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ABSTRACT
The research in this study focused on how storytelling through artmaking,
specifically, narrative embroidered story cloths (tela bordada) has been used traditionally
in rural Central Mexico. The study explored place-based identities and traditions
embedded in the culture, and examined how these processes could potentially be
incorporated into art therapy practice in these communities. The research question,
“What is the experience of engagement in tela bordada?” illuminated the meaning of
Indigenous theory and expanded the import of the experience of the material and process.
This led to the discovery of finding meaning explicit in the participants’ experiences and
implicit in the researcher’s experience of designing and conducting research, exposing a
need to decolonize art-based research approaches.
Thirteen participants were recruited from individuals associated with two
university programs located in Michoacán, Mexico. Qualitative data were collected
through a 12-session mixed-method, arts-based (ABR), phenomenological approach
using art making and reflective journaling. The approach was chosen wherein art making
was utilized during data collection (embroidered story cloths) and analysis (weaving)
with the inclusion of a quantitative exploration of the possible role of ethnic identity,
using the Multigroup Ethnic Identity Measure (MEIM).
Themes of wellbeing, identity, gender issues, expectations, and the experiences of
place and time were evident in the participant experiences with an exploration of Slow
Theory of Time, the utility of the Multigroup Ethnic Identity Measure (MEIM), art and
storytelling as research and intervention, and research methodology. Additionally, the
data suggested that the concepts of intentionally making space for self-exploration, the
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need for creating accessible places for that exploration, and mindfully engaging selfreflection, self-examination, self-monitoring, and shutting out external distractions with
the aim of finding or creating meaning were key elements of the participant experience.
Clinical application of the outcomes included possible benefits of incorporating “Slow”
therapy using locally sourced materials and methods, such as artisan craft, and
emphasizing relationship, hope, and intention, as viable considerations for supporting
clients versus Western, formulaic, brief solution focused approaches. Additionally, the
experience with the materials and process raised questions about how research
approaches are represented and promoted, suggesting that ABR might be redefined as
Indigenous Research.
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CHAPTER 1
Introduction
The motivation for this study began when I was an exchange student in Morelia,
Michoacán in 2005, completing an undergraduate degree. With majors in Visual Arts
Teaching and Spanish, my coursework immersed me in the culture of Mexico. In addition
to learning about the educational and social issues of Mexican migrants, I studied
Indigenous art, Latin American art history, image syntax, and Mexican literature, gaining
a base understanding of the traditional stories and art of the region. In the context of art
and communication, I encountered histories of groups who used art as social action,
namely, the Revolutionary Writers’ and Artists’ League, Liga de Escritoras y Artistas
(LEAR), which followed, the People’s Graphic Workshop, Taller de la Gráfica Popular
(TGP), and the Muralists, such as Rufino Tamayo, Diego Rivera, José Clemente Orozco
and David Alfaro Siqueiros. During the tumultuous 1930s and beyond, art in Mexico has
been a vehicle for the promotion of political and social causes, created for the masses,
that the majority could understand (Vanina, 2017). Whether illiterate or educated,
Spanish-speakers or speakers of Indigenous languages, through TGP and LEAR, art
became the platform for communicating revolutionary thought across cultures and
socioeconomic status (Vanina, 2017). However, despite the rich heritage of artistic
communication within Mexican culture, this history does not seem to be reflected in the
mental health services in Michoacán. Internet searches for art therapy in Mexico via
Google and art therapy orgnaizations rosters revealed that the practice is currently
promoted in Mexico City, the largest urban center and federal capitol, and areas where
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there are large concentrations of ex-patriots from the US and Canada, namely,
Guanajuato and Oaxaca.
The assignment of a project as an exchange student in Morelia, during my
undergraduate studies, for a course in indigenous art appreciation to explore the theme
"Tradition and Modernity." This allowed me to enter the world of a family pottery
workshop in Santa Fe de la Laguna, Michoacán and introduced me to Uarhí, “a Civic
Organization composed of indigenous women that seeks to reconquer its history, its
planning, to drive it, to spread it, to promote the integral development of indigenous
women” (http://www.uarhi.org/q_somos.htm). What began as a relatively easy task to
learn more about the influence of globalization and migration in rural communities,
opened my eyes to the fight to hold on to tradition while facing the costs - physical,
monetary, and emotional - of adapting to modern expectations.
I recall my first field experience working with potters in rural Mexico. Tasked
with learning more about the impact of globalization on their community and acutely
aware of my status as a White American, I connected with a family via art. I approached
with humble curiosity, inviting the artisan to demonstrate their expertise in pottery. The
invitation was accepted and reciprocated. This resulted in a collaborative understanding,
rather than taking a stand of superiority. I worked side-by-side with a local artisan,
demonstrating a simple pinch-pot technique, while acknowledging him as the expert in
forming a bowl using coiling. By engaging in pottery, we leveled the playing field; we
were both simply artists sharing techniques. I knew then, and I know now, that I am an
outsider. It allowed me to examine my identity, as well as the family’s, within the
relationship (Hadley, 2013). At that time, I was not concerned about imposing colonized
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methods; we were simply in the present, sharing what we knew. Caldwell & Johnson
(2012) noted that our ability to work with bias can make our interactions a “graceful and
contributive or awkward and hurtful” dance (p. 121).
Years later, during my pilot research, I solicited support from a P’urhépecha
psychologist, trained in Western modalities (psychoanalysis), who worked within the
rural communities. The psychologist, Anayuli Torres Molina, provided counseling
services for students at an Indigenous university and in private practice, working with
adult clientele. I asked Torres Molina if it had been difficult to combine her tools in
psychoanalysis with the beliefs of the community. Torres Molina (personal
communication, February 8, 2017) explained that the community accepted her by placing
her within the construct of curandero, (folk healers), specifically, the sukuami, who
involves healing both physical and emotional ailments, and, presides over ceremonies.
She admitted that many of her clients ask for a ritual, such as taking water into the mouth
and expelling it to remove a malady. She summarized, “So, for those types of doctors,
we were, like, we are so accustomed, suddenly, for me, it was as if, ‘Ay, you are [a
sukuami]’ then, they were telling me, ‘… but, when are you going to remove the bad?’”
When I suggested that art might serve as the ritual, a bridge between modernity and
tradition, Torres Molina replied, “It’s something really interesting.” Torres Molina
concluded, “and, at the same time, very noble, very beautiful, because to think about it
[artesenía] in this way is another perspective that, not only has to do with wanting to
know, but, also, wanting to know to be able to offer something.”
Since creative expression has been accepted as a means to construct meaning and
identity, prevent emotional and behavioral problems, increase self-esteem, and foster
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mutual respect (Rousseau, Drapeau, Lacroix, Bagilishya, & Neusch, 2005), I began
thinking about what Torres Molina expressed along with my previous experiences, and I
began to wonder what role artesenía might serve for communicating wellbeing?
A Look at the Demographics
The literature provided a basis for developing research with rural and Indigenous
(known as P’urhépecha or Tarascan) artisans in Michoacán, Mexico. Mexico reported a
population of 112,337 million in 2011, of whom 77.8% resided in urban areas (Esposito,
2011). Although Mexicans are considered equal under the law, the reality is that society
is “strongly divided in classes and stratus” (Novelo, 2002, p. 167), making it a country
marked by much inequality in nearly every aspect of life: health, economic opportunity,
education, public safety, and basic infrastructure (Aguirre Ochoa & Barbosa Muñoz,
2013; Esposito, 2011).
The state of Michoacán is located in the Central Western portion of the country.
It is nestled on the Pacific coast between six states: Colima and Jalisco to the northwest,
Guanajuato and Queretaro to the northeast, and Mexico State and Guerrero to the
southeast. In 2010-2011, 4.351 million inhabited the state; 31.3% lived in communities
with populations of less than 2,500 (6% in settlements of less than 500, 20% in
settlements of 500-2,500), 44.2% lived in poverty, 10.5% lived in extreme poverty
(Esposito, 2011; Instituto Nacional de Estatística y Geografia, n.d.). North-central
Michoacán is home to the historic Tarascan or P’urhépecha region. Approximately
813,000 who identify as Tarascan live within the region, situated around Lake Pátzcuaro;
although Indigenous language is a key to defining the region, there are just over 100,000
who speak P’urhépecha (Marr & Sutton, 2004; Tarascan, 2018). The region is noted for
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its rich agriculture and folk art; it is also known for migration, narcotics trafficking, and
vigilante groups (Bishop, 2009; Esposito, 2011; Farr, 2000; Novelo, 2002; Oliver-Rotger,
2006).
Tzintzuntzan, el lugar de colibris, the place of hummingbirds, was the seat of
Tarascan government through the 1520s, when it was conquered by the Spaniards
("Tzintzuntzan, Michoacán," n.d.). The present community is made up of 36
municipalities with a total population of 13,556 (Instituto Nacional de Estatistica y
Geografia, n.d.; Instituto Nacional para el Federalismo y el Desarrollo Municipal, 2010).
Within the municipality of Tzintzuntzan, Michoacán lies the ranch community of Santa
Cruz. This town of approximately 375 people is thought to be the birthplace of using tela
bordada, embroidered scenes and landscapes, for storytelling (Gonzalez Mora, 2015;
Martinez Gutiérrez, 2015; Servín Barriga, B., personal communication, January 12,
2017).
