








COLECCION

AGRUPACION DE
FAMILIARES DE DETENIDOS
DESAPARECIDOS DE PARRAL

Familiares de Detenidos
Desaparecidos de Parral
133X154X 0,4 CM

Descripcion de la arpillera

Arpillera confeccionada por un grupo de madres, hermanas,
esposas e hijas que integran la Agrupacién de Familiares
de Detenidos Desaparecidos de la ciudad de Parral. El uso
del fondo de tela negra es muy propio de los talleres de la
séptima region. En esta imagen se pueden apreciar los prin-
cipales establecimientos de la ciudad, como los escolares
ingresando a la Escuela F-570, la Municipalidad de Parral, el
Teatroy la Plaza de Armas, todo como un pequefo fragmen-
to de lavida en Parral. (La coleccién se compone de una arpillera).

144




COLECCION

SILVIA CANOVAS MESA
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Caso Degollados
81,5X91,5X2,2Ccm

Descripcion de la arpillera

Arpillera que recibi6 de regalo el ministro en visita del Caso
Degollados, Sr.José Canovas Robles, de manos de una mujer
que logré traspasar los férreos controles policiales que con-
trolaban la casa del ministro. Fue hecha por artesanas de la
Fundacion de Proteccién a la Infancia Dafada en Estados de
Emergencia, donde relatan los hechos que envolvieron este
caso sucedido en marzo de 1985.

(La coleccion se compone de una arpillera).
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SONIA TOLEDO LOAIZA
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Descripcién de la arpillera

Arpillera de gran formato que us6 el Movimiento de Eman-
cipacion de la Mujer en Chile en su sede en Chicago para
actividades de solidaridad. Fue mandada a confeccionar
en Chile en el afio 1986 y estuvo a cargo de instructoras de
arpilleristas. La idea era hacer algo diferente con sus pro-
pias reglas: un gran relato horizontal constituido en tela
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sin separaciones. En la imagen se pueden apreciar los prin-
cipales conflictos de la sociedad chilena de aquel entonces,
la bisqueda de justicia, la huelga de hambre, las moviliza-
ciones con pancartas “Dénde Estan”, “Libertad a los PP”y “No
alaimpunidad”, la velatdn, la olla comn, los problemas en
lasalud primariay las lavanderias, por citar algunos.

Esta pieza esta firmada por las arpilleristas Elizabeth, Luz
y Marfa Yolanda.
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MEMCH Chicago
93,8x268x2cm

(La coleccion se compone de una arpillera).
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COLECCION

SILVIA FERNANDEZ STEIN

Descripcién de la arpillera

Esta arpillera fue realizada en el exilio en Stamford, Estados
Unidos, construyéndose como un homenaje a los familiares
de todos aquellos quienes habian sido detenidos, torturados
o desaparecidos en un periodo de inestabilidad social. Tam-
bién como un reconocimiento a la resistencia de las mujeres
que luchan con decisiény entereza contando su propio dolor.

Fue disefada y realizada por Silvia Fernandez Stein, con
la colaboracion de Ceraldine Cortez, Ménica Gonzalez, Ve-
ronica y Silvia Madariaga, Natacha Becerra, Nines Gammiz,
Soffa S. Lida, Julieta Rios, Patricia Barroso y Olga Vivar.

148




Arpillera porlaviday la paz
690X 147 X8 cm

(La coleccién se compone de una arpillera).
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Arpilleras

MEMORY AND HUMAN RIGHTS MUSEUM COLLECTION

Presentation

In October 2012 we published the first Collection Catalogue of

the Museo de la Memoria y Derechos Humanos (Museum of Memory
and Human Rights), and it was precisely related to the Arpilleras
(Hessian) Collection, which at that time had around 360 pieces.
These had been given by individuals, families, and organizations
to contribute to the mission and memory work that the Museum
undertakes. For this new edition, the Museum has added more
than 120 new arpilleras, so that we have taken as a base more
than 488 pieces of which the Museum has been depositary until
December 2018

In this second edition, we expanded from 12 original collections
to 23 and also included seven large-format arpilleras. One of
them was one of the first elaborated by relatives of detained-
disappeared; it represents and re-signifies the Stations of the
Cross, with the search for their relatives. Others have been
created outside Chile by groups in exile or groups of users PRAIS
(Programa de Atencién Integral en Salud - Comprehensive Health
Care Program) and give an account of experiences and memories of
the dictatorship, exile, and solidarity.

The arpilleras played an essential role as a testimony of the
social process that Chile went through during the dictatorship.
With a community and artisan character, they denounced the
events that affected people and communities. They arose shortly
after the 1973 coup d’état, as a form of creation by mothers, wives
and daughters of missing prisoners and political prisoners to
relate, in embroideries and fabrics, first under the aegis of the
Committee for Peace in Chile and then under the Vicaria de la
Solidaridad (Vicariate of Solidarity), as well as other human rights
organizations, the search for their families and the violations
of human rights. Little by little, other aspects of daily life in
Chile were incorporated: access to health care, unemployment,
precarious work, and social conditions, hunger, control of
correspondence, protests. This textile art constructed a broad
social portrait of the period and became a tool of survival, a
means of communication to express the lived experience and a
contribution to the sustenance of the home of many families who
lived the economic precariousness of the dictatorship.

These arpilleras, for witnessing the truth, suffered attacks
and attempts at destruction in the country. They came out into
the world almost always hidden, clandestinely, qualified by the
regime as objects of subversive propaganda. However, they were
known in many places where solidarity existed.

1 This catalog shows a representative selection of each of these collections.
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Now a significant number of them are in Chile, in the Museo de
la Memoriay los Derechos Humanos (Museum of Memory and
Human Rights), which preserves them, makes them accessible to
the public and circulates them in different parts of the country.
Thus, the arpilleras, which used to be a means of expression and
denouncement, today constitute a powerful pedagogical and
memory tool, a material and immaterial proof of the struggles
and hopes of our recent history.

Francisco ). Estévez Valencia, Director
Maria Luisa Ortiz Rojas, Head of Collections and Research Area

Arpilleras: Shantytown art as a symbol
and testimony

Historical background of burlap crafts and the Memory
and Human Rights Museum collections

Burlap embroidery holds a special place in Chilean artistic culture.
Though itis considered an artisan craft according to established
standards, the arpillera is not part of the country's ongoing artisan
tradition. Both practices, burlap embroidery and traditional crafts,
share, however,a communitarian and artisan character. Another
aspect they share is their “testimonial capacity”,” their ability to
become an ally to memory. This alliance enables us to appreciate
and recognize the past within the present through different
testimonial points of view. Regarding traditional crafts, this is
completed through the handing down of the artisan's craft and
the roots of identity; while the testimonial view, regarding burlap
crafts, is conditioned by the particular historical and political
context after the military coup in 1973. The extreme political
juncture at the time caused the polarization of artisan practices,
creating an “official culture” and a “non-official” one, an “official”
and “non-official” market, “official consumers” and “non-official”
ones. Under these circumstances, burlap embroidery emerged as
a“dissident craft” coexisting with “official crafts”.?

The origin of Chilean burlap embroidery is closely linked to
Violeta Parra’s first wall hangings, created during the sixties. It
is said that the singer-songwriter discovered burlap embroidery
and also that the wives of Isla Negra fishermen made themselves

1 Pérez Oyarzin, Fernando. Chile, Artesania tradicional. Ediciones Universidad
Catdlica de Chile, 1993, 8.

2 Voionmaa Tanner, Liisa. Chilean Burlap Craft: commitment and neutrality. A
view on an artistic phenomenon during the 1973-1987 time period. Thesis for a
bachelors degree on aesthetics, Universidad Catdlica, Santiago, 1987, 35-36.



known through this craft.> However, the technique used in both
cases is different from the technique used in the collection of
arpilleras of the Memory and Human Rights Museum. Violeta

and the fishermen wives used wool embroidered on rustic fabric,
while the arpillera crafters of the dictatorship appliquéd scraps

of fabric, old cloth, and a variety of other materials on previously
prepared burlap cloth. Both techniques, embroidery and appliqué,
are ancient and universal, like the technique used in Panamanian
molas or in textile crafts made by the fon people of Nigeria, Africa.
The etymological meaning of the word “arpillera” does not refer to
any of the two techniques, it refers instead to “coarse fabric” used to
“pack merchandise or to cover it for protection from dust”.#

The collection of burlap crafts of the Memory and Human Rights
Museum is an important part of the institution's tangible heritage.
This catalogue includes pieces from twelve collections from Chile
and abroad, each one with its own story. This can be observed
in the different styles and backgrounds of each donation. The
Museumrs collection is a value proposition for this unprecedented
testimonial and artistic manifestation, which allows us to “practice
remembering” and to “make the symbols of memory vibrate’s in
the present, notjust for people who have memories of that time,
butalso for people who were not there to experience that period.

Creation of the arpillera workshops

The creation of arpillera workshops under the dissident

culture during the dictatorship leaves us to wonder how these
workshops started in the city”s shantytowns. Did the arpillera
crafters themselves get organized or were there institutional
initiatives that assisted and supported these women from the
very beginning? The division of the cultural field after the coup,
stated earlier, created a totally uncertain situation. This is why
the existence of these workshops would not have been possible
without the mediation and support of Chilean churches, which
“quickly organized an ecumenical service of refuge for people
facing difficulties”® The first organization that took on human
rights defense during the military regime was the Comité de
Cooperacion para la Paz en Chile (Comité Pro Paz) (Committee for
Cooperation for Peace in Chile, Pro Peace Committee), which
was created by an archiepiscopal decree signed by cardinal

Radl Silva Henriquez in October, 1973.” The Group of Relatives of
Disappeared Detainees was established immediately after the
coup, with the support of the Committee. According to different
sources, the burlap embroidery and appliqué technique initially

3 Ibid., 6.

4 Corominas, )y ).A. Pascual. Diccionario critico etimoldgico castellano e hispanico.
Editorial Credos, Madrid, 1980, 320-322.

