really builds on my museum experience. And that made a big shift in my own practice. And I started doing that and I have continued to do that for the last 15 years or so. And it is really, really important for me to work that way with that.

33:49
research background with working, there always a story or a narrative that I'm working with and that is really significant. And that story or narrative has to connect with the people I'm working with. So then I've kind of carried that forward into other co-creation projects. And again, as I mentioned in the introduction, there's loads of different ways that those projects can happen. One of the things that I always try and do in my projects now when I've

34:18
I'm working on another project. I will try and create some kind of artwork or experience where people can, a wide variety of people can share their contributions. And quite often that's making a piece, but sometimes it's sharing a story or a memory or a reflection and things like my memorial sampler, which is now in Gorthorpe Textiles Collection, that is gathering the names and dates of death of people who died young.

34:47
And that is entirely from contributions from my audiences and networks and from the exhibition visitors to emotional repair.  And being able to gather those kinds of stories together is really powerful. And, you know, those pieces of work don't exist without that contribution and that creative and emotional collaboration. And it's something I really value in my practice. And I'm really proud of the way that I've been able to connect with so many people in such different ways through

35:17
opening up my practice to a collaborative process.

35:23
I was asked another question about what themes or ideas for the future have come out as a result of going through all of this older work and reworking or reviewing all of it.  And this is a really interesting one because I all the way through all through my practice, I'm revisiting things and coming back to things. I I don't know if that's part of my historical

35:53
interesting, you know, I look at historic objects and imagine new stories and new ways of seeing them and maybe I'm doing that with my own practice after a few years I can come back to things and see new things within them. So that's all the themes that I've explored in the book. There are themes that cross over in that, that pop up in that book which I haven't made work specifically about but I will do. So for example one of them, the theme of damage and repair and

36:23
taking apart, unmaking things is kind of all throughout the book, all throughout my work. That's popping up here and there, but I haven't separated that up as a separate theme and I haven't specifically made work, well, I have made some work specifically about that, it's happened in parts of different projects and from different sources, but it's something I really want to go back and explore in more detail. So I will definitely be doing that.

36:52
I also started a project about borders and migration, about national borders, migration and movement and humans moving around the world. And there's a couple of pieces in book on that theme, but I haven't been able to explore that fully. So that's definitely something I need to and want to come back to.

37:18
always there's more museum collections I want to explore. Particularly I have done a lot of work with non-textile museum collections and historic material but more and more I just want to be exploring historic textiles and creating my own, doing research but also creating my own work inspired by some of the stories and the elements that I find within those museum and historic textile collections. So there will be more of that.

37:47
for sure,  there's no doubt about that. And just a fun one to finish on.  I was asked a question about,  was sometimes I get asked what's my favorite piece, which I find really difficult to answer, but Julie asked me what one piece would I take on to a desert island?  If I could only take one piece of my work, what would I take? And actually I found this really difficult to answer and I'm not sure I answered it in the...

38:16
from the original question but it is a bit like you know what's your favourite piece but what I one thing I would say is I found that there are some pieces I just don't want to let go of and I guess they're the ones I'm most attached to some of that is kind of the personal side the series of pieces called toolshed which are

38:40
made from my granddad's handkerchiefs with his outlines of his tools stitched into them and they're very personal so you know they'll never be sold. They've been exhibited quite a lot of times but it also makes me quite anxious when they go off in the post in case they disappear and something happens to them.  So they are now packed away, my dad has one of them and the rest are packed away in storage because I'm nervous about losing those because they're very personal.  And also I...

39:07
discovered that I'm quite attached to one of my pieces,  one of my Garment Ghost pieces, when I was invited to exhibit that piece in an exhibition in Australia and that meant putting it in the post and I got to the point of parceling it up

39:23
then I realised I couldn't bear the risk of it getting lost to or from Australia. It seemed far too precious to me to risk losing that piece of work so I actually sent them an alternative piece because there's two pieces in that series so I did send them the alternative and they displayed it it looks great in exhibition so it's the piece that I sent is the Black Bodice piece which is actually kind of really dramatic in an exhibition and shows up better than the lovely cream one.

39:53
I'm so attached to but that really made me think about what what makes me more attached to one or the other and I think it's because that first piece the cream one that I didn't want to send I spent weeks working on weeks and weeks and weeks so it was very labor intensive but also a process that I loved I really really loved making it and from unpicking the garment and really carefully considering it I saved all the threads I've unpicked

40:22
I've got videos of me working on it, unpicking it, and then I spent weeks stitching it, restitching it back together. So it's a very, it's not just the time, it's the experience of making that piece of work that is really important to me. And that's something that's very hard to convey in, even in writing about it. The process of making is really important and meaningful as much to me, as much as the finished work itself. It's the, it's...

40:52
thought processes that you go through when you're working and where it takes you in your mind. So that piece is really precious to me. It also marked quite a big turning point in my practice of making narrative-based work with historic textiles so it is really significant in that respect.  And the other piece which I might take to a desert island because that's not going to happen

41:17
I can't take it because I don't own it anymore, which is my memorial sampler, which I mentioned earlier, which is the collective piece with the names and dates of loved ones that died young. And that now resides in Gorthorpe Textiles Collection, which is the perfect place for it. And I'm delighted about that. But seeing as, you know, Desert Island Disc doesn't really happen, Desert Island Textiles isn't going to happen. I would probably choose to take that piece with me because I haven't seen it for...

41:47
eight years now since it's been in the museum collection and it's full of stories and really emotional connections and I think I would find that really inspiring to spend time with that piece again. So that is a run through of some of the questions. I am very happy to take more questions about the book and about my work and if you have questions you can put them on Instagram post for this.

42:16
for this episode, you can comment on the website, on the blog post, or you can email me. And I'd be really interested in if there's more questions that could be, that would be more questions from the book, from what's in the book and from this episode, and potentially do further episodes exploring some of those stories and questions. Because as I've been saying all the way through, the audience,  the listener, the visitor,

42:44
input conversations that interaction that I have between with with viewers and with people who are interested in my work is why I do it. I'm sharing this work because I want to hear what it means to you or what it makes you think of what questions it raises with you what it inspires in you.  That's that's what I'm here for. That's why I'm doing it. That's why I'm sharing it all. And that's why I've created this fairly lengthy podcast talking all about the book.

43:14
And final practical note,  Tangled is available exclusively from me at this time and you can order that from my website. I can ship all over the world except to the EU at the moment because of stupid packaging regulations, hoping that will be resolved before too much longer.  But I'm very happy to share it with everybody else and find ways to get things to you. And the book is £22 plus shipping.

43:43
It is extremely good value because it's a massive book. There's loads of material in there. And as I said, loads and loads of images.  is a really beautifully designed as well. I will share images of the book and details in a blog post for this episode, which you'll find in the show notes. And I think that is it. Everything you need to know you can find at ruthsinger.com. And I will be back in a couple of weeks with another episode.

44:11
and until then thank you, goodbye.
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