Tela Bordada
The art process, tela bordada, embroidered story cloths (see Fig. 1), chosen for
this research is but one of arrays of traditional craft practiced by rural and Indigenous
(known as P’urhépecha or Tarascan) artisans in the region surrounding Morelia,
Michoacán. Specialized Tarascan handicrafts encompass a broad range of materials and
techniques, including pottery, wood, textiles, toys and miniatures, metalwork, wax,
plumage, leather, and glass, and each community produces a signature style, which is
recognizable by collectors. Tela bordada features embroidered scenes of daily life and
ceremony in rural P’urhépecha communities and was selected for this study because the
scenes most directly present a narrative with materials that are easily portable. To situate
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tela bordada as a demonstration of identity and tradition, a brief history of folk art in
P’urhépecha villages is warranted.

Figure 1. Tela bordada depicting community life by Berta Servín Barriga, embroidery on
cotton, approx. 29" x 17.5".
The organization of Tarascan villages with specialized craft is credited to the
Spaniard, Don Vasco de Quiroga, who was sent to New Spain, now Mexico, in the 16th
century (Lacas, 1957; Lilia Susana Padilla, 1970). Quiroga initially served in a legal
capacity as a judge, oidor, but was later appointed as the first bishop of Michoacán.
Quiroga was noted for his social welfare programs, which included the establishment of
village-hospitals, colleges, and the design and regulation of artesenia. Quiroga was
influenced by the concepts presented in the Greek scholar Tomas More’s Utopia in the
formulation of the Ordenanzas, elaborate rules, for the village-hospital collectives
established (Lacas, 1957). Although the P’urhépecha had a rich heritage of artisan craft
before the arrival of the Spaniards, Quiroga was credited with forming specialization
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within each community based on the availability of local resources as a means to improve
the economy and unite the people. Artisans were taught to incorporate European
techniques, including quilting and embroidery, to enhance the quality and marketability
of their goods to reduce competition (Lacas, 1957; Lilia Susana Padilla, 1970, Nelson,
2006). According to historians, Don Vasco de Quiroga,
[D]ecided to help the whole population of Michoacán in their struggle for
livelihood… [To that end], in each village he established a trade, an art, or
an industry, which was to be the specialty of that place. [Products so well
made that Tarascan handicrafts] were sought by all surrounding
settlements. (Lacas, 1957, p. 82)
Nelson (2006) traced this history to modern times, acknowledging that
embroidered and crocheted clothing and household textiles were used ceremonially for
worship and community festivals since the early colonial period. Changes in marketing
these works began in the 1940s when commodification of Mexican crafts brought visiting
merchants to the villages to purchase inventory for urban and tourist markets. This came
about as “part of a state project to promote national identity formation and rural
development in Mexico” (Nelson, 2006, p. 55), a practice that continues to this day under
the oversight of El Fondo Nacional para el Fomento de las Artesanías (FONART)
(National Fund for the Promotion of Handicrafts). By the late 1960s and early 1970s, the
women artisans embarked on journeys to sell their wares directly to the public. While this
move increased their profit margins, it was a step that changed their self-identity in
relation to place, a “more ‘commercial’ version of their identity” (Stephen, 1993, as cited
in Nelson, 2006, p. 55).
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The women I met during my pilot study shared similar stories of the support they
received from FONART and the state institution, Casa de Artesanía, Departamento de
Concursos Artesanales, Instituto del Artesano Michoacáno (House of Folk Art,
Department of Artisan Competitions, Artisan Institute of Michoacán), and of their forays
out of the pueblo. In 1989, Bertha Servín Barriga (personal communication, January 12,
2017) began creating scenes and landscapes in her commercial embroidery in response to
a request from Casa de Artesanía, to produce fresh ideas for a competition, but she stated
that the inspiration came much earlier in her life. She said, “When I was a girl, we would
go to Pátzcuaro to sell milk and I would be drawing in the dirt at my foot, and I said one
day I am going to do this in fabric. In [19]80 we began to work [with] the stories, dances,
and traditions. They are childhood stories… everything, from childhood to grown”
(personal communication, January 12, 2017). The artisans of Santa Cruz shifted from
replicating Pre-Hispanic symbols to bringing folk traditions and rural experiences to life,
and in that process, began to share with the world the importance of their work. As
Servin Barriga put it, “We must preserve and broadcast human values and support the
diffusion and culture of folk art” (personal communication, January 12, 2017).
This theme of identity was expressed by all of the women artisans interviewed
during the pilot study, with a dichotomy of a sense of pride, relating to art professional
and traditional identities, and as a source of distress. Pride as master crafts-persons was
articulated repeatedly with phrases such as “true artisans,” “initiators of this work,”
“special and authentic piece,” “as if we were painters,” and “[we] truly are the masters.”
“We need to have the ability to draw, embroider, and stitch the colors of the rainbow in
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the piece… special colors so that the drawings take on life.” “They are talents that, well,
not everyone has.”
A tone of urgent importance to promote and maintain tradition was suggested by
the artists. Some expressions of this urgent tone were, “We, as artisans, don’t want to
lose the culture.” “There are histories that I don’t want to lose… stories carried forward.”
“As artisans, we capture all that is life in the country… to perpetuate a cultural heritage.”
To that end, it seemed that the artisans were striving to perpetuate the art by passing on
the tradition to their children and grandchildren. They said things like, “It will reach a
new generation… new generations to maintain this tradition.” It was noted that attracted
by the muñecas, vibrant-colored doll-like figures which are embedded into the story
cloths allows the children to engage with the pieces. “They understand [the stories].”
“When [my grandson] sees me working, [he says,] ‘Mamá,’ and grabs the needle and
starts; they come and grab the needle.”
Conversely, some expressions seemed to indicate that the work and Indigenous
identity were not esteemed. It was said that, “Some, don’t want to work anymore because
our work isn’t well paying.” “There are people who really value our work and there are
people who don’t, that it’s too expensive.”
These histories suggest that, although tela bordada and other crafts were created
primarily for economic gain, the materials and techniques are inextricably tied to the
artisans’ identities and traditions. However, to date, I found no evidence that narrative
story cloths have been used in healing ceremonies for this population. I began to wonder
if art making in this way could serve as a kind of ritual, a bridge between modernity and
tradition.
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What Was Gleaned from the Pilot Study?
From the literature and interviews of the pilot I began to wonder if there was the
potential to use traditional story and artisan craft for healing as a means to combat the
documented underutilization of mental health services by Latino and Indigenous groups
in Central Mexico (Shallcross, 2013). At the same time, in Central Mexico, there were
many groups focused on preserving patrimonial traditions and Indigenous language,
which has led me to wonder if it would be possible to build on familiar processes, much
like a curandero or Indigenous healer uses ritual and traditional practices for physical
healing, to connect art (artisan craft) with wellbeing. Would featuring a traditional folk
art form increase cultural connection and create a bridge between folk healing and
Western mental health treatment, with the potential of increasing engagement in services?
The pilot data gleaned though arts-based research (ABR) within the context of
place – physical, social, and affective – allowed me to step in and out of the roles of
participant and researcher-therapist. Both the product and the process highlighted a
theme of time, in particular, a slowing of time. I was slowed down by a cultural construct
of time. This slowing down process allowed me to be transported back in time through
place memories. I felt hemmed in, constricted, by the leisurely rhythm of embroidering.
This measured pace was simultaneously beneficial and detrimental. With each stitch,
slow and deliberate, it was as if time itself slowed so that I had to sit with the images and
recollections that were emerging, processing each detail as I pierced the cloth. Quieting
the outside world, hours felt like they passed in an instance, yet the figures appeared on
the scene at an unhurried pace; I found myself longing for them to move on. I selected
locales for the embroidery series (physical place): California, my place of birth and life
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until age 1.5; and Connecticut, my home for most of my childhood, age 1.5 through 16. I
began art making, tracing my stories, situated in social place, in chronological order.
I started each piece by creating a border, which gave me time to reflect and
prepare myself to tell my story. It also provided a boundary to contain (affective place)
any elements that may have arisen. As a participant, I acknowledged that I had long
since processed personal issues, yet, by virtue of the time required to hand stitch each
element of the narratives, memories emerged: my perception of my mother’s absence in
“California;” a shadow figure lurking in the woods in “Connecticut.” As a researcher and
a therapist, I saw the potential for this technique to contribute to my sense of place and
identity and overall sense of wellbeing. The lengthy progression of creating story scenes
gave me time, forced me to sit with the images, contemplating what elements would be
included, what elements needed to be voiced, the absence and the shadows amid idyllic
landscapes.
I kept a reflective journal throughout the project, jotting down notations that
included thoughts, feelings, and reflections. I began the process with preconceptions that
embroidery would contribute to wellbeing. Before creating with tela bordada, I spent
over a month engaged in creating a sampler of embroidery stitches, primarily counted
cross-stitch, which grounded me in the technique and opened up recollections of how I
became acquainted with embroidering. I then began by brainstorming places and events
from my life. Because my intention was to create a series of story cloths, I decided to
create the scenes in chronological order.
To gain an increased understanding of tela bordada, artisans from the community
of Santa Cruz, Tzintzuntzan, where the technique was developed, were interviewed.
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Arts-based research provided an experiential understanding of the materials and
processes. Interviews provided insights on the role of artesenía, traditional handcraft in
this local community, with the aim of understanding, leading to the development of
specific ways in which artesenia can potentially be used in AT to increase engagement in
mental health services and to enhance psychotherapy goals in Mexico and communities
with similar folk art traditions.
I identified six general themes from the interviews: wellbeing; identity; gender
issues; expectations; Indigenous beliefs, fatalism and the will of God; and the origins and
role of folk art, of which, the themes of wellbeing, identity, gender issues, and
expectations were also found within my phenomenological experience of artmaking and
journaling. Additional topics included the experiences of place and time. After
completing my pieces, I looked for intersections, if any, between my experience and the
themes expressed by the other participants and looked back to the literature. As a
researcher and a therapist, I personally saw the potential for this technique but would my
experience be transferable; would others have similar experiences? I went from a point
of self-centered introspection (what was my experience?), to group reflection (what was
the experience of artisans who engage with embroidered story cloths on a regular basis?),
to societal possibilities (what was the potential experience for others who use embroidery
for self-reflection and wellbeing?) to expand on the notion of the potential benefits of
utilizing artesenia.