5 Richard, Nelly. Politicas y estéticas de la memoria. Editorial Cuarto Propio,
2000, 9-12.

6  Comité Pro Paz, cfr. Wikipedia.

7 Ibid. The Pro Peace Committee was ecumenical in nature; the Catholic church,
Christian churches (mostly protestants) and the Jewish community were part
of it. Lutheran bishop Helmut Frenz was an active participant, who created the
Fundacién de Ayuda Social de Iglesias Cristianas, FASIC (Christian Churches
Foundation for Social Relief) in1975.

began in this Group.® The Pro Peace Committee worked for two
years before it was replaced by the Solidarity Vicarage in January
0f1976.° The Vicarage was a Catholic Church organism in Chile
that fought for human rights between 1976 and 1992. Arpillera
workshops noticeably increased in number with the support of
the Vicarage, extending their work to many poor areas in different
communes of Santiago. Meanwhile, the workshops of the Group
of Relatives of Disappeared Detainees kept working under the
protection of the Vicarage.

Other organizations were created after the Vicarage that
supported the production and sale of burlap craft pieces. The
Missio Foundation was one of them. The foundation's workshops
were very organized, starting with the division of work within.

In 1983 they became a business, with a registered name.’ This
step was an exception among the women arpillera crafters, few of
which organized themselves into a business. Other institutions
conducting arpillera workshops were Fundacion PIDEE (Fundacion
de Proteccion a la Infancia Daiiada por los Estados de Emergencia |
Foundation for the Protection of Childhood Damaged by States
of Emergency), FASIC (Fundacion de Ayuda Social de las Iglesias
Cristianas [ Christian Churches Foundation for Social Relief) and
PIIE (Programa Interdisciplinario de Investigacion en Educacion |
Interdisciplinary Program for Research in Education). The PIDEE
workshops were located outside Santiago, in Talca and Linares,
while PIIE worked as an intermediary party between workshops
and possible buyers.”

The support of the organizations mentioned above prevented
official authorities from silencing or intercepting the work of
arpillera crafters during the dictatorship. To the contrary, the
workshops were established in relatively short time and the
women's work was able to “respond to the demands of survival'
and serve as a source of valid work that was appreciated in
the non-official market. Understood as such, the primary and
practical function of the burlap craft piece depended on the
results of the work performed by the arpillera crafters. The
operational and practical functions do not explain, however,
the structural function of the burlap piece, which is needed
to appreciate the creative process of the craft makers and the
expressive dimensions of their work. A reference to these aspects
is presented below.

The burlap craft as a means of expression

As mentioned in the beginning, burlap embroidery and appliqué
is considered an artisan craft. Artisans are mostly self taught and
do not possess the formal training of artists. This distinction does
not mean that artisan crafts and art are mutually exclusive. On
the contrary; craftwork understood as “skilled technical work”

8 Arpilleras Chile, 1983, printed handout, no mention of authors or publishers, 13.
9 Ibid.
10 Voionmaa Tanner, Liisa, op. cit., 37.

11 Burlap craft exhibit catalogue held at the Jyvaskyla Museum of Arts and Crafts in
Finland, 1988, 14.

12 Voionmaa Tanner, Liisa, op. cit., 7.
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isas much a part of art as art is part of craftwork.” The arpillera

transcends the utilitarian purpose of a craft, becoming a means of
artistic experiential expression, “situated in time and space”* This
aesthetic and testimonial feature is a trait possessed by the burlap
craft pieces of the Memory and Human Rights Museum collection.

The production of burlap pieces during the dictatorship is
divided in two stages. In the first years after the coup the artistic
activity of the arpillera crafters was already a firm social and
cultural practice that was appreciated by the dissident sector
in Chile and abroad. At the same time, the arpillera became an
icon of what the dictatorship was like. As the situation within
the country stretched on the arpillera crafters became concerned
with the workshops' operation and the sale of their products,
as well as with creating awareness and support for the cause
atthe global level. Thus, the need to express and pass on their
experiences gradually began to change. This fact can be seenin
the development of the pieces themselves.

The understanding and interpretation of the burlap craft piece
as an artistic phenomenon of shantytowns can be viewed in a
number of ways. At first, the testimonial narrative expressed by
the contents of the burlap crafts impress the most. Though no
detailed study has been conducted yet, the burlap pieces of the
first stage, known as the “building support stage”,> were far more
committed to their themes. The content of these pieces expressly
denounces human rights violations. The testimonies on the cloth
are heartbreakingly expressive. The more personal and committed
work can even be appreciated in their craftsmanship. The degree
of expression was such that the burlap pieces of the first stage
were censored a number of times." Censorship certainly gives an
account of the criticality of the contents expressed in burlap crafts.

Burlap embroidery and appliqué as a means of artistic
expression does not limit itself, however, to content. Content
understood as a testimony of events does not in itself explain the
meaning or the “outer appearance™ of the arpillera. An intense
and permanentdialog between the inner and outer elements of
the cloth can be observed in the arpillera crafters' creative process.
An important factor to be considered in this dialog is the style of
burlap pieces. Understood as a group of different factors, style
explains the expressive meaning of what is applied, taking into
account the richness and the inventiveness of the materials used
by the arpillera crafters, the textures and colors, the technique, the
formatand finish and the composition and plastic arts creation
of the burlap craft pieces. Each group of craftworkers has its own
signature style.

A general description of the burlap embroidery and appliqué
collections of the Memory and Human Rights Museum can
provide a preliminary idea of what was stated earlier. The contents
of these pieces cover a testimonial journey from 1973 to 1990,

13 Estrada Herrero, David. Estética. Editorial Herder, Barcelona, 1988,113-130.
14 Ibid., 321.

15 Voionmaa Tanner, Liisa, op. cit., 37, 38.

16 Ibid., 38.

17 Estrada Herrero, David, op. cit., 220.

from the military coup to the eve of the return to democracy and
the creation of the Commission for Truth and Reconciliation.

The bombing of the Moneda Palace and the departure of exiled
loved ones in the airport mark the themes of the first days of

the dictatorship. Detention and torture centers such as Villa
Grimaldi and Pisagua, the massacre and discovery at Lonquén,
overcrowded prisons, raids, exiles, the search for disappeared
detainees and the demonstrations are among the dramatic
testimonies created by women craftworkers. Another important
issue is the description of daily life in the city's shantytowns, which
are represented as soup kitchens, laundry work, the small stores
and neighborhood bakeries, the commune's public health center,
unemployment and strikes. Some burlap craft pieces stand out
for their religious themes, such as the procession, the Stations of
the Cross, the wake and cemetery. It is also common to have brief
texts complement the visual themes of arpillera craft pieces, such
as: “Where are they?”, “Your brother is not here”, “We are thirsty
and hungry forjustice”, “Sister, brother, we will not be forgotten
by spring”, “Jesus is condemned, my mother calls”, “Never more”,
“Chile, country of brothers?”, “No vacancies”.

Regarding the style of burlap pieces, the collection offers a
remarkable variety. The diversity of materials can be especially
noted in the first arpilleras. Materials fulfill an important function
as a means of expression. As stated earlier, the term arpillera
refers to material described as thick and rough or “course fabric”,
that can be used as a base for appliqué and embroidery. Like
jute, which is used for tea or cotton sacks, the arpillera is a textile
material used in flour sacks. The back of many burlap embroidery
pieces have text printed on them that refers to some factory or
brand or simply reads “bakery flour”. The women crafters would
put together their stories on burlap, using scraps of fabric and
other materials such as wool, pieces of newspaper and packaging,
paper, cardboard, metal, plastic, and leather to assemble and
compose passages of their reality. This raw material, which has
added value because most of it is recycled, possesses an expressive
richness that can be felt by touch. With the different textures and
colors, the crafters created effects of nearness or distance, space,
dimension or volume, details that can be especially appreciated
in the representation of the mountain range, a constantimage in
burlap pieces, as well as in action scenes.

The creation of the burlap craft pieces would not be possible
without technique (techne), the “know how™® of manual work that
enables the application of raw material in different ways. The
technical operation, such as cutting and putting scraps together,
is often seen as the most mechanical operation in the process
of manual work. In practice, the application of a techniqueis a
constant need for both artisans and artists alike, though the way
of doing things varies in each case. In the craftwork of arpillera
crafters, technique and materials depend on each other. The
variety of textures and colors of the burlap pieces is provided by
the properties of the materials that were used. The chromatic

18 Ibid., 75.



sorting of the scraps is perhaps the most creative aspect of burlap
embroidery and appliqué. In this sense, certain differences can
be observed in the collection of burlap crafts. The earlier pieces
use color more freely while the pieces made in more organized
workshops present more skill and knowledge on the basic rules
of color.

Other variables that identify the style of burlap pieces are
format and finishes of the fabric. Burlap pieces come in different
sizes. Most of the burlap craft pieces in the Memory and Human
Rights Museum collection come in a horizontal or vertical,
rectangular format. The finishes of the arpillera are guided by a
setstandard. The border of the burlap piece is made with yarn
in different colors and stitched in different styles. This sewing
technique is also used to sew the scraps onto the burlap base. The
yarn border is part of the arpilleras' unique style. The composition
of scenes and actions in their narrative are conditioned by these
unique borders that serve as a picture frame.

The composition of a burlap embroidery and appliqué
piece can contain a group of many scenes or just one scene. As
mentioned before, it is very common for a word —the term “peace”,
for example—or a phrase, to complement the scene, confirming or
specifying the event or object being represented. The creative and
expressive variety of the composition of these burlap pieces poses
the question of authorship. Viewed as collective and artisan work,
authorship of the arpilleras has largely remained anonymous,
though some of the pieces present initials that could identify the
author.” Itis common for each collection to have its own style and
for the groups of arpillera crafters to be identified accordingly.

The burlap craft as a symbol of international support

The notion of solidarity has various meanings and can be
interpreted in multiple ways. There's a common denominator that
refers to the willingness of people to fight for a common purpose
or for objectives that are being threatened, yet are considered
legitimate and valuable. The organization of the arpillera
workshops and the circulation of their work, not just in Chile but
also abroad, during the dictatorship, are clear evidence of the
ways in which solidarity works in practice, as material aid, beyond
what is understood by it.

The different burlap craft collections of the Memory and
Human Rights Museum each have their own particular history.
The main collections were directly created under the protection
of official organizations that promoted artisan workshops,
such as the Solidarity Vicarage, the Missio Foundation and the
Foundation for the Protection of Childhood Damaged by States
of Emergency (PIDEE in Spanish), as stated earlier. However,
the Museum maintains a number of burlap collections received
directly from international organisms and foundations or other
private initiatives that maintained supportive ties with Chile.
The activities for support developed among Chilean exiles
and other people in their new countries, such as organizing

19 See description of the Fundaci6n Solidaridad Collection.

art exhibitions, contributed to spread the work of the arpillera
crafters.

One of the most striking activities was the “Pefa” (folklore
club) at Berkeley, California, where burlap pieces from the Helias
Foundation and Carmen Alegria collection were on permanent
exhibit.?® The arpilleras of the Geneviéve Jacques collection in
France were “multiplied”, by publishing 10,000 post cards with
pictures of the pieces.” In that sense, perhaps the most memorable
exhibit was held at the Colonial Museum of the San Francisco
Church and at the Paulina Waugh Gallery in Santiago, where the
public was able to view the work of an arpillera workshop together
with artwork produced by renowned local artists.*

The purpose of these activities was to reveal what was
happening in Chile and to support the process of returning to
democracy. Thus, and in addition to what has been said earlier,
it has been demonstrated that the work of the arpillera crafters
cannot be viewed as only a skill or an income-earning practice,
butas art that leftits mark on the world, a symbol of international
support. Seen today, it can be said that burlap craft pieces of that
period achieved recognition as native visual art, distinguished
with timelessness.

Liisa Flora Voionmaa Tanner
June 2012

Fundacién Solidaridad Collection

History of the Fundacién Solidaridad &

arpilleras collection

After the military coup, women relatives of disappeared detainees
met at the headquarters of the Comité de Cooperacion para la Paz en
Chile (Committee for Cooperation for Peace in Chile), which was
later replaced by the Solidarity Vicarage. The women got together
to share their pain and the search for their loved ones, some of
whom had been detained and others that could not be found

at detention centers. During their long waiting hours a woman
approached them, an artist, who suggested they could create
something with a pile of fabric scraps. This is how the group of
women began cutting and sewing together different scenes that
revealed what was happening. In support of their work, they also
began to rescue other elements to be reused in this task; such as
flour sacks donated by Caritas International, which, once they
were discarded they were washed and used as the base on which
to put together stories with scraps of fabric, thread and wool.

In the beginning, the burlap crafts had a therapeutic effect for
these women; it was important for them to express what they
were experiencing, the torture, detentions and deaths. One of the

20 Description of the Helias Foundation and Carmen Alegria collection of arpilleras
21 Description of the Geneviéve Jacques collection.

22 Seedescription of the Paulina Waugh collection.
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women crafters—Maria Teresa Madariaga—says it was like writing
adiary: “The arpillera had to register exactly what | saw”.

As time went by, the idea of displaying the burlap craft pieces
to generate some income gathered strength, since some of the
families were going through hard times because many of the
disappeared detainees had been primary breadwinners. Little
by little the burlap crafts traveled to many places around the
world, and became an essential part of the womens fight and
denunciation against the dictatorship and also a way to provide
income for their homes.

“The arpillera craft denounces what the dictatorship was,
the women revealed reality, they embroidered reality, they
embroidered what was happening to them on scraps of fabric”,
says Winnie Lira, executive director of Fundacion Solidaridad
(Solidarity Foundation), who also traveled with the crafters to
different locations to generate awareness, such as Unesco in Paris,
the Unite Party in Italy and UN headquarters in New York, to state
a few examples.

Description of the collection

The collection donated to the Museum by Fundacién Solidaridad
is comprised by 45 arpillera craft pieces made in the workshops
and labour exchange initiatives of the Solidarity Vicarage.

Among the themes covered in this collection are disappeared
detainees, public demonstrations, detention centers, hunger
strikes and children’s soup kitchens; some also emphasize the
serious social problems of the time: unemployment and lack of
housing. The discovery at Lonquén was particularly portrayed in
four burlap craft pieces, with a few scenes of this cruel episode.

This collection of burlap crafts presents a wide range of scraps
of fabric with different colors and textures, which reflect their
origin, fabric rescued from shirts, sacks and old clothing. Every
scrap was rescued to bring life to the figures that narrate the
stories told through the arpillera crafts.

An interesting feature of this collection is that many of the
burlap pieces present important details of their creation that
could be followed up on through research. For example, eight are
dated in 1979 and two in 1978; nine burlap pieces present initials
that could identify their author or authors (C. de G.and E. M.)
and one is signed by Felicia; a last piece of information that can
be rescued is that one arpillera is attributed to the Vicaria Oriente
(Eastern Area Vicarage).

Another attractive element is the presence of messages stored
in little pockets in the back of the burlap crafts: there are eight
pieces of paper that look like they come from notebook pages, in
which the crafters describe the theme portrayed in their burlap
crafts.

The collection is comprised by 46 burlap pieces.

This catalogue contains 23 of them.
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History of the Isabel Morel
arpilleras collection

Isabel Margarita Morel began this collection of burlap craft pieces,
titled Periddico de Tela (Fabric Newspaper), in 1974. Exiled in the
United States of America, she wanted to gather a testimony

of human rights violations. Moved by the need to register

the brutality of the Chilean military dictatorship, she began a
chronology of the experiences of Chilean women during this
period. This interest was triggered by a burlap craft piece sent to
Washington by her mother.

As told by Isabel:

“I received a small tapestry mounted on burlap,’ with fabric
sewn onto itin lively colors and embroidered human figures,
buildings, trees and sky. This colorful piece, which was charming
at first sight, described a scene in great detail. It showed National
Congress and the Chilean Court of Justice locked shut and armed
military men blocking the way for people. It contained a lot of
valuable information that really impressed me”.

“I sent my mother money and soon | received two more burlap
craft tapestries that showed women chained to gates holding
signs that said: Where are they? My mother told me thata
shipment of burlap craft pieces from the Missio Foundation
had been seized and that taking arpilleras portraying political
themes outside Chile was forbidden; unlike decorative arpilleras.
However, the help of friends who took risks to carry them abroad
while traveling allowed me to keep receiving these burlap crafts
throughout the years.

“In1976, Augusto Pinochet ordered the assassination of my
husband Orlando Letelier in Washington D.C., after stripping
him of his nationality. At the same time, the military government
banned my entrance to Chile. The Institute for Policy Studies,
where he worked, hired me and put me in charge of the Human
Rights Division; through this position | was granted many
invitations from universities and churches to speak on this issue.
| started taking arpilleras to illustrate my speeches when they
referred to Chile, since their authors gave an accurate picture of
what was happening, with information that was not printed in
newspapers and the media.

“With the Human Rights Division of the Institute for Policy
Studies in Washington D.C., | organized a tour throughout
universities and churches in the United States, inviting artist
Valentina Bone (who invented and taught the technique used to
make these burlap craft pieces to women who were looking for
their disappeared husbands, sons and brothers), so that she would
speak to Americans about her work in Chile and report on human
rights violations happening in her country. | asked Valentina to
help me contact other burlap embroiderers that would want
to contribute to our project: a chronology that would illustrate
the most relevant human rights violations in Chile, and the role
played by the Church to protect victims of the dictatorship, during

1 Burlap andjute: course fabric from sacks that are no longer in use.



the entire time the military government remained in power. |
presented this project to the Women's Division of the Methodist
Churchin New York and it was approved. Funding was authorized
for travel, interviews, the purchase of burlap craft pieces and
economic support for the crafters until the dictatorship ended.
“In1978, taking advantage of the trial taking place in
Washington for the murder of my husband, | traveled to Chile to
submit a request to recover my husband's nationality, even though
my Passport had an L on it (meaning the list of people who were a
threat to the State's internal security). During that trip | contacted
burlap embroiderers belonging to the Agrupacion de Familiares
de Detenidos Desaparecidos (Relatives of Disappeared Detainees
Group), | contacted the workshops of Casa Martin Luther King in
Huechuraba, the workshops Ménica Urrutia introduced me to in
Huamachuco and La Pincoya and the workshops of the Vicarage
of the Catholic Church which Winnie Lira introduced me to; | also
visited political prisoners at the women's jail twice; all of these
were opportunities in which we agreed on ways to smuggle their
arpillera work outside the country without endangering their lives.
“It was very important to be able to financially and emotionally
support these women. It was also very rewarding for me to be able
to spend time with the women artisans and their families, in their
homes, and with the relatives of disappeared detainees who set
up their workshop at the Solidarity Vicarage. It was very rewarding
to make this project a reality”.

Description of the collection

This collection comprises a selection of 55 arpilleras that show
events and themes for each year of the dictatorship, from the
bombing of the Moneda Palace, seat of the Chilean presidency,
on September 11,1973, to the return to democracy in 1990.