Research Purpose
Based on my experiences enumerated in the introductory paragraphs above, the
proposed research in this study focused on how storytelling through artmaking and
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specifically narrative artwork (tela bordada) has been used traditionally in rural Central
Mexico and how these processes could potentially be incorporated into art therapy
practice in these communities to enhance cultural connection and increase wellbeing.
The research built on knowledge gained through the pilot, which focused on using
narrative artwork to explore the question, “What is the experience of place through
engagement in traditional tela bordada, embroidered story cloths, for rural and urban
university students in Michoacán, Mexico?” The focus of this proposed research
expanded upon the core question to include, “What is the experience of engagement in
tela bordada?” to investigate the potential of using this technique in relation to
perceptions of identity, and reflected on the concept that memories are formed in
association with place and the notion that identity forms in relation to place, which has
been called place identity (physical, social, and affective; Barwin, et al., 2015; Gufstason,
2001).
The research strove to honor place-based identities and traditions embedded in the
culture. Aguirre Ochoa and Barbosa Muñoz (2013) asserted, “In the case of Mexico and
especially of Michoacán, a large cultural and historical tradition has existed based on the
regulation of social relationships, social circumstances, and informal relations, which are
not governed by law but by custom” (p. 557). Imposition of Western worldviews focused
on finding problems and solutions without regard for metaphysical explanations has
resulted in mistrust due to lack of respect for local tradition (Bainbridge et al., 2015;
Campbell, 2014; Deloria, 1980; First Nations Centre, 2005; Kelley, Belcourt-Dittloff,
Belcourt, & Belcourt, 2013; Koster, Baccar, & Lemelin, 2012; McGregor, et al., 2010;
Simonds & Christopher, 2013). Counseling in Mexico has historically focused on
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Freudian theory with recent use of newer modalities, such as Gestalt and person-centered
theories, each of which are founded in White, male, European-American cultural views
(Shallcross, 2013; Torres Molina, personal communication, February 8, 2017). In
general, as reported by Shallcross (2013), Mexicans and Mexican Americans are
reluctant to seek mental health treatment, believing that a counselor is a loquero, a
pejorative (i.e., shrink) derived from the adjective loco, or crazy; others embrace a
fatalistic view that is common in Mexican culture and accept their lot without seeking
treatment (Kiev, 1968; Rodriguez, 2012).
Rather than perpetuating the use of inappropriate Western models, misdiagnoses
based on Western constructs, and ignoring the impact of culture, language, and history as
part of assessment and intervention, methods that strengthen and defend the traditions of
rural Mexicans, such as the use of expressive arts modalities, and incorporating
Indigenous theory that includes storytelling, which honors the oral and folk traditions
were employed in this study. The proposed research hoped to validate traditional folk art,
artesenia, as a possible bridge between “modern”, Western therapy practices and
traditional healing, curandismo.
Assumptions and Biases
I am sensitive to the notion of White privilege and the danger of imposing
Western views, including concerns about appropriation and representation of the stories.
During the preparation for and engagement in the pilot and dissertation research, as a
cultural outsider, I experienced moments of not feeling “culturally worthy,” which
Archibald (2008) defined as being “ready intellectually, emotionally, physically, and
spiritually to full absorb cultural knowledge” (p. 41). This manifested with fears that I
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might express myself in a disrespectful manner as an academic outsider and, thus, repeat
colonizing attitudes. Yet, I discovered my “cultural worthiness” upon reflecting on what I
bring to the research process, namely, my skill as an expressive art therapist, my training
as an artist, my prior involvement in fieldwork, and my life experience. Foremost, I
brought with me humility and curiosity.
I bracketed my experience within the cultures of places I have experienced in my
life. I was reared in a nominally White, Anglo-Saxon Protestant family, in rural
Connecticut, where traditional needlecraft was handed down from my paternal
grandmother, including basic embroidery, needlepoint, and sewing. I became
reacquainted with hand sewing in conjunction with my art therapy practice, primarily in
the form of fabric collage using techniques of appliqué, embroidery, and attaching
notions (Homer, 2015). As a New Englander, I was inculcated with the “Puritanical
work ethic”, which emphasized hard work, discipline, and frugality; my family crest
includes the motto, “Nec temere nec timide (Neither rash nor timid),” that foreshadowed
a striving for moderation and balance in all aspects of life. I was also ingrained with a
strict notion of time, wherein punctuality meant arriving at least ten minutes prior to any
event, and commitments were to be completed ahead of schedule with maximum
efficiency and planning for future responsibilities. Such was my sense of time in this
place, New England.
I now reside in Mexico where my experience of time is relative, deadlines flexible
(mañana translates as tomorrow but may imply any timeframe in the future). Life is
experienced in the present. Equally hard working, the Mexicans with whom I interact do
not display a sense of urgency; the focus is on enjoying and building relationships. Daily
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chores, cosechas (literally meaning crops), are completed before the artisans have
occasion for artmaking, even though product sales provide needed resources. In
Michoacán, time and place are juxtaposed in the physical and cultural.
My connection with the people I met created a stereotyping bias towards the two
participating research groups. During my experience with students at the private
university, as a teacher and as an exchange student, I perceived a level of maturity that
appeared to be equivalent to high school students in the US with a presumption that the
participants from this group would have more superficial written expressions about their
experience. My interaction with artisans during my undergraduate fieldwork and pilot
study led me to adopt an expectation that the individuals with artisan heritage would
produce richer, thicker text.
The push-pull of reflecting on my own assumptions and biases, and the repeated
questions from my academic advisor regarding my decision to use Indigenous theory
caused me to go deeper into my motivations for this research and my choices of
approaches. The outcome of these reflections expanded the import of “the experience of
the material and process” and led to the discovery of finding meaning explicit in the
participants’ experiences and implicit in the experience of designing and conducting
research, a need to decolonize art-based research approaches, both of which will be
explored in the following chapters.
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CHAPTER 2
Literature Review
The literature for the pilot study looked at identity, wellness, views of illness,
fiber arts and storytelling, as these concepts relate to the population of Central Mexico.
Additional topics emerged, including the experiences of place and time. To provide
context within the physical place where the pilot was conducted, the concepts of identity
within rural populations of Michoacán, Mexico, were explored, which are under a state of
flux due to economic pressures and modernization. Researchers White, Umaña-Taylor,
Knight, and Zeiders (2011) posited that identity was linked to academic achievement,
self-esteem, and mental health among Latino youth. In Michoacán, a clash between
modernity and tradition, often results in identity crisis (Spears-Rico, 2015; Torres
Molina, personal communication, February 8, 2017), and throughout Mexico, folk artists
experience the contradiction of simultaneously being touted as national symbols while
living in extreme poverty with poor quality of life (Novelo, 2002). Additionally, artisans
in Michoacán create works to satisfy, not their community, but the retail public at large,
such as tourists, relying on consumers who are not P’urhépecha to meet their economic
needs (Garrido Izaguirre, 2015; Servín Barriga, B., personal communication, January 12,
2017).
Data gleaned during the pilot (Homer, 2017) within the context of place –
physical, social, and affective – allowed me to step in and out of the roles of participant
and researcher-therapist. Both the product and the process highlighted a theme of time,
in particular, a slowing of time. I was delayed by a cultural construct of time. I was
transported back in time through place memories. I felt the constraints of the leisurely
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rhythm of embroidering. This measured pace was simultaneously beneficial and
detrimental. I had to sit with the images and recollections, processing each detail as I
pierced the cloth. Quieting the outside world, hours passed in an instance, yet the figures
appeared on the scene at an unhurried pace; I found myself longing for them to move on.
The lengthy progression of creating story scenes gives time, forces one, to sit with
the images, contemplating what elements will be included, what elements need to be
voiced. The historical connection to needlecraft across cultures opens the way for
culturally appropriate interactions. The medium can be the vehicle to another time and
place, embroidering the scene, transported in sensory imaginings (Gómez Flores, 2006).
Based on my experience in Michoacán, time and place are juxtaposed in the physical and
cultural. Below is a review of literature related to time.
Slow: A Theory of Time
Explaining a foundation for the contemplative practice of textile art making, Slow
Stitch (Wellesley-Smith, 2015) traced an underpinning of “sustainability, simplicity,
reflection and multicultural textile traditions” (p. 6) and wrote of “a cultural revolution
against the notion that faster is always better" (p. 12). The basis for this philosophy of
Slow, was conceptualized in the mid-1980s as culinary writer Carlo Petrini’s response to
a fast food chain restaurant’s arrival in Rome (Clark, 2008; Honoré, 2004; Krajscó, 2015;
Lipson, 2012; Schön, 2014; Tam, 2008; Wellesley-Smith, 2015). The tenets of this effort
countered the culture of fast food by promoting locally-sourced and sustainably-farmed
ingredients, using traditional family recipes, and enjoying artisanal meals leisurely with
family and loved ones and became known as the Slow Food Movement (Honoré, 2004).
The overarching philosophy of Slow spread to other realms, including city planning,
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medicine, sex, work, leisure, music, and parenting (Honoré, 2004). Other proponents of
Slow emphasized a “reflective way of positioning the self… through practices of selfexamination, reflection, and monitoring” (Tam, 2008, p. 216) “to shift from our
perfectionist attitude to a more patient and understanding one” (Krajscó, 2015, p. 104),
“providing time… to learn whatever it is that must be learned” (Schön, 2014, p. 1415),
and “cultivating a relationship to making” (Lipson, 2012, p. 4). Honoré (2004) equated
the Slow philosophy with the music term tempo giusto with its connotation of the “right”
speed.