Some of the issues displayed are: torture, repression, exile,
economic struggles and unemployment, black-outs in the city's
shantytowns, and the organizations and demonstrations against
the military regime. Some burlap craft pieces contain messages
written on paper by each one of the identified authors; others
are anonymous and their themes have been titled and described
providing context of date, year, and accurate information on each
one of the historic events they represent.

These arpilleras came from various workshops in Santiago,
whose members were brave women who narrated human rights
violations, political events and economic events affecting the daily
lives of Chilean people. Their work was conducted as a means
to support their homes when faced with unemployment and
political imprisonment, in addition to being a means to denounce
and artistically express their stories.

The burlap craft pieces have been exhibited in many countries
forinformational and educational purposes and to support
human rights defense. Until 1989 the collection was mostly
displayed as a chronology “in progress”, which was completed in
1990 with the return to democracy.

In the United States of America: Martin Luther KingJr.
Memorial Library in Washington D.C.; City of Eugene Equity and

Human Rights Center, in Oregon; Harvard Library, in Boston;
Institute for Policy Studies, in Washington D.C.; Chicago Human
Rights Museum and about twenty more universities in this
country.

In Europe: TNI-Transnational Institute in Amsterdam, Holland
and Amnesty International headquarters in England, Finland and
Denmark.

In Africa: World Conference on Women in Nairobi, Kenya.

In Chile: Salvador Allende Solidarity Museum in Santiago;
Orlando Letelier School in El Bosque, Santiago.

Mrs. Morel donated her collection to the Memory and Human
Rights Museum on gratuitous loan in 2009 to be exhibited and
historically preserved.

The collection is comprised by 55 burlap pieces.

This catalogue contains 29 of them.

During a trip to Chile in November 1975, André Jacques, head of
CIMADE, the Service for Human Rights and Refugees organization’,
visited Comité Pro Paz (Pro Peace Committee) and the arpilleras
Workshop. Heimmediately proposed taking them to France to be
exhibited and contributing to their sale to support the work of the
Chilean women artisans who made these burlap craft pieces.

The first arpilleras arrived to France in early 1976, generating
interest at once. For people supporting the Chilean cause, the
burlap craft pieces specially caught their attention; they were
very interested in their origin—that they were made by women
relatives of political prisoners in Chile—; and the message of hope
and fight for survival amidst their pain, expressed with simplicity,
beauty and creativity. The French received them as works of art
representing popular culture. There was such a great demand for
these pieces that Geneviéve and André Jacques decided to keep
some, thinking that one day they should return to Chile.

This initiative was so successful that they decided to “multiply”
its impact: 10,000 postcards with pictures of burlap crafts
were printed and sold through the CIMADE network and the
solidarity committees for Chile throughout France; posters were
printed featuring images of arpilleras; in a joint effort with the
CCFD (Comité Catholique Faim et Développement), CIMADE
contributed to the production of a movie titled Chili, les arpilleras de
la colére, with artists Emmanuelle Riva and Jean Louis Trintignant.
They also published the book Un peuple brode sa vie et ses luttes,
which was translated to Dutch and Greek by a friend who
organized an exhibit in Athens. Of the group of burlap craft pieces
about 20 were selected —which were not sold—to be exhibited in
solidarity events for Chile.

1 CIMADE: French ecumenical association for solidarity, established during
the Second World War to aid and protect the human rights of refugees and
immigrants. The acronym stands for Comité Inter-Mouvements Auprés des
Etrangers.
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These initiatives and many others that were developed by a
number of solidarity organizations helped the arpillera crafters
and their work play en essential role generating awareness
and strengthening the efforts to support the Chilean people. In
addition, enough money was raised to support the workshops'
continuity and to provide income for the women crafters.

Funds from the sale of burlap craft pieces and other products,
as well as fundraising collections held at exhibitions and other
solidarity events for Chile, were sent to relatives of political
prisoners who worked in the workshops through the Pro Peace
Committee first, and then later through the Solidarity Vicarage.

The burlap pieces arrived to France by mail or were brought
by travelers who offered to carry them in their luggage. Packages
sent by mail were addressed to the home of Geneviéve and André
Jacques.

On April 11,1978, Chilean newspaper La Segunda published
adouble page article titled “Los tapices de la difamacion” (The
defamation tapestries), which literally said, “Our reader, who
for obvious reasons asked to remain anonymous, was able to
establish that this work was received in France by citizen André
Jackes whose home address is 28 Rue du Dragon, 75006 Paris”. It
was through this article that André and Genevieve realized that
their mail had been intercepted.

This episode, however, did not stop the sale of burlap craft
pieces, postcards and posters portraying some of the work.
Remembering this experience, Geneviéve Jacques says: “It was a
time in which solidarity was intensely experienced, because we
knew that there were a lot of people in Chile still fighting in spite
ofitall and, these women in particular, who embroidered stories
that had a meaning”.

Description of the collection

The collection of André and Geneviéve Jacques is comprised by 32
burlap craft pieces that represent diverse themes mainly related
to detention centers, disappeared detainees, hunger strikes

and the problems suffered by society in those years, such as
unemployment, alcoholism, and poor health care. Two of the craft
pieces refer to a significant marker in this time of Chilean history:
the discovery at Lonquén.

Of the 32 arpilleras, ten have written messages in which the
authors describe what their work is about. Some even have the
date when they were made. Nine messages are stored in a pocket
sewn at the back of the arpillera and only one is directly sewn onto
the front of the piece.

The collection is comprised by 32 burlap pieces.

This catalogue contains 18 of them.
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Fundacién de Proteccidn a la Infancia

Dafiada por los Estados de Emergencia - T
PIDEE Collection

History of the PIDEE
arpilleras collection

The repressive situation in Chilean provinces was, for many
reasons, different than the situation in Santiago. Repressed
families had less legal resources or institutions to support them.
The dispersal of the rural population, and the long distance from
denunciation centers in the city, made the situation for persecuted
people in provinces much more vulnerable. In addition, these
families were isolated from the rest of the population. They had to
face these problems with greater hopelessness and they perceived
the effects of the dictatorship in ways that were more threatening.

This situation led the PIDEE Foundation to create a project to
extend their work in order to include these families. The creation
of artisan workshops in the institution's many headquarters was
part of this initiative. The objective was to support the mothers
through a group activity, creating an instance for personal growth
and social interaction in a welcoming atmosphere of acceptance.
With this purpose in mind, artisan Marcela Pollonijoined the
initiative. She, along with the women attending the workshop,
developed the burlap embroidery and appliqué craft. The first
arpillera workshop was established in Linares; followed by Talca,
Chillan, Temuco and Valdivia.

As stated by Marcela Polloniin an interview: “There were only
women in Linares and the possibility came up of starting a burlap
craft workshop. The idea was that they could talk about their
problems, get them out. The burlap pieces began from this sort of
work... For the first piece each crafter told her personal story. These
burlap craft pieces became a deep analysis of what the beginning
of the dictatorship had been like and what was happening at the
time; they were like diaries, the women were able to make many
arpilleras, which revealed what was happening in the country.
Many of the women were farmers, they were insecure at drawing”.

Soon they began to make mock-ups on construction paper,
putting the story together, daring to cut the pieces themselves.
Some specialized in different figures. They began to work
collectively, supporting each other. “They had a supportive
attitude while making the burlap craft pieces, each one would
share her skills. Many of the arpilleras were collective efforts”, adds
Polloni.

Therapeutic work was conducted in the workshop of Linares;
they would go out on short trips to observe nature and their
surroundings. That is how they began to learn techniques that
provided them with enough confidence to draw, to give shape;
the women were willing to do quality work, each day they grew
farther away from their personal pain and began to portray other
experiences in the burlap craft pieces. They learned while crafting
and had total freedom to portray, using their own observations
and experiences.



The group built strong ties, displaying significant personal
growth, achieving greater autonomy through the creation of
their own organization which allowed them to sell their work.
Money from sales went to a common fund. All the PIDEE burlap
craft pieces had different formats and backgrounds. That's what
they decided, to be able to distinguish them from other burlap
embroidery pieces and to have their own identity.

Each one of the arpilleras represents pain and at the same time
the beauty of work well done. The women chose fabrics, colors,
and used these elements to shape support and hope.

The burlap pieces that were sent to Europe were created during
those years, with the purpose of generating awareness on human
rights violations in Chile; and to possibly provide income for the
crafters' families. An exhibition was held at Bucci Gallery with a
collection that was worked on for months, in which each woman
made a list of themes or issues from September 11 onwards. The
themes that would be worked on were chosen from this list.
Many of the women in the workshop traveled to Santiago for this
exhibit.

Smaller burlap pieces and burlap cards were also produced. The
idea to make smaller sizes came up in order to make it easier to
smuggle them out of the country.

Description of the collection

The PIDEE collection comprises 34 burlap craft pieces, donated to
the Museum in two stages: the first donation totaled 32 arpilleras
in 2009, and early in 2011 two more pieces were donated.

The burlap pieces of this collection follow a chronological order
and also a theme arrangement, covering the main markers of
the 1973-1990 period. These pieces depict themes such as torture,
detention centers, political prisoners, raids, exile, detention and
relevant events, such as the discovery at Lonquén, the immolation
of Sebastian Acevedo, the burning of Carmen Gloria Quintana and
photographer Rodrigo Rojas, the bombing of La Moneda, the soup
kitchens and processions.

This collection of burlap craft pieces has a common format:
all of them are vertical and have black fabricin the background.
This base was the foundation for figures and stories created
with scraps of fabricin preferably solid colors, using very little
flowered or striped fabric. This material can only be found in
representations of rooftops and trees. The main colors used are
green, blue, yellow and red; most of the figures represent humans,
buildings, hills and vehicles. Other materials are also used in these
pieces, such as paper, yarn and flannel.

The collection is comprised by 34 burlap pieces.
This catalogue contains 14 of them.

Carmen Waugh Collection HQ

.&V

Carmen Waugh visited Chile in 1976. She had been living in Spain
and was considered a renowned art gallery director and Latin
American art developer in Europe. During her stay, and due to

an interest in national art production and political contingency,
she acquired about a hundred burlap craft pieces that her sister,
Paulina Waugh, maintained in her gallery, where art work was
displayed and sold. Among this work were burlap craft pieces
made by underprivileged women attending the Taller de Arpilleras
Zona Oriente (Eastern Area Arpillera Workshop), which was
financed by the Solidarity Vicarage.

History of the Carmen Waugh
arpilleras collection

About fifty burlap craft pieces were purchased from this
collection by painter Roberto Matta, who had seen them in Europe
thanks to people who were able to smuggle them outside the
country to be sold in support of Chile or for other reasons. The
rest were kept by Carmen Waugh to be displayed in Europe and
denounce what was happening in Chile.

During later years a number of exhibitions were held. Of these,
the one that stands out the most is a travelling exhibition held
in Great Britain thanks to English art critic and historian Gay
Bret, who immediately became very interested in these pieces.
They were later exhibited in Warsaw, Poland, where only Carmen
Waughrs arpilleras were displayed. They later travelled to Habana,
Cuba, and returned to Europe for further exhibits.

The arpillera craft pieces were very well received by the
European public. They were created with great attention to detail,
which surprised many visitors. These exhibits became an attempt
to show the repression in Chile, and denounce human rights
violations, specially the events experienced by the women who
created the craft pieces.

Towards the end 0f 1984, Carmen Waugh returned to Chile to
actively participate in opposition to the regime and to generate
new instances for denunciation through art. She settled in a house
in Bellavista, where she founded Casa Larga (Long House), a cultural
center and meeting place for renowned artists and writers. With
the return to democracy in 1991, activities at Casa Larga came to an
end and Waugh took a position as director of the Salvador Allende
Solidarity Museum, an institution that collects work created by
distinguished international artists and writers donated to Salvador
Allende’s government in support of his work. While she was
director, at least one exhibit was held which included a number of
burlap craft pieces belonging to her own collection.

Description of the collection

The Carmen Waugh collection includes 54 burlap embroidery
and appliqué pieces, most of which were created at the Taller de
Arpilleras de la Zona Oriente (Eastern Area Arpillera Workshop).
Another five larger ones were created at the PIDEE (Foundation
for the Protection of Childhood Damaged by States of Emergency)
workshops.
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The members of the Eastern Area Arpillera Workshop were
washerwomen who, faced with unemployment, needed to
find new sources of income, such as sewing. With hardly any
experience they began to make burlap craft pieces in November
1975, creating small embroidery work on burlap, onto which they
sewed figures, churches, soup kitchens and homes. In time, they
perfected their craft, its details and themes, and found a way
to support their homes and a means to express their problems,
concerns and their reality; what they saw and experienced in the
city's shantytowns.

They became organized and created a common fund with part
of their earnings, which they used to buy materials and conduct
actions for support. Despite social and political problems, the
workshop continued and incorporated more members, with
which they were able to create a great number of arpilleras that
were later sold with the help of the Solidarity Vicarage.

When composing the arpilleras, colors were chosen by contrast,
though at times they didn't match because the women didn't have
enough materials to work with. Themes relate to different colors:
dramatic situations are expressed in gray or black tones, while
calm and hopeful events are depicted in bright colors, including
the representation of the sun. All pieces show human figures,
mainly children, which are a real and vigorous manifestation
of daily life in these shantytowns. The vivid and emotional
experience is expressed using modest, domestic materials that
are transformed through simple formal means. Their value lies in
their spontaneity and creative diversity.

The collection is comprised by 55 burlap pieces.

This catalogue contains 24 of them.
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Paulina Waugh Collection *;M.ﬂ
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History of the Paulina Waugh
arpilleras collection

The Paulina Waugh Art Gallery, located on street Sigloxx, 192, was
distinguished in the local art scene as a place for new expressions
and art media. The work conducted in 1976 with burlap craft
pieces is among its most outstanding exhibits. The arpilleras came
from Taller de la Zona Oriente (Eastern area workhop) headed by
the Communications Secretary of the Solidarity Vicarage, an
ecclesiastic institution that held workshops in different areas of
Santiago. During that year a series of burlap crafts were displayed
to the public, made by women who lived in a shantytown in the
eastern area of the city, who were trying to spread the news of
what was happening to their family members and the country in
general. At the same time, they were looking to provide income for
their families, since it was their only means to make a living.

The main purpose of the exhibition was to promote the artisan
craftwork of the members of the workshop, and to allow them
to meet professional artists and exchange experiences. The work
resulted in three theme exhibitions in which the arpillera crafters
and the artists displayed their work. The first exhibition was
held in August 1976 and was titled Mateo 25. It displayed etchings
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made by Teresa Gazitia and a few burlap craft pieces. The second
exhibition, titled San Francisco de Asis, was held in the Paulina
Waugh Gallery and the Colonial Museum of the San Francisco
Church, displaying work created by Claudio Di Gir6lamo, Teresa
Gazitlia, Alberto Pérez, Juan Carlos Castillo, Vittorio Di Girolamo
and the Arpilleras Workshop. The last exhibition was held in
December of that year. The three exhibitions fulfilled the different
objectives, including the sale of a great number of arpilleras. These
exhibitions contributed to creating a meeting place for people
that wished to express their opinions and build a world committed
with what was taking place around them. “Works of art attempt
to provide us with a significant vision of the world, when this work
expresses a state of consciousness, a lucid attempt at interpreting
reality”, says Alberto Pérez in the San Francisco de Asis exhibition
catalogue.

In the early morning of January 13,1977, the Paulina Waugh
gallery was destroyed. It was attacked by strangers who threw
bombs at the building's second floor. This event resulted in the
gallery's closure and the loss of many burlap craft pieces on
display as well as artwork by renowned artists such as Matta,
Vilches, and Antlinez, among others.

Description of the collection

Paulina Waugh's collection is comprised by three burlap craft
pieces that narrate different scenes of the attack that took place in
January 1977. Each one portrays the pain of this event, expressed
through lively colors and eye-catching shapes, attracting attention
through the incredible innocence and strength expressed by these
pieces. They directly reflect the feeling caused by the destruction
of the gallery. The detailed work, in addition to the detail of the
fabricand wool that was used, generate the ideal texture for each
representation, and leave behind a physical testimony of the
event.

The collection is comprised by three burlap pieces.
All are included in this catalogue.

Kinderhilfe Chile Bonn Collection -;L }
History of the Kinderhilfe Chile Bonn group

. . L
arpilleras collection #h

The Kinderhilfe Chile (Aid to Children in Chile) groups were
created after the military coup in more than twenty cities in West
Cermany. They were support groups mainly comprised by German
women and Chilean women who had been exiled to this country.
The first group was formed in Frankfurt, in 1975, after Hortensia
Bussi, former president Allende's wife, visited this city. There
she made a special reference to children's suffering under the
dictatorship and fervently requested efficient action to aid them.
The organization was created in Bonn, in 1976, by Chilean
women and men who were exiled to that city,and German women
possessing a profoundly supportive spirit, who participated
and provided assistance. Among its most active members were



Cora Penselin, Inge von Maydell, Marianne Spieckermann, Ruth
Schlette and Martine Metzing-Peyre, as well as Chilean married
couples Keka Morales and Mariano Fernandez; Inés Hoevelmayer
and Fernando Mujica; Oriana Rodriguez and César Fernandez;
Inés Rubio and Vladimir Hermosilla; Marianela Garcia and
Leopoldo Séez; and the significant contribution of Laura Acufia.

The objective of the Kinderhilfe Chile Bonn group was to assist
children who were suffering under the military dictatorship
in Chile and denounce the cause of their suffering, meaning
murders, torture, imprisonment, exile and other human rights
violations, to the German community. The group did not help
a few individual children in particular, it wanted to contribute
so thatall the children of a family or a social group could lead
dignified lives. That's why they provided support to initiatives
coming from base groups, whose work was aimed at children
and also involved parents. This group benefited children's soup
kitchens, which contributed to the development of their bodies
and minds, and a number of medical centers for children and
teenagers, among other organisms.

True friendships grew among Chilean and German members of
the group. Cora Penselin and Ruth Schlette traveled twice to Chile,
in1981and 1986. Through the Solidarity Vicarage, and through
Winnie Lira in particular, many doors opened for them, and
contact was established with women's workshops in Santiago, and
other projects and groups in Antofagasta, Valdivia, Linares and
Ancud, among other cities.

The Kinderhilfe Chile Bonn group conducted a number of
solidarity actions for the Chilean people, among the most
significant were the purchase of burlap craft pieces made by
Chilean women, which were sent to Germany by the Solidarity
Vicarage Workshops. This increased their sale and the money that
was raised was used to support the soup kitchens established by
the Solidarity Vicarage. In addition, arpilleras containing themes
(torture, imprisonment, disappeared detainees, exile, poverty)
were exhibited as a powerful and living testimony of what the
Chilean people were suffering under the military dictatorship.
When these burlap pieces became more widely known in
Germany, not only were they sold in solidarity events, but the
group received special requests for exhibits and sale from schools,
churches and even banks.

They also developed other initiatives, such as printed cards with
pictures of arpilleras, which were sold as well.