Rather than focusing on the literal connotation of slow, i.e., decreasing or
decelerating, Slow aims for quality over quantity, and favors the journey over the
destination, process over product – connection and reflection (Wellesley-Smith, 2015).
Slow is not just about speed, it is about mindfully engaging in self-reflection, selfexamination, self-monitoring, and shutting out external distractions to be alone in one’s
own thoughts with the aim of finding or creating meaning (Honoré, 2004). Slow
embraces making use of what resources are available and promotes change (Lipson,
2012). Slow encourages looking at the how, what, why, and where of the work a person
does – in relation to selves and others (Lipson, 2012) – “a holder of group consciousness
who stays on the edges but remains tuned in to the group’s life and work” (Kohanov,
2016, p. 130).
Views of Illness
In Mexico, folk medicine or curandismo encompasses treatment for maladies in
domains of material, spiritual, and mental health (Garcia, 1998; Kiev, 1968; Torres,
1984); suffering has cultural meaning (Garro, 2000); and physical health is tied to social
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ills (Collier, et al., 2000; Garro, 1986; Rodriguez, 2012). Personal narratives become
illness narratives related to somatic experiences in response to social or cultural tensions
(Taggart, 2015). For example, curandismo is a system of medicine that acknowledges the
effect of emotions on health (Torres, 1984). According to Torres (1984), “This is the
important thing to keep in mind about curandismo. It does not isolate, as modern science
tends to; rather, it embraces. And, like an embrace, it shelters and it warms” (p. 58).
Much like modern mental health services, its efficacy seems to be largely tied to the
therapeutic relationship between patient and practitioner (Torres, 1984).
Many researchers have explored the role of traditional healers, curanderos, and
Indigenous views of illness in Mexico (Ariana, 2012; Cartwright, 2007; Collier, Farias
Campero, Perez, & White, 2000; G. M. Foster, 1984; M. L. Foster, 1985; Garcia, 1998;
Garro, 1986, 2000; Rodriguez, 2012; Spears-Rico, 2015; Tafur, Crowe, & Torres, 2009;
Taggart, 2015; Torres, 1984; Weller, 1984). These researchers found that Indigenous
people viewed health (wellness) as holistic with components of physical, social and
familial, and land connections, while wellbeing was defined in terms of happiness and
social harmony. Nigenda, Lockett, Manca, and Mora (2001) found that the treatment of
medical and mental health issues coexisted within Indigenous medicine of curanderos, a
collaboration based on ancient Indigenous traditions. Other researchers have found that
traditional societies such as those found in Mexico regard art as an element of life and do
“not separate healing from art or religion” (Dufrene & Coleman, 1994, p. 145). There is
strong consensus that counseling for Indigenous people needs to respect the symbolic,
spiritual, and artistic dimensions of culture (Dufrene & Coleman, 1994) and needs to
embrace the attitude of curandero, rather than loquero.
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In contrast with Western mental health practices, biomedicine coexisted with
Indigenous medicine of curanderos, a collaboration based on ancient Indigenous
traditions (Nigenda, et al., 2001). Traditional societies regard art as an element of life
and do “not separate healing from art or religion” (Dufrene & Coleman, 1994, p. 145).
According to Dufrene and Coleman (1994), counseling for Indigenous people needs to
respect the symbolic, spiritual, and artistic dimensions of culture.
Another factor to consider is that counseling in Mexico has historically focused
on Freudian theory with recent use of newer modalities, such as Gestalt and personcentered theories, each of which are founded in White, male, European-American cultural
views (Shallcross, 2013; Torres Molina, personal communication, February 8, 2017). In
general, Mexicans and Mexican Americans are reluctant to seek mental health treatment,
believing that a counselor is a loquero, a pejorative (i.e., shrink) derived from the
adjective loco, or crazy (Shallcross, 2013); others embrace a fatalistic view that is
common in Mexican culture and accept their lot without seeking treatment (Kiev, 1968;
Rodriguez, 2012).
While there are challenges to getting consistent information about the specifics of
disease concepts in rural Mexico, core beliefs emerge (G. M. Foster, 1984; M. L. Foster,
1985; Garro, 1986, 2000). Garro (2000) posited several dichotomous illness theories:
natural causation versus supernatural causation; naturalistic (for example, hot-cold
imbalance) versus personalistic (caused by an agent); and internalizing system
(physiological agent) versus externalizing system (caused by disrupted relations).
Humoral theory (hot-cold dichotomy) is prevalent when dis-ease is viewed as a bodily
imbalance (Collier, et al., 2000; G. M. Foster, 1984; M. L. Foster, 1985; Garcia, 1998;
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Rodriguez, 2012). Health may be balanced by exposure to or consumption of
metaphorically or thermally opposite substances. For example, anger and drunkenness
are considered to be “hot” while standing water is considered to be “cold”. Thus,
offering a glass of water to the angered or drunk person is believed to help restore
balance (G. M. Foster, 1984). Herbs, transitional objects, and rituals are also believed to
carry curative humoral properties (Bishop, 2009; Torres, 1984).
According to Native American Indigenous tradition, which bears similarity to the
traditions of communities found in rural Mexico, narrative medicine (or coyote wisdom)
embraces the understanding that biology is ingrained within ancestral hierarchies and
archival periods (Mehl-Madrona, 2005). As Mehl-Madrona (2005) stated, “We can’t
know how to heal until we hear a person’s story. The diagnosis is one marker of the
journey he or she has traveled” (p. 1). Mehl-Madrona (2005) asserted that if we change
the stories, we change perception; the changed perception of experience changes the
experience, which has the potential to alter brain biology. Dufrene and Coleman (1994)
speculated that, since our brains govern our bodies, changes in our brains impact our
bodies. Acknowledging the connection between physical and mental health, this is how
stories may have the capacity to heal (Mehl-Madrona, 2005).
Identity
Defining identity: Tarascan or P’urhépecha? Artist or artisan?
Defining identity in Mexico is challenging. Farr (2000) explained the five
common labels, noting that Mestizos represent the majority of those who are known as
Mexican; this refers to a mix of European and Indigenous heritage. Campesinos,
“peasants” live in rural areas. Conversely, urbanos inhabit cities; they are also known as
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catrinas, which carries a connotation of being fancily-dressed “dandies.” Rancheros
equate to cowboys in the US. Indios are Indigenous peoples. As in the US, class systems
are based on these labels. Farr (2000) noted the class hierarchy in Mexico, in descending
order: urbano mestizo, ranchero mestizo, and Indio P’urhépecha. According to Farr,
rancheros cross between individual and community identity. They value individualism,
private ownership of land and progress; they are egalitarian and entrepreneurial. In
contrast, Indios focus on communal holdings and relationships. An individual may
demonstrate qualities of ranchero and embrace his Tarascan heritage but balk at this
stigma of a reference to P’urhépecha genealogy.
Additionally, many from this region are directly impacted by their identity of
immigrant or artisan (Bishop, 2009; Novelo, 2002; Oliver-Rotger, 2006). Folk artists live
in contradiction; they are simultaneously touted as national symbols but live in extreme
poverty with poor quality of life (Novelo, 2002). Migrants must navigate between their
identities north and south of the border. While “border crossing determines the degree of
social power according to [his] economic and legal status” (Oliver-Rotger, 2006, p. 193),
many young men find that the ambiguity of their transnational lives impede their ability
to fully participate in community artist rituals, such as dance (Bishop, 2009).
Place Identity
According to many researchers (Aden et al., 2009; Barwin, Shawande, Crighton,
& Veronis, 2015; Birdsall, 2012; Kovach, 2012; Power & Bennett, 2015; Prince, 2014;
Truc, 2011), place is an important component of the stories we tell. Researchers
categorized three layers or modes of place: physical (location), social (locale, which
comes with preconceptions of how it is used), and affective (sense-of-place, subjective
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view that impacts how a person feels about or connects with a place; Barwin, et al., 2015;
Gufstason, 2001).
Maurice Halbwachs, the philosopher-sociologist accredited with conceptualizing
collective memory, posited that individual and collective memories are formed in
association with place (Gufstason, 2001; Halbwachs & Coser, 1992; Truc, 2011), noting
that recollections must have occurred somewhere. Aden, et al. (2009) wrote, “Any single
story/place holds multiple voices within it” (p. 316). Some of these researchers
concluded that place (as in, regional, national, and/or geographical affiliation) provides
context of culture in relation to self, others, and the environment and leads to identity
formation (Barwin, et al., 2015; Gufstason, 2001; Judson, 2014; Prince, 2014; Russell,
2012). For example, one might state, “We’re country folk,” “I’m a Southerner,” or “My
family is Irish-American.” While Russell (2012) went on to assert that, “identity is
shaped and affected by landscape interactions …a visceral connection” (pp. 405-406).