A special initiative was developed in the city of Sankt Augustin,
near Bonn. During the celebration of Women's Culture Week the
group held a breakfast event for German and foreign women in
which they worked together to make a giant burlap craft piece.
Many foreign women were invited, specially from Arab countries,
so that they could become integrated into a fairly large group
of German women in the area. They were explained what an
arpillera was and how Chilean women expressed theirjoys, and
particularly their anguish and fears through them. Then, they
worked together on a giant burlap craft piece, in which they
expressed their dreams and hopes, and the problems of their daily

lives. The giant arpillera was made with fabric scraps donated by
each one of the participants, who put them together with pins. A
smaller group met once a week, for three months, to hand-sew it.
In this community burlap piece, foreign women expressed what
their lives were like in a country that was not their own, while the
German women expressed their feelings of support for them.

With the money earned from the sale of Chilean crafts
purchased in Chile from different women's workshops, the
Kinderhilfe Chile Bonn group maintained a number of relief
projects in Chile for a very long time.

As awhole, the group did not suffer restrictions when receiving
burlap crafts, but once, towards the end of 1980 or early 1981,
before Cora and Ruthrs first trip to Chile, a delivery was intercepted
and the group was told that the package had been confiscated
because it contained “subversive material”.

Many arpilleras included a small pocket in the back with a
message inside from the author. Finding these messages was very
exciting for the women of the Kinderhilfe Chile Bonn group and
on occasion they would decide not to sell a burlap craft piece that
had especially caught their attention: “We were always fascinated
by them and selling them seemed to us like selling our own child”.

Description of the collection

This collection was donated to the Museum by Beatriz Brinkmann,
who received it from Ruth Schlette in the nineties, when the
Kinderhilfe Chile Bonn group had already ceased operating and
a few German women who had been members thought this
material should return to Chile because of its significance as

an historicdocument. The collection is comprised by 31 burlap
craft pieces depicting themes mainly centered on the search

for disappeared detainees, detention and torture centers,

and a few themes regarding economic problems at that time:
unemployment, Caja de Crédito Popular (Popular Credit Fund),
mendicancy and undernourishment. The collection includes
seven burlap craft pieces that exclusively address religious
themes, such as the Stations of the Cross.

This collection is unique because many of the pieces have
written signatures on the back, with which their origins could
be further investigated. Some of the names signed are: Felicia,
Emilia, Victoria Dfaz, Elsa Esquivel and Ana Maria. Only two
contain messages in the pockets in back, briefly explaining the
content of the images shown.

The collection is comprised by 31 burlap pieces.

This catalogue contains eight of them.
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Liisa Voionmaa Collection

History of the Liisa Voionmaa 1
arpilleras collection

Finnish historian Liisa Flora Voionmaa Tanner, who came to Chile
in the early seventies, began working with a burlap craft workshop
in the eighties moved by her interest in crafts and the desire to get
to know the life and situation of Chilean people. For three years
she visited the Recoleta workshop, in Conchali, in the northern
area of Santiago. This was one of the oldest workshops, supported
by the Solidarity Vicarage and later by the Missio Foundation,
which organized courses so that crafters could learn better
technique that would enhance the sale of their work. Shape,
scenery, perspective and finishes were among the issues covered
in the workshop.

According to what was observed in the workshop, the burlap
crafters of this period no longer had denunciation and emotional
expression as their main purpose; it had now become an
economic function. Thus, the market influenced the content of
burlap crafts and certain aspects of the technique that was used.

Towards the end of the eighties, Liisa Flora Voionmaa collected
this group of arpilleras to be exhibited at the Jygvaskyli Craft
Museum in Finland. She did it because she saw the need for
people to become aware of what the situation was like in Chile.

Description of the collection

Of the 29 burlap pieces in this collection, 25 were sewn together
to form a large wall hanging. These pieces show scenes from
daily life during the dictatorship, addressing themes such as
nourishment, health services, dumping grounds and the demand
for an egalitarian education system.

The collection is comprised by 34 burlap pieces.
This catalogue contains 15 of them.
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Marijke Oudegeest Collection

History of the Marijke Oudegeest
arpilleras collection

In 1981, Dutch-Canadian citizen Marijke Oudegeest visited Chile
with her husband, who was traveling on business. She decided to
travel with him to offer her support to the Solidarity Vicarage after
attending a theatre performance of the play Tres Marias y una Rosa
(Three Mary's and a Rose), in which David Benavente recreates the
lives of a group of women who make arpilleras to earn a living in a
shantytown in Santiago.

Marijke was interested in supporting this craft and its sale,
which is why she began to send burlap craft pieces abroad and
other artisan crafts made in the Vicarage workshops, establishing
animport business that was called The Three Marys.

When she returned to Canada she organized exhibitions to
spread the stories of the burlap craft pieces and the experiences
of the women embroiderers. These exhibitions were held in a
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number of Canadian regions during the eighties and nineties,
with women's associations and universities.

Once the Memory and Human Rights Museum was
inaugurated, she decided to donate the collection so that the
pieces would return to their country of origin.

Description of the collection

The Marijke Oudegeest collection is comprised of twenty burlap
craft pieces that cover the executions and bodies found in Pisagua,
the detention and torture in Villa Grimaldi, the denunciation of
political imprisonment, the search for disappeared detainees and
demonstrations for liberty, justice and democracy, the exiles, the
1988 referendum and the election in 1990, and the transition to
democracy. Many of the classic features of burlap craft pieces can
be appreciated, such as the use of color, the variety of fabricand
their different textures.

The collection is comprised by 20 burlap pieces.
This catalogue contains 12 of them.

On September 24,1987 a student protest was being held, called
on to celebrate the “Defense of Higher Education Day” and to
protest against the designation of Mr.José Luis Federici as head of
Universidad de Chile (University of Chile). When the students were
protesting in front of the Santiago Municipal Theatre, a traffic
policeman shot music student Marfa Paz Santibafiez Viani in the
head. The student was severely injured.

Her family remembers that some time after the event, when
Maria Paz was recovering at home, two women artisans, from
Macul it seems, visited her and gave her three burlap craft pieces
that represented the protest and the shooting. It was their way of
expressing their support and the impact this event had on them.

This gesture impressed Maria Paz, who treasured the crafts and
kept them in the same bag the women brought with them. Years
later she settled outside Chile and once the Memory and Human
Rights Museum was inaugurated she asked her sister, Eliana
Santibafiez, to donate them so that they would be made public
and remain as a testimony of how Chilean women represented
life situations affecting Chilean people, through this cultural
expression.

This collection is comprised by the three arpilleras that represent a
sequence of events of the shooting. The first one shows a group of
people protesting. The second one shows Maria Paz laying on the
ground and the policeman shooting her; there is writing on the wall
of the Municipal Theatre that reads “Strike October 7”, which refers
to the call-out made at the time by the Workers National Command
which resulted in the regime making requests against the



organization and submitting union leaders Manuel Bustos, Arturo

Martinez and Moisés Labrana to trial. The third burlap piece shows

Maria Paz Santibafez, severely injured, arriving at the hospital.
The collection is comprised by three burlap pieces.

All are included in this catalogue.

Helias Foundation and Carmen

Alegria “Arpilleras of Chile” Collection

History of the Helias Foundation
and Carmen Alegria arpilleras collection

This collection was donated to the Museum by Silvia Hernandez,
butit travelled a long way to get here. The “Arpilleras of Chile”
collection was collected by artist, educator and human rights
activist Eve De Bona, who lived in San Francisco, California. Eve
says that, by her request, many women who traveled to Chile
during the years after the coup would come back with these
burlap craft pieces. This is how the collection was formed, and its
first objective was to denounce human rights violations.

Many years went by before the collection was purchased by
Carmen Alegria, daughter of writer Fernando Alegria (Caballo de
copas). In the nineties, Mrs. De Bona and her husband entrusted
Carmen Alegria with the collection, who promised she would
send it to Chile for its permanent exhibition.

This collection was part of many exhibits in the San Francisco
bay area and Berkeley, in events that were organized to support
Chile. During that time “Pefia Berkeley” became very well known
for conducting solidarity activities in benefit of the Chilean people
and for its exhibitions of burlap craft pieces. A few years later,
Chilean photographer and singer-songwriter Alejandro Stuart
established “Pefia Sur”, located in chicano neighborhood La Misidn,
in San Francisco. The burlap pieces were also displayed there for a
long period of time.

Eve De Bona then founded the Helias Foundation, which
conducted solidarity work through popular art. With the
foundation she traveled throughout the United States exhibiting
the burlap craft pieces and telling their story.

When Alejandro Stuart left the United States, Carmen Alegria
gave him the collection. She wanted the pieces to remain in Chile,
in one of the museums dedicated to the dictatorship years and
the popular resistance. But Alejandro Stuart stayed in Mexico for
some time, where he wrote and sang, all the while carrying the
arpillera collection along, taking good care of it though.

Once he's settled in Chile, he gives the burlap pieces to Silvia
Hernandez, who finally donates them to the Memory and Human
Rights Museum, to be part of its collection.

Description of the collection

The collection is comprised by 27 burlap craft pieces, all of which
come with a printed note explaining the content of each one. The
collection was numbered; each arpillera had a piece of ribbon
attached to it with a number written on it using a marker.

These burlap crafts cover different aspects of daily life during
the dictatorship: unemployment, life in shantytowns, soup
kitchens, protests, persecution, demand for justice, imprisonment
and solidarity, exile, detention centers. Only one is dated and
another one has a pocket in back with a message stating the name
of the authors and the workshop where it was made. Most of them
have pockets, but no messages inside.

Of the original pieces, one is missing, which represented a
maternity ward with women giving birth. This one seems to have
been made by another group of women crafters, maybe at the
same time, but expressing different concerns.

Itis possible that two or three arpilleras may have disappeared
during all the traveling, since a few pieces are mentioned in the
original list, yet they have not been found.

The collection is comprised by 27 burlap pieces.

This catalogue contains 16 of them.

Dieter Maier Collection

History of Dieter Maier's
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arpilleras collection

The arpilleras provided by Dieter Maier have different origins.
Some, most of them, came to Amnesty International in Frankfurt
from the Committee for Peace in Chile and then from the

Vicaria de la Solidaridad. They were manufactured both in the
family workshops of detained-disappeared as well as in the
unemployment workshops. Others come from the therapeutic
workshops of the Fundacién de Ayuda Social de las Iglesias
Cristianas (FASIC) (Social Aid Foundation of the Christian Churches).

They arrived in Germany, along with pieces of prison crafts,
through supportive friends who worked on the Lufthansa airline,
so transport was safe and never affected by any kind of damage or
persecution.

These arpilleras were exhibited in multiple solidarity activities
with Chile and were also commercialized to help the development
of the workshops in the country. On one occasion, an exhibition
was held jointly with the solidarity organization Kinderhilfe.

Description of the collection

Dieter Maier, who handed them over to the Museum on two
occasions, preserved the arpilleras: the first four in 2011 and the
rest in 2013. Some represent demonstrations at the doors of a
church, or demandingjustice for Rodrigo Rojas and Carmen
Gloria Quintana and the presence of police repression. In
other arpilleras, we find the social context of the country in the
population sectors: a laundry, unemployment, Christmas and
a power cut. The latter attaches a message on a piece of paper
explaining the subject: “a power cut for non-payment, being
unemployed”. This arpillera is the only one that identifies its origin
in the FASIC Workshops.

The collection consists of 18 arpilleras, 10 of them included in
this brochure.
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Maria José Bunster Collection

History of Maria José Bunster's
arpilleras collection

The arpilleras donated by Maria José Bunster were received from
Jorge Molina Valdivieso, Chilean lawyer, and politician, who
gathered this collection during his years of work linked to the
defense of human rights. First Molina worked in the Committee
for Peace in Chile and then in the Vicaria de la Solidaridad until its
closure in1992.1n1995 he was a member of the Superior Council
of the National Corporation for Reparation and Reconciliation.

During her work in the Vicaria de la Solidaridad, a group of
“arpilleristas” women gave her these pieces as a way of thanking
her for her work in the legal cases of their families.

Description of the collection

The arpilleras represent images of demonstrations for the
“freedom of political prisoners,” denunciations of layoffs, popular
laundries, health problems in health centers, such as lack of
milk, and community kitchen. In the latter, very special elements
such as tablet capsules are incorporated into the manufacturing
process.

The collection consists of nine arpilleras. Six were included in
this catalog.
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Rosemary Baxter in Canada gathered this collection of arpilleras
when she participated with other women in numerous acts of
solidarity with Chile. At these events, there were exhibitions
in which the arpilleras were a means to denounce what was

happening in Chile, solidarity was called for, and they were also
marketed to raise funds to support Chilean women and families.

The arpilleras of this collection show us images of the
coordination and organization of the population through the
arpilleras workshops, the community kitchen and denounces for a
better quality of health care in the public health service.

The collection consists of eight arpilleras. In this catalog four of
them were included.

Gabriela Videla Gonzélez Collection

History of Gabriela Videla Gonzélez's
arpilleras collection

The arpilleras donated by Gabriela Videla were obtained during
her work for solidarity with Chile, from Mexico, where she settled
after suffering persecution and being declared “persona non grata”
by the dictatorship. There she received the support of Bishop Sergio
Méndez Arceo to get ajob in Cuernavaca and settle down.

When the prohibition to enter Chile was lifted, after six years
she contacted the Vicaria de la Solidaridad, making several
trips and managed to take the arpilleras to Mexico, Canada, and
the United States, selling hundreds of them. She received the
help of some friends in this work, among them Nelly Mazcon,
who worked so hard for human rights in Chile and Nicaragua.

In Canada, she meets Sheila Reid - who is also a donor at the
Museum - with whom she establishes a great friendship. Together
they share the work of solidarity and dissemination of the
arpilleras.

Gabriela, from her contact with the arpilleristas women,
remembers especially one of them, called Aida, who played an
important role with the women here in Chile. She also had the
opportunity to make a presentation about arpilleras in Mexico
City and was the author of the audiovisual “Mujeres chilenas
bordan la vida” (Chilean women embroider life), a material that
through images of arpilleras describes the reality of women and
the Chilean population in the sad dictatorship years.

Description of the collection

The arpilleras in this collection refer to subjects such as raids,
land taking - something very common at the time due to serious
housing problems - as well as problems with primary health and
nutrition. There are also representations of detention facilities
such as a prison and a prison camp.

The collection consists of 10 arpilleras. Six included in this
catalog.

Florrie Snow Collection
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History of Florrie Snow's
arpilleras Collection

This collection of arpilleras was a compilation made by Florrie
Snow while she was the director of the “Program of the Churches
Committee of Canada” a special project, to welcome Chilean
political refugees who arrived in this country between 1975 and
1979. Before that, she worked in the Peace Committee in Chile,
where she got to know the first arpilleras workshops. She also
participated in the Fundacién de Ayuda Social a las Iglesias
Cristianas (FASIC) (Foundation for Social Assistance to Christian
Churches), being part of its board of directors for almost 30 years.

While in Canada she received many packages with arpilleras
from Chile, selecting some for exhibitions in galleries and



churches, also taking advantage of these instances to sell them.
She remembers that one of the most successful exhibitions was
the one held in the city of Toronto.

Description of the collection

Florrie Snow returned to Chile in 1983, bringing with her some
of the arpilleras she selected and exhibited in Canada. In this
set, we find several of the events of the dictatorship, such as the
bombardment of La Moneda, the discovery of those executed in
Pisagua or the victims of Lonquén, in addition to other transversal
themes present in the society of the time, such as community
kitchen, political prisoners, exile and unemployment.

The collection consists of 16 arpilleras, nine of them included in
this catalog.

Anne Lamouche Collection .

History of Anne Lamouche's
arpilleras collection

The arpilleras were delivered by Anne Lamouche's children, who
decided to return to Chile these gifts collected by her mother
during the years in which she collaborated with solidarity and the
defense of human rights in Latin America, under the protection of
French President Francois Mitterand.

Starting in 1981, Madame Lamouche carried out numerous
actions in Chile on behalf of the French government, visiting
prisons and collaborating in the improvement of the conditions of
the political prisoners' captivity during the dictatorship.

Description of the collection

The arpilleras describe the problems concerning the precarious
conditions of the population sectors, in which the children's
lunchrooms and popular laundries appear. A piece of work refers
to FASIC, and it has probably been made in its workshops. One
of the most striking images shows a person walking away from
home in the middle of a starry night.

The collection consists of six arpilleras, four of them included in
this catalog.

MEMCH! Los Angeles Collection -

History of the MEMCH Los Angeles'
arpilleras Collection

The arpilleras donated by MEMCH LA Group of California, United
States -a subsidiary of MEMCH Chile- were the product of the
work carried out by a group of women during their exile in the
United States, along with others who showed solidarity with them
and welcomed them upon their arrival in that country.

The group was born thanks to the visit of Paulina Weber,
delegate of MEMCH Chile, to Los Angeles in 1980. She raised

1 Movement for the Emancipation of Chilean Women.

the idea of carrying arpilleras from Chile, made by shantytown
women, as a way of collaborating and supporting the community
kitchen and children's lunchrooms created to face the high levels
of unemploymentin Chilean homes, which seriously affected the
population' feeding, especially of children.

The arpilleras traveled to the United States in packages of 25
units, transported in the suitcases of those traveling from Chile.
Once in California, they separated some of them, they chose them
taking into account the message, denounce of that moment,
the colors, and the village from which the piece came; many of
these arpilleras were sold. Some of them supported the classes
of university professors working on torture, human rights and
theology.

Description of the collection

The arpilleras represent images of life in the population, popular
laundries, water supply, community kitchen, electricity problems,
and popular education. Social struggles are present through
strikes, arpillera workshops, protests and marches with posters
like “No Hasta Vencer” (Not until weve beaten). Included in this
collection are two particularly symbolic ones: one referring to the
victims of Prison Camp 29 and the other, to the San Miguel Prison,
with relatives carrying provisions to their prisoners.

The collection consists of 49 arpilleras, 19 included in this
catalog.

Sheila Reid Collection

History of Sheila Reid's
arpilleras Collection

The arpillera given by Sheila Reid comes from the work done by
the Women's Voice Group of Salt Spring Island, Canada, which in
1985 began its work connected with the workshops of the Vicaria
de la Solidaridad. Initially, they sold arpilleras to their friends and
later they commercialized them in markets, and fairs receiving
great interest of islanders and tourists. In the first year, they
collected around 100 arpilleras to be exhibited, working for two
essential purposes: to sell them to generate money that was then
sent to Chile and to raise awareness among Canadians about the
crisis in Chile.

In the summer of 1986, Sheila Reid together with Donna
Clarck visited in Santiago the arpilleristas workshops in the
villages, thanks to the help of Winnie Lira from the Vicaria de
la Solidaridad. They took photographs and interviewed the
women, being impressed with their cooperative work and their
empowerment in these tasks.

Upon their return to Canada, they sought funding for a first
exhibition at the Women in Focus gallery in Vancouver, which
was held in February 1987. Later they organized another at the
Museum of Anthropology of the University of British Columbia.
At the same time, they developed a pack for use inside the
classroom, which included action plans, slides, and arpilleras.
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InJuly 1988, the exhibition Hilos de supervivencia: Arpilleras
de la resistencia chilena (Threads of Survival: Arpilleras of the
Chilean Resistance) was held, which traveled through around 25
galleries from the towns of Yukon to Quebecin Canada. Three
collections of arpilleras were available, which traveled to different
places, generating a broad network of awareness of the Chilean
cause and economic support for the women behind these works.