Measuring Identity
Phinney and Ong (2007) proposed that ethnic identity (EI), self-categorizing as a
member of a racial or cultural group, was conceptualized within social psychology and
developmental perspectives as a cognitive sense of group membership with an affective
attachment to that membership. Ethnic identity has been associated with positive
psychosocial functioning, such as self-esteem, academic achievement, and mental health
(Esteban Guitart, 2010; Feitosa, Lacerenza, Joseph, & Salas, 2017; Herrington, Smith,
Feinauer, & Griner, 2016; Phinney, n.d., 1992; Phinney & Ong, 2007; Ponterotto,
Gretchen, Utsey, Stracuzzi, & Saya Jr., 2003; Roberts, Phinney, Masse, Chen, Roberts, &
Romero, 1999; Smith, 2002; White, Umaña-Taylor, Knight, & Zeiders, 2011). Phinney’s
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(n.d., 1992) Multigroup Ethnic Identity Measure (MEIM), an open-source psychometric
survey, has been widely accepted as a recognized measure of EI (Esteban Guitart, 2010;
Feitosa, et al., 2017; Herrington, et al., 2016; Phinney, n.d., 1992; Phinney & Ong, 2007;
Ponterotto, et al., 2003; Roberts, et al., 1999; Smith, 2002). As additional support to
popularity of the measure, a search of keyword “MEIM” filtering out chemistry
terminology (imidazoles, ligands, metal complexes, etc.) within peer reviewed and
academic journals, in the @LL Search database yielded 398 results. Two studies were
included in this review due to their relevancy to this research study: Phinney and Ong
(2007) presented a conceptualization of EI as a basis for utilizing the MEIM and Esteban
Guitart (2010) presented results of utilizing a Spanish version MEIM with university
students in Southern Mexico.
Phinney and Ong (2007) asserted that EI formed an important aspect of one’s
individual identity within a social group. A component of EI was the characteristic of
self-categorization or self-identifying as a group member. The strength of this identity,
Phinney and Ong opined, was key to academic success. In its original form, Phinney
(n.d., 1992) created the MEIM as a 14-item Likert 4-point scale response survey (strongly
disagree = 1 to strongly agree = 4) with the preferred scoring of the mean of item scores,
to assess three factors related to EI: commitment and attachment (five items); exploration
(seven items); and ethnic behaviors (two items; Esteban Guitart, 2010).
Phinney and Ong (2007) referred to commitment and attachment factor as an
affective construct related to a sense of belonging and personal investment to a group,
and, as such, did not signify an endorsement of the worldviews of that group.
Exploration was the cognitive construct of EI, wherein individuals actively seek
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knowledge and experiences related to the cultural practices of the group. The third
factor, ethnic behaviors are active demonstrations of EI, i.e., speaking the language,
attending cultural events or eating the traditional foods of the group. However, Phinney
and Ong (2007) cautioned that these behaviors were not required for strong EI, and
although not mentioned in the article, commonly individuals demonstrate ethnic
behaviors separately from their self-proclaimed EI. The MEIM evolved into a 12-item
version with the two behavioral items removed.
Subsequently, Phinney and Ong (2007) revised the original MEIM to create a sixitem Likert 5-point scale response survey (strongly disagree = 1 to strongly agree = 5,
with 3 as a neutral position), which included an equal number of questions for each
subscale (exploration and commitment), the Multigroup Ethnic Identity Measure—
Revised (MEIM-R). Phinney and Ong (2007) conducted research to confirm the
underlying factor structure of the MEIM-R, for which an independent sample (N = 241)
was recruited from a “predominantly minority urban public university in Southern
California” (51% Latino, 26% Asian American, 9% European American, 14% of mixed
heritage or other; Phinney & Ong, 2007, p. 276). Phinney and Ong (2007) did a
comparative analysis of fit for the MEIM-R and four alternative models using the
Satorra-Bentler scaled (mean-adjusted chi-square test) and included other indices that are
less sensitive to sample size: adjusted goodness-of-fit index (AGFI), the comparative fit
index (CFI), the incremental fit index, the root-mean-square error of approximation
(RMSEA), and the standardized root-mean-square residual.
Phinney and Ong (2007) hypothesized that the correlated two-factor model would
fit the data better than alternative null, one-factor model or uncorrelated two-factor
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model. The data suggested that the correlated two-factor model had excellent fit (e.g.,
x2ldf = 1.91, p < .001, AGFI = .96, CFI = .98, RMSEA = .04) and the model was a good
representation of the constructs of EI (2007, p. 277). The researchers noted that these
results implied that the two scales could be used independently to explore factors of
exploration and commitment or in cohort to assess overall strength of EI. Limitations of
this study included an omission of the four alternative methods used in the comparative
analysis. The authors acknowledged that EI is a complex multidimensional construct
comprised of other facets not assessed in this scale and that the MEIM-R is a “generic
measure” that does not address group-specific identifiers.
Esteban Guitart (2010) tested the psychometric properties of a Spanish-translation
of the 12-item Likert 4-point scale response survey (strongly disagree = 1 to strongly
agree = 4) MEIM for reliability and factor structure. The participants (N = 631) were
recruited from three universities in Chiapas, Mexico and self-identified as mestizo (n =
330) or indio (n = 301). Esteban Guitart (2010) reported that in comparison with
unifactorial and trifactorial models, the bifactorial model demonstrated the best fit with
results for the mestizos group, x2 = 204.29, p < .01, CFI = .88, RMSEA = .09, and the
indígenas group, x2 = 11.05, p < .01, CFI = .92, RMSEA = .04. The reliability of EI and
subscale factors suggested internal consistency with Alpha Cronbach of .80 (EI), .76
(affirmation), and .71 (exploration) for the mestizos group and .87, .83, and .78,
respectively, for the indígenas group. Esteban Guitart (2010) concluded that the results
suggested internal consistency and favored a bifactor model. While extoling the utility of
the Spanish version of the MEIM, Esteban Guitart likewise acknowledged the limitation
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of reducing the concept of EI to only two factors and failed to report on factor analysis
due to a belief that such analysis would be redundant.
Quality of Life Factors
Starting from a base of Western thinking and an attempt to contextualize the
potential of this pilot research, the concept of whether a relationship between increased
quality of life (QoL) and increased connection to cultural origins exists was explored.
Quality of Life was defined by varying terms related to subjective and objective
experiences, including inter- and intrafamily relationships, individual perception of
wellbeing, physical health, accessibility of cultural enrichment activities, economic
status, and climate (Felix & Garcia-Vega, 2012; Lever, 2000). Numerous researchers
have undertaken the task of identifying features of and measuring QoL in Mexico (de
Jesús González Guerrero et al., 2006; Felix & Garcia-Vega, 2012; Lever, 2000, 2004;
Palomar-Lever, 2007; Rojas, 2012). Most of these studies were conducted in urban
centers, begging the question of how samples of convenience might skew the results
(APA, 2002), which suggested that domains of interpersonal relationships are
fundamental to happiness and rejection of materialistic lifestyle enhances satisfaction
(Lever, 2000; Rojas, 2012).
Lever (2000) and Rojas (2012) examined cultural constructs in Mexico in relation
to QoL and suggested that domains of interpersonal relationships are fundamental to
happiness, while rejection of materialistic lifestyle enhances satisfaction. Lever (2000)
evaluated an instrument designed to measure QoL for use with a Mexican population in
Mexico City. Lever (2000) explored dimensions of QoL in relation to socio-economic
level, age, and sex. Lever (2000) recruited volunteers from Mexico City and surrounding
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neighborhoods and conducted semi-structured interviews using an instrument consisting
of 218 questions in 19 categories of QoL. Stage-one participants (n = 320) equally
represented four socio-economic levels (upper, middle, lower middle, lower) and two age
ranges (20-35 and 36-56); stage two had a non-probabilistic, stratified sample (n = 768)
composed of an equal proportion (n = 48) in each of 16 subgroups representing the
variables above. Lever (2000) found a four-factor solution using factor analysis with a
varimax rotation. Data analysis showed that sociability had the greatest influence (F =
4.45, p = 0.0040) on perceived QoL. Lever (2000) noted that the importance of this
variable (sociability and friends) may highlight a cultural difference in QoL between
Mexico and the US, where work and material comforts are esteemed. Shortcomings of
the design include failure to explore the influence of psychological, environmental, and
personality variables. However, the sample size and demographics give a measure of
confidence in using this instrument with Mexican populations.
Rojas (2012) looked at domains-of-life indicators and explored the high levels of
reported happiness in Mexico despite low income levels. In a 2010 survey in two states
(Mexico, Puebla) reporting on seven life domains, 65.9% indicated feeling “satisfied,”
despite only 54.1% indicating satisfaction with economic status. Significant indicators of
satisfaction with QoL were in the domains of interpersonal relationships (family, friends).
The majority (71.9%) affirmed they would “like to have more days like yesterday” (p.
246). To qualify this response, positive affective states were identified (e.g. joy 84.7%,
affection 89.7%, appreciation 79.0%, love 86.9%). Reports of negative affective states
were comparatively low (e.g. sadness 27%, depression 16%, loneliness 19%). Important
values included feeling one’s job contributed to society (92%) and having love and
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affection (99%). Rojas (2012) sought to show that “there is more to life than a standard
of living” (p. 250). Results of their findings rejected the null hypothesis (p>.01),
suggesting that domains of interpersonal relationships are fundamental to happiness and
rejection of materialistic lifestyle enhances satisfaction. A limitation of this study were
failures to specify the sample size and to describe the demographics of that sample.
Kana 'Iaupuni, Donato, Thompson-Colon, and Stainback (2005) reported that
child health status improved in family networks with more extended kin involvement,
especially within poor households. The importance of these relationships plays out
within communities most impacted by criminal drug activities. Aguirre Ochoa and
Barbosa Muñoz (2013) noted, “In the case of Mexico and especially of Michoacán, a
large cultural and historical tradition has existed based on the regulation of social
relationships, social circumstances, and informal relations, which are not governed by
law but by custom” (p. 557).
Among adults and adolescents in Mexico, aggressive behaviors, depression,
suicidal ideation, and self-harming behaviors were examined by numerous authors
(Aguirre Ochoa & Barbosa Muñoz, 2013; Borges, Orozco, & Medina Mora, 2012;
Jimenez Tapia, Wagner, Rivera Heredia, & Gonzalez-Forteza, 2015; Morales Rodríguez,
Benitez Hernandez, & Agustín Santos, 2013; Rivera-Heredia, Martínez-Servín, &
Obregón-Velasco, 2013; Ulloa Flores, Hernández, Navarrete, & Figueroa, 2013).