Description of the collection

The donor managed to keep only this arpillera, which portrays a
public demonstration asking for the longed-for “Peace”. The last
collection in her possession was donated to GAM Group (Mutual
Support from Guatemala), a group belonging to the families of
missing Guatemalans.

The collection is composed of one arpillera.

Frangoise de Menthon Collection

History of Frangoise de Menthon's ¥ 1
. -
arpillera

The arpillera given by Madame De Menthon was a gift she
received with her husband, Pierre, in 1975, while in the city of
Chartres, at a lunch organized with a group of Chilean refugee
families. Pierre de Menthon was France's ambassador to Chile
between 1972 and 1974 and welcomed hundreds of Chileans to the

diplomatic residence after the coup d'état.

Description of the collection

This arpillera is made of used fabrics and represents Peter and Mary
surrounded by refugees. On the right is Chile covered with wire
fences, and on the left, the Eiffel Tower. This arpillera represents
the gratitude to the solidarity and humanitarian welcome that
thousands of Chileans received in these difficult times.

The collection is composed of one arpillera.

Carolina Lehmann Collection

History of Carolina Lehmanns
arpillera

Carolina Lehmann stayed in Chile between 1970 and 1988. At that
time she was a nun who worked and lived in the western part of
Santiago, specifically in the shantytown of Pudahuel, dedicating
her work to help those most in need. In May 1978 he participated
in the hunger strike of the Jestis Obrero parish, which took place
simultaneously in the parishes of La Estampa and Don Bosco and
also in the Unicef headquarters. The strike deposed after17 days
of fasting, thanks to the Church's support and the health condition
of the strikers, many of them relatives of detained disappeared
people, who demanded with this action to respond with the truth
about what happened to their relatives after their arrests.

After this strike, Carolina receives from Ana Caceres an arpillera
dedicated to this moment. Itincludes a small piece of paper with
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a message in which she expresses what she lived: “The uncertainty
of not knowing about her loved one forced her to seek the truth...”.

Carolina Lehmann has lived in Ontario, Canada since 1988, and
she sent this piece to the museum in 2016, saying that she intends
to return a precious object “to my beloved Chile”.

Description

The arpillera represents the hunger strike in the Jests Obrero
parish in May 1978, reflecting the actions that the relatives of
victims of the dictatorship promoted in the search for truth and
justice.

The collection is composed of one arpillera.

Mireya Moreno Collection

History of Mireya Moreno's
arpillera

This arpillera was made by a resident, who attended a
performance of the play Return to the End by Victor Calderon,
performed by the Teatro Familiar de Barrio (Family theater in
the neighborhood). This group has functioned since 1981 staging
plays in homes as a way of closely linking audiences and actors.
Neighbors in a particular sector or street often participated in
these activities.

Description

The arpillera represents the play “Regreso al Fin” (Return Finally),
written by an exiled Chilean. It reads posters alluding to the return
lists that were beginning to be published, which allowed the
return of hundreds of exiled Chileans.

The collection is composed of one arpillera.

Bélgica Castro Collection

History of the Bélgica Castro's
arpilleras collection

Bélgica Castro created this collection between 2004 and 2010.
Her first approach to the arpilleras was in 1977 when she joined
the workshop of the Bolsa de Cesantes Joao Goulart (Jobseeker's
Exchange) in the south of Santiago, where she met Mireya Rivera,
Tania Toro, Raquel Jiménez, Ana Gonzélez, Mercedes Arévalo and
Felicita Castro.

Bélgica Castro experiences the disappearance of her husband,
Radl San Martin Barrera, on October 6,1973. She joins other
women from the group of relatives of disappeared detainees and
later with the arpilleras workshop. “There, in front of a bunch of
fabrics piled up on the table, we sat... We clung to the used fabrics,
to the bits of fabric, because they have history and in that way, we
brought to life our disappeared detainees.” Mimi.

She did not keep any of her first arpilleras; her life in those years
was full of shocks with arrests and relegation, so she decides to go
into exile in Sweden for12 years, trying to return to Chile in 1999.



But a deep depression does not allow her to stay in her country,
going back to Sweden. It is at this moment when she decides
to take up the arpilleras again, embodying in the fabrics the
dramatic cases that had impacted her.

Her arpilleras toured the Konoberg region of Sweden, the art
galleries of Vaxjo Konsthall and several libraries. They were also at
Vastra Gotalands Ian in Goteborg, at the Cosmopolitan art gallery
in Gothenburg and at SofieLund Folkets hus, the People's House
in Malmé.

Description of the collection

The arpilleras present us with images alluding to the actions
undertaken by the Agrupacion de Familiares de Detenidos
Desaparecidos (Group of Relatives of Disappeared Detainees), a
tribute to the victims of the shantytown La Legua and some cases
such as Marta Ugarte, Maria Loreto Castillo, Juan Rivera Matus,
and Alonso Gahona Chavéz. The construction of the stories
present in the arpilleras of Bélgica Castro demonstrates much
expressiveness by the contrasts in the fabrics used and in the way
of arranging the human figures.

The collection consists of 17 arpilleras. 12 included in this
catalog.

Gloria Torres Collection
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Description

Creation of this mural began at the end of 1975 and finished in
March 1976. Mothers, wives, and sisters of disappeared detainees,
gathered under the aegis of the Chilean Peace Committee, work
on the mural. Each arpillera that composes the mural represents
the experiences and sufferings of the relatives once they have lost
one of their own, the detention, the search, and the solidarity with
other relatives, the lack of justice, the anguish and the pain.

Itisin this group where we can find the germ of the arpillera of
denunciation, the one that crosses borders to communicate the
drama of the disappeared detainees, the torture and silence of a
people that suffers and needs to make known its clamor.

The collection is composed of one arpillera.

Fundacién Solidaridad Collection -t

Description

This arpillera was made at Solidarity Foundation workshops,
which was created after the dissolution of the Vicaria de la
Solidaridad in 1992, to constitute and continue the work with the
artisans' workshops. This is how the arpilleristas made this great
mural with the hope of the arrival of democracy and the search for
justice so longed for. “The arpillera is the denunciation of what the
dictatorship was, the arpilleristas what they do is to paint reality,
is to embroider reality, to embroider with little pieces of cloth
whatis happening to them,” says Winnie Lira, executive director of
the Solidarity Foundation.

The Solidarity Foundation stopped operating in 2011, putting
an end to more than 30 years of solidarity and “Dignidad Hecha a
Mano” (Handmade Dignity) giving part of its historical collection
of handicrafts to the Museo de la Memoria y Derechos Humanos
(Museum of Memory and Human Rights).

The collection is composed of one arpillera.

Taller de Arpillera PRAIS Collection -E

Description b
In 2008, the team of the PRAIS Program of the Ministry of Health
in Temuco convened a group of women relatives of disappeared
and executed political detainees to participate and share a space
for reflection about their experiences of violation and the long
road in the search for Truth and Justice.

Thus, with the help of a specialized team and a PRAIS
beneficiary monitor, a group of 12 women, including daughters,
wives, mothers and sisters of disappeared and politically
executed detainees, begin the creation and making of a giant
arpillera. Itis decided that the arpillera theme will be the Temuco
Memorial, because it means the struggle of family members
in the search for Truth and Justice. Likewise, personal events
are embroidered in the center of the Memorial using symbols
that seek to give an image of the meaning that the repressive
experience has had for each of the workshop participants. The
arpillera frames the Memorial and personal events, as well as
the embroidery of the Andes, as a way of showing that what is
expressed happened in Chile.

The collection is composed of one arpillera.

Agrupacién de Familiares de Detenidos
Desaparecidos de Parral Collection
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Arpillera made by a group of mothers, sisters, wives and daughters
who are part of the Group of Relatives of Disappeared Detainees
of the city of Parral. The use of the black cloth background is very
typical of the workshops in the seventh region. In this image, you
can see the main buildings of the city, such as the schoolchildren
entering the School F-570, the Municipality of Parral, the Theatre
and the Plaza de Armas, all as a small fragment of life in Parral.
The collection is composed of one arpillera.

Description
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Silvia Canovas Mesa Collection

Description

Arpillera that the minister received as a gift during a visit to the
Degollados case, Mr.José Canovas Robles, from the hands of a
woman who managed to break through the strict police controls
that controlled the ministers house. Artisan women of the
Foundation made it for the Protection of Damaged Children in
States of Emergency, where they relate the facts that involved this
case happened in March198s.

The collection is composed of one arpillera.

Sonia Toledo Loaiza Collection

Description

Large format arpillera used by the Women's Emancipation
Movement in Chile at its headquarters in Chicago for solidarity
activities. It was made in Chile in 1986 and was in charge
of arpilleristas' instructors. The idea was to do something
different with their own rules: a great horizontal story made
of cloth without separations. The image shows the main
conflicts in Chilean society at the time, the search for justice,
the hunger strike, the mobilizations with banners “Where are
they”, “Freedom to the PPs” and “No impunity”, the wake, the
community kitchen, the problems in primary health and the
laundries, to name a few.

This work is signed by the arpilleristas Elizabeth, Luz and
Maria Yolanda.

The collection is composed of one arpillera.

Silvia Fernandez Stein Collection ""-&-.

Description

This arpillera was made in exile in Stamford, United States, as a
tribute to the families of all those who had been arrested, tortured
or disappeared in a period of social instability. Also as recognition
of the women's resistance who fight with determination and
fortitude telling their own pain.

It was designed and produced by Silvia Fernandez Stein, with
the collaboration of Geraldine Cortez, Ménica Gonzalez, Verdnica
and Silvia Madariaga, Natacha Becerra, Nines Gammiz, Sofia S.
Lida, Julieta Rios, Patricia Barroso and Olga Vivar.

The collection is composed of one arpillera.
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