Common risk factors among their findings included low socioeconomic status with few
opportunities for success, unemployment, history of family violence and/or sexual abuse,
drug or alcohol use, and family member migration.
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Jimenez Tapia, et al. (2015) found that 9.2% of the adolescents surveyed in
Michoacán (N = 578, age: M = 13.5, SD = 0.07) reported symptoms consistent with a
major depressive episode and migration of an immediate family member (e.g., father,
mother, sibling) impacted up to 34.4%. Borges, et al. (2012) found that suicide was one
of the five principal causes of death in 2007 for individuals younger than 34 years old and
ranked as the third leading cause for 15- to 24-year-olds in Mexico, a noteworthy
statistic, considering that 27.2% of Michoacán’s population of 4.351 million is aged 1529 years (Instituto Nacional de Estatistica y Geografia, n.d.); comparatively, in 2013
suicide was ranked as the second leading cause of death for rural Native Americans
between the ages of 15-34 years in the US (Gray & McCullagh, 2014).
Mixed identity anxiety (dichotomy between racialized identities of Indio versus
Mestizo) results from the struggle between past and present as P’urhépecha balance the
drive to “preserv[e] their communities’ intimacy and ‘control’ how they are perceived,
consumed, and toured” (Spears-Rico, 2015, p. 1). Social inequality, poverty, and absence
of one or both parents create stress on the family network, resulting in what Aguirre
Ochoa and Barbosa Muñoz called “the phenomena of insecurity in Michoacán” (2013, p.
563).
Methodology: Learning from Research that Has Gone Wrong
As evidenced by First Nations Centre (2005) and McGregor, Bayha, and
Simmons (2010), the history of research in rural and Indigenous communities is fraught
with examples of continued use of colonial approaches in modern times. Imposition of
Western worldviews focused on finding problems and solutions without regard for
metaphysical explanations has resulted in mistrust due to lack of respect for local
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tradition (Bainbridge et al., 2015; Campbell, 2014; Deloria, 1980; First Nations Centre,
2005; Kelley, Belcourt-Dittloff, Belcourt, & Belcourt, 2013; Koster, Baccar, & Lemelin,
2012; McGregor, et al., 2010; Simonds & Christopher, 2013). Campbell (2014)
cautioned against so-called “helicopter research” (p. 39), wherein academics enter a
community, conduct a study, and leave with little or no sharing with or benefits to the
participants, producing a discord between Indigenous and Western perspectives
surrounding enquiry.
Indigenous peoples in Canada identified where research had gone wrong,
including concerns that First Nations have been “over-researched without corresponding
improvements in health” (Bainbridge, et al., 2015, p. 2), even researched “to death” (First
Nations Centre, 2005, p. 3), a sentiment echoed by McGregor, et al. (2010). The
resulting knowledge, controlled by the investigators and used in a never-ending quest for
funding, “has little to do with the social realities it purports to describe” (Deloria, 1980,
p. 265), leaving communities disempowered and marginalizing stereotypes reinforced
(Simonds & Christopher, 2013). Deloria (1980) cautioned, that the “current fascination
with statistics belies its accuracy,” yet, “statistics fail to include the emotional dimension
of the community,” and is tantamount to “treating people as objects” (p. 271). Deloria
(1980) urged investigators to scrutinize their preconceptions and methods.
Kelley et al. (2013) exposed a pattern of culture-appropriation practices in
research. As an example, during the period of 1990-1994 Arizona State University
collected DNA from members of the Lake Havasupai Tribe, ostensibly for diabetes
research. Subsequently, and without the tribe’s knowledge or permission, the samples
were used for other studies investigating mental health issues and geographical ancestry,
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which contradicted the tribe’s spiritual beliefs, including the sacred nature of blood and
origin narratives (Harmon, 2010; Kelley et al., 2013). The University’s lack of cultural
sensitivity resulted in a $700,000 settlement and ban from tribal lands.
Another example demonstrating the world scope of imposing Western constructs
on Indigenous peoples was noted in the Dudgeon and Kelly’s (2014) study with
Aboriginal Australians. They acknowledged that the discipline of psychology was
founded upon Western culture with therapies “controlled by the dominant society for the
dominant society” (italics added, p. 9). They pondered the juxtaposition of utilizing
cognitive behavioral therapy (CBT) with Indigenous peoples versus a more holistic
intervention that connected to social and emotional wellbeing of participants. They
acknowledged the frequent use of inappropriate Western models, misdiagnoses based on
Western constructs, and ignoring the impact of culture, language, and history as part of
assessment and intervention. Dudgeon and Kelly (2014) appeared to realize that social
circumstances limited the use of CBT with Aboriginal Australians; however, in their
reported results, there was no mention of feedback from the participants, effectively
“render[ing] those who received CBT invisible” (p. 49).
Simonds and Christopher (2013) exposed their own misstep in conducting
culturally appropriate research. Simonds and Christopher related Simonds’ experience
where the first author initially implemented a Western model in their work with members
of the Crow Nation and University of Montana in 1996. In response to self-perceived
pressure from the first author’s dissertation committee, an “acceptable” Western theory
was selected for analyzing data obtained from interviews. Simonds partnered with a
Community Advisory Board, made up of members of the Crow Nation. When Simonds
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presented the coded data to the CAB for their input, they were stymied; “Crow people
don’t break things apart” (Simonds & Christopher, 2013, p. 2187). Simonds and
Christopher (2013) revisited their methodology and adjusted to one that honored
Indigenous methodology, Community-based Participatory Action Research. They
realized the importance of discussing worldviews at the start of research planning, and
candidly reported, “A key point to consider is that gathering data from an Indigenous
person does not necessarily indicate that Indigenous knowledge has been gathered” (p.
2185).
In general, researchers working with Indigenous and marginalized groups are
making the effort to tackle the paradigm of dominant Western research to generate new
knowledge, preserve heritage, and transform the profession. First Nations Centre
established a set of guidelines to ensure that self-determination be applied to research
(Campbell, 2014; First Nations Centre, 2005). They delineated four key constructs:
Ownership, Control, Access, and Possession (OCAP). OCAP requires that First Nations
maintain a relationship with the data and knowledge that is collected (Ownership), have
control over all aspects of proposed research from conception to completion (Control),
have continued access to all information and data generated from the study (Access), and
a continued partnership and established trust between research partners (Possession).
Similarly, Hocoy (2007) cautioned that art therapy needs to be “consistent with the
values, beliefs, and healing traditions of the local culture to avoid acting as an
acculturating force” (p. 32). As Hurtado (2005) emphasized, “‘Scholarly knowledge’
should never impose itself on and disdain the citizenry’s ‘natural knowledge’” (p. 128).
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Caldwell and Johnson (2012) noted that one’s ability to work with bias can make
interactions a “graceful and contributive or awkward and hurtful” dance (p. 121). Koster
et al. (2012) suggested that the researcher locate themselves by reflecting on and
reporting his or her culture and connection with the community. Lincoln and Gonzalez y
Gonzalez (2008) recommended strategies to decolonize research, such as utilizing
bilingual, multivocal and multilingual data, and emphasizing non-Western cultural
traditions. Barkin and Barón (2005) recommended methods that strengthen and defend
the traditions of rural Mexicans. Art-based research can use art making “as a medium for
conveying thoughts, feelings, and perceptions about the culture” (Basto, Warson, &
Babour, 2012, p. 135) and incorporate Indigenous theory that includes storytelling to
honor the oral and folk traditions (Kovach, 2010, 2012; Wulff, 2010).
Indigenous Methods in a Western Context – Mixing Methods
Drawson, Toombs, and Mushquash (2017) catalogued and collated commonalities
among a variety (N = 64) of Indigenous research methods presented in English-language
peer-reviewed literature. Drawson, et al. (2017) identified five themes: General
Indigenous Frameworks, Western Methods in an Indigenous Context (conversational
method, photovoice, autoethnography, mixed methods, self-location, emic-etic
approach), Community-Based Participatory Research (CBPR), Storytelling (yarning,
Readers’ Theater, Digital Storytelling), and Culture-Specific Methods (Māori culture,
Indigenous North American cultures, Indigenous Australian culture, Indigenous Filipino
culture, Indigenous cultures of the Pacific Islands, Muslim culture). Drawson, et al.
(2017) noted that the authors could not provide a clear definition of Indigenous research
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methods and recommended adopting a framework or structure wherein an understanding
of Indigenous history and ways of knowing are paramount.
Botha (2011) also acknowledged that even well-intentioned non-Indigenous
researchers faced challenges when attempting to access Indigenous knowledge. Botha
(2011) proposed three potential objectives for evaluating research design: development,
initiation, and expansion. The purpose of development looks at how the outcomes from
one method extends or informs the other, initiation focuses on differences and
similarities, emerging perspectives and questions, and expansion seeks to enlarge the
range of examination through the use of divergent methods. With the purpose of
presenting options for collaboration between Indigenous and Western modes, to
“decolonize [sic]… rewrite and re-right the boundaries between these ways of knowing”
(Botha, 2011, p. 314) suggested that mixing conventional qualitative methods with
“uniquely indigenous [sic] ways of producing and holding knowledge, such as though
alternative modes of consciousness, traditional relationships, and local practices” (p.
316). As examples, Botha (2011) presented a reflective process of creative writing as a
method for processing data, which was described as an intuitive and experiential practice
and verbal representation, framed by a decolonizing agenda” (p. 318), and acknowledged
Engestrőm’s (2004) metaphor of processing through knotworking, the act of “tying,
untying and retying together otherwise separate threads of activity” (Engestrőm, 2004, p.
153). Botha (2011) encouraged researchers to use methodology that “has a life of its
own” (p. 323) that allows Indigenous ethical practices to shape the methods.
Art and Storytelling as Research and Intervention
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What is the potential to use traditional story and artisan craft for healing? This
question arises from underutilization of mental health services by Latino and Indigenous
groups (Shallcross, 2013). At the same time, in Central Mexico, there are many groups
focused on preserving patrimonial traditions and Indigenous language. Is it possible to
build on familiar processes, much like a curandero or Indigenous healer uses ritual and
traditional practices for physical healing, to connect art (artisan craft) with healing?
According to Allen (1995), individuals tend to repeat familiar life scenes, a repertoire of
images that tell their story in the context of their traditions, and, through the telling and
retelling, the images or dance can become a chronological unfolding of milestones.
Stories shape how individuals react to life events. In the case of traumatic events,
emotional memories are thought to be partially stored in bodies and brains as implicit
memory, blueprints of the traumatic experience often difficult to access through verbal
means (Williams, 2006).
Individual, family, community, and national identities are shaped by stories.
Mehl-Madrona (2005) penned, “The stories we tell ourselves inform us about how to
perceive the world around us” (p. 7). Stories repeated through time become traditions-stories from ancestors that are passed down in many forms: art, dance, poetry, songs, and
verbal narratives (Mehl-Madrona, 2005). Narratives provide a frame within which one
can organize thoughts in a manner to create meaning and manage emotional content.
Storytelling
A multi-database keyword search (PsycINFO; Academic Search Premier; Alt
HealthWatch; Art Full Text [H.W. Wilson]; ERIC; Gender Studies Database; Humanities
International Complete; MEDLINE; Primary Search; PsycARTICLES; SocINDEX with
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Full Text) for “narrative,” and “therap*” yielded 4,336 possible references; adding a third
keyword, “story,” limited the search results to 652; no references were found with a
parallel sample of adults in Central Mexico so a subset of articles related directly to the
utilization of storytelling with Latino populations, and narrative therapy in combination
with art activities were reviewed. A similar search for keywords “story*” and “art
therapy” produced a list of 313 results in academic journals, of which two (Bermúdez &
Bermúdez, 2002; Cohen, 2013) appeared to have cultural relevance (Indigenous or Latino
populations) and direct relation to this proposed research (combining art and storytelling).
Tell me a story. Narrative therapy was built on the theory that individuals
compose narratives about themselves and their experiences. These stories are
contextualized within the perceptions of culture, which may lead to subconscious retelling of problematic or negative plots, causing the person to become “stuck in problemsaturated stories that they tell themselves, and that society has told them, about who they
are and what their lives signify” (Shapiro, 2002, p. 19). Narrative therapy strives to assist
the individual to identify and separate oneself from the problem, re-name the issue,
externalize and re-author the story. Narrative therapists may use a variety of questioning
techniques, including, deconstruction, renaming, perspective, hypothetical, or bifurcation
(Shapiro, 2002). Narrative Therapist Hayward (2003) addressed several complaints made
by so-called critics of the narrative model. Among the grievances listed were: a rivalry
between models, namely family systems and narrative models; and a perception that
proponents of narrative therapy exhibit isolationism and sectarianism. In response to the
first issue, few procedures were noted within the variety of family system practices that
were common among all models. Hayward (2003) presented personal experience as
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evidence against the theory of isolationism and sectarianism, that of an evolving
theoretical identity throughout 20 years of practice. Hayward (2003) openly
acknowledged that response to these criticisms was personal and not neutral; however,
the author reported feeling compelled to explore this theme, as very little, if any,
literature could be found on the subject (Hayward, 2003).
Ramirez, Jain, Flores-Torres, Perez, and Carlson (2009) conducted studies on the
impact of Cuento Therapy (an intervention utilizing Spanish-language tales) on
psychological effects and reading proficiency of a group of South Texas third-graders
who experienced symptoms related to low self-esteem, anxiety, and depression. Fiftyeight youth, ages ranged from 8-10 years old (M = 9.07; SD = .56), participated in a
summer enrichment program. Building on earlier research conducted with Puerto Rican
children (Constantino, Malgady, & Rogler, 1985), they reportedly found increased selfesteem and decreased anxiety among Mexican and Mexican American participants.
Ramirez et al. (2009) utilized multiple measures to assess acculturation (Short
Acculturation Scale for Hispanic Youth), self-esteem (Culture-Free Self-Esteem
Inventories, Third Edition), anxiety (Revised Children's Manifest Anxiety Scale; Test
Anxiety Scale for Children), depression (Children's Depression Inventory, Short Form),
and reading achievement (Texas Assessment of Knowledge and Skills). A two-way
factorial ANOVA was utilized to analyze the data for the assessments of all measures
except acculturation, which was determined by raw scores. Constantino et al. (1985)
proposed that an inherent value of utilizing folktales was the ability to balance dominant
and minority cultural values within the theme and telling of the tale with an outcome of
decreased anxiety. Ramirez et al. (2009) postulated that acknowledgment of tradition and
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culture through the reading of stories in English and Spanish was a contributing factor in
these changes. Both studies acknowledged the behavior issues associated with
“acculturation stress, weak cultural values, and loss of ethnic pride” (Constantino et al.,
1985; Ramirez et al., 2009, p. 476).
Draw, paint, collage, …Art me a story. Many authors found that a key element
in narrative and art modalities was the ability to externalize difficult emotional content
(Cobb & Negash, 2010; Serneels, 2013; Stock, Mares, & Robinson, 2012). Others
highlighted the benefit of regaining a sense of control through the structure and process
of art and story in combination (van der Velden & Koops, 2005; Williams & Taylor,
2004). The approach was utilized with a variety of populations in various settings,
namely individual therapy (Cobb & Negash, 2010), group therapy (van der Velden &
Koops, 2005; Williams & Taylor, 2004), family therapy with children (Serneels, 2013),
and parent-child group therapy (Stock, et al., 2012). Treatment focused on domestic
violence (Cobb & Negash, 2010; Williams & Taylor, 2004), trauma with survivors of war
and organized violence (van der Velden & Koops, 2005), and problem and/or risk
behaviors with associated parent-child relational deficits (Serneels, 2013; Stock, et al.,
2012).
Williams and Taylor (2004) conducted an eight-week pilot program in the Iowa
Correctional Institution for Women. The researchers provided weekly, two-hour groups
with women volunteers (N = 7) who had experienced domestic violence. The sessions
incorporated visual art activities, storytelling, music (listening to and/or singing in a
choir), journaling, and psychoeducation with the aim of increasing a sense of
empowerment. The structure of storytelling with collage-making consisted of three
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stages: addressing negative affect and the perception of lack of control, creating new
meaning and regaining a sense of control, and gaining insight and developing
expectations for the future. Williams and Taylor (2004) reported that participants were
able to identify patterns and themes through organizing collage materials collected to
narrate their stories, and to recognize the experience or experiences that hampered
growth. They concluded that the art component allowed the women to center their
attention, while distancing themselves, and provided an avenue for increasing a positive
self-concept and identity; however, details of how they reached those conclusions were
not provided (Williams & Taylor, 2004).
van der Velden and Koops (2005) elucidated a program of weekly groups with
adult survivors of World War II who had experienced organized violence. Participants
(N = 6), who identified predominantly as male (n = 5) and were age 60 to 70 years old,
attended one-hour sessions over a period of eight weeks. The session structure consisted
of four components: task-oriented activity to create treatment objectives and goals;
psychomotor therapy to address hyperarousal and/or somatic symptoms; enhancement of
social skills; and a combination of story and art therapy. Art therapy was used in
preparation for verbalization of narratives and to process parts of their story they found
difficult to share with others. Group facilitators noted that the “story group has a more
palpable tension” than the art group (van der Velden & Koops, 2005, p. 63). van der
Velden and Koops (2005) reported that the participants benefited from being able to
process their experiences in verbal and non-verbal ways, and that the addition of artistic
expression allowed for extended processing of the material. While van der Velden and
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Koops (2005) provided details about the facilitation of the program, the article did not
reflect on the method of data collection and analysis.
Fiber Arts as Therapy
Scarce research has been compiled regarding the use of fiber arts in art therapy,
and most information published has not been authored by art therapists but by others
interested in the healing potential of these media, including social workers (Anderson &
Gold, 1998), psychologists (Cohen, 2013; Collier, 2012; Reynolds, 2000, 2002),
folklorists (Peterson, 1988), and educators (Pellarolo, 2006; Pollanen, 2013, 2015; Riley,
2008). Garlock (2016) and Homer (2015) are among the few art therapists who have
published regarding treatment using needlecraft. To date, only one book has been
published on the subject (Collier, 2012).
Researchers explored the impact of engagement with fiber arts for a variety of
mental health issues: childhood sexual abuse (Anderson & Gold, 1998); wellbeing
(Collier, 2011, 2012); personal growth and perceived sense of control (Pöllänen, 2013,
2015); chronic illness and depression (Reynolds, 2000, 2002, 2004); and enhanced sense
of self (Riley, 2008). Processes that enriched the experiences of the participants were
identified, including social acceptability of coming together for art making as stigma
reducing activity (Anderson & Gold, 1998). It has been suggested that rhythmic,
repetitive motion (Cohen, 2013; Garlock, 2016; Homer, 2015) and bilateral stimulation to
regulate hyperarousal (Garlock, 2016) are integral to hand sewing techniques.
In a Nahua village of Mexico, Indigenous weavers participated in an art as social
action project (Smith & Porteous, 2006). Basket weaving became a platform for bringing
awareness to the plight of these artisans, including health issues related to poverty, toxic
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and limited water resources, and exposure to lead glazes and chemical dyes. The women
reported feeling empowered through this collaboration to “investigate, document, and act
on the contamination in their environment” with a “goal ‘clean water for all’” (p. 86). In
this case, it can be surmised that art making and subsequent exhibition gave public voice
to the voiceless, as depicted in these thoughts from a participant: “People will know how
we as women live… the work we do, our many responsibilities, how little authority we
possess. We will sell more baskets” (p. 84).
Bermúdez and Bermúdez (2002), an artist-family therapist team, reflected on their
use of altar-making with Latino families. They identified as Hispanic, reported that the
inclusion of art-making was consistent with their cultural heritage, and touted folk
healing as a spiritual practice that included traditional rituals, limpias, that combined the
use of healing plants, scented waters, icons, and candles to cleanse physical and
emotional ailments. Specifically, Bermúdez and Bermúdez (2002) discussed the
experience of creating altars or shadow boxes with individuals and families to co-create
narratives. They wrote that narrative therapy provided the framework, while art-making
allowed for an externalization of the problem. A limitation to this article was that the
researchers reviewed one case conceptualization, and relied on anecdote and personal
bias with the method of altar-making as sources of reported “success”.
Cohen (2013) and Garlock (2016) reported on their use of story cloths with
female survivors of gender-based violence (GBV). They found that the graphic
narratives created on fabric, embellished with simple embroidery and appliqué
techniques, gave “voice” to traumas that had been difficult to verbalize. The pilot project
described by Cohen (2013) was conducted in Ecuador, which provides a close
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approximation of this Arts-Based Research (ABR) project and population in Mexico,
namely Latina females (N = 28). The program consisted on a 12-week series of four to
five-hour workshops that were precipitated by a two-week intensive facilitator training
course for women from the community as a means to sustain the program after the initial
phase. The training focused on integrating psychotherapeutic techniques, which included
learning skill to manage stress and hyperarousal, psychoeducation, and narrative art
making; while not defined as including art making, the option of creating art as part of a
trauma narrative was consistent with structure of the evidence-based practice of TraumaFocused Cognitive Behavioral Therapy (see
http://www.nctsnet.org/nctsn_assets/pdfs/TF-CBT_Implementation_Manual.pdf). The
participants, aged 17 through 60 years old, had experienced GBV but were not in crisis or
psychotic. Cohen (2013) identified several themes, including, connection to others, stress
reduction, self-expression, working through traumatic experiences, and self-esteem.
Cohen (2013) admitted that there was lack of systematic data collection, and that the selfreports of facilitators and participants were skewed due to biased data collection methods
(namely, author and facilitators conducted interviews, so, more positive responses were
likely).
Summary of Context, Research, and Theories
Central to the design of this research is my recognition of my status as an outsider
and a desire to decolonize my interactions within the communities. To reconcile a
Western worldview prevalent in published articles with Indigenous knowledge evident in
local communities of Central Mexico, constructs of quality of life, views of illness, and
identity were explored. In the absence of available research with populations in

57
Michoacán, ways of knowing through storytelling and artmaking provided insight for
potential modes of data collection and analysis. In acknowledgment of the knowledge
gained through the pilot, theories of time and place were also reviewed.
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CHAPTER 3
Method
The pilot research (Homer, 2017) focused on using narrative artwork to explore
the question, “What is the experience of place through engagement in traditional tela
bordada, embroidered story cloths, in a rural community of Central Mexico?” As ArtistResearcher, I encountered a rich unfolding of meaning in answering this question, a
dissecting of semantics, which caused me to expand on “the experience” and my
understanding of the role of “place.” During the pilot, I went from a point of selfcentered introspection (what was my experience?), to group reflection (what was the
experience of artisans who engage with embroidered story cloths on a regular basis?), to
societal possibilities (what was the potential experience for a larger community?). To the
extent possible, the method chosen for the dissertation research replicated that used for
the pilot to explore the potential for generalizing the outcomes of the pilot for the chosen
population.
Prior (2013) noted that ways of knowing can be enriched through experiences in
art practice, through the act of doing. Thus, an art-based, phenomenological approach
was chosen wherein art making was “a medium for conveying thoughts, feelings, and
perceptions about the culture” (Basto, Warson, & Babour, 2012, p. 135). Sue and Sue
(2013) highlighted that culture is not about the “other” but about all the intricate layers of
“me” and how each individual relates to the world. I took into consideration a concern
about how to make my work accessible (financially, materially, geographically,
emotionally, and/or linguistically) and how to empower the participants to honor their
own intuition and knowledge. Thus, the design incorporated indigenous theory that
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includes storytelling to honor the oral and artisanal traditions (Kovach, 2010, 2012;
Wulff, 2010). In addition to the qualitative methods described above, a quantitative
exploration of the possible role of ethnic identity was included. The combination of
conventional qualitative (Western) and Indigenous methods in data collection, analysis,
and writing in a reflexive process, were additional manifestations of mixed-method
approach, as described by Botha (2011) and Drawson, Toombs, and Mushquash (2017),
with the intention of “decolini[zing] the areas of collaboration between western [sic] and
indigenous [sic] modes of qualitative research, and rewrite and re-right the boundaries
between these ways of knowing” (Botha, 2011, p. 314).
Research Questions
What is the experience of engagement in tela bordada, embroidered story cloths,
for rural and urban university students in Michoacán, Mexico? What role, if any, does
the place of the scene depiction have on associated memories? In what meaningful way
is place connected with identity formation? How does prior experience with
embroidering or direct connection with artisanal tradition impact the experience?
Methodology
The qualitative data were collected through a 12-session mixed-method, artsbased, phenomenological approach (Leavy, 2017) using art making, interpretations of
tela bordada, and reflective journaling. As stated by Kovach (2010, 2012) and Leavy
(2017), storytelling and art making as data collection empowers the participants to
communicate their experiences from their own perspective and is in harmony with
Indigenous theory.
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Leavy (2017) asserted that being open to the unknown emergent themes, is a
“cornerstone of ABR [arts-based research]” (p. 191). McNiff explained that the art begins
with intention but emerges, not knowing the end from the beginning, an “immersion into
the unknown” (McNiff, 2013b, 09:40). My experience through the pilot led me to have
an expectation of certain themes, e.g. themes relating to place and identity, and the artsbased phenomenological approach allowed for new and unexpected themes to emerge for
these students based on their experiences.
Although I have always been conscious of my White privilege and the historical
misinformation taught in most schools (Loewen, 1995), I did not always have the
academic understanding of colonialism or a working knowledge of Indigenous theory.
Wulff stressed that from the Indigenous Perspective, “Relationships are fundamental to
the Indigenous way of living and working in the world,” and acknowledged that “this
level of valuing relationship is a serious challenge to Western views of the person as an
individually-bounded self” (2010, p. 1292). Kovach (2010, 2012) and Wulff (2010)
postulated that indigenous theory includes incorporating storytelling to honor the oral and
folkart traditions. While a portion of the participants identified as Indigenous, indígena,
or rural farmer (peasant), campesino, my research was also in the capitol city of Morelia,
where there is a mix of urban and traditional, mestizo, and all groups have the shared
history of colonization.
Research Team
Researcher
I acted as sole researcher. When meeting with participants, I primarily acted as
observer, and administered the survey, photographed artwork and collected reflective
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journal entries at the end of each session, presented emerging themes, oversaw the
closing session, and monitored participants for distress during sessions (see “Safety”
below). I provided art materials and journals, and supported art instruction, as needed.
Site Advisors
Two university sites were utilized and approved by program directors, who acted
as liaisons and advisors: anthropologist, Eva María Garrido Izaguirre, PhD, Director of
Art and Culture Program at the Universidad Intercultural Indígena de Michoacán (UIIM),
and psychologist, Claudia Mendez Lopez, MA, Director of Psychology Program at the
Universidad Latina de América (UNLA). Advisors’ roles included: review of the
Multigroup Ethnic Identity Measure (MEIM), Demographics and Background survey,
and prompts to establish what, if any, additions or changes needed to be made;
coordinated mental health referrals as needed; and served as a bridge between the local
community and me to minimize the risk of misunderstandings due to cultural differences.
Prior to the initiation of the 12-session study, I met individually with the two Site
Advisors to provide them with a copy of the dissertation proposal and to obtain written
acknowledgement of their roles and responsibilities, including recognition of their
understanding of IRB (see Appendix A). Site Advisors and I collaborated to design
recruitment flyers and to finalize site arrangements. Based on Site Advisor
recommendations, at UNLA, the 12 two-hour sessions were conducted weekly for a
duration of 12 weeks; at UIIM, the 12 sessions occurred over a six-week period with a
schedule of two sessions weekly.
Instructor
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Bertha Servín Barriga, an artisan and key informant for the pilot study, presented
the history of the tela bordada technique and assisted with art instruction during the first
session. Berta is the proprietress of a shop that features embroidery from the town of
Santa Cruz, municipality of Tzintzuntzan, and stated that she was the first president of an
artist collective, Asociación de Artesanas Bordadas de Santa Cruz (Santa Cruz
Association of Embroidered Arts), organized in 2012 to protect and promote the
specialized technique of Santa Cruz (Martinez Gutiérrez, 2015). Bertha was featured as
one of 50 artists (musicians, writers, artisans, dancers. etc.) in a publication showcasing
Tesoros Vivos de Michoacán, Living Treasures of Michoacán, and is accredited with
initiating the art of creating community scenes and landscapes in embroidery, with
recognition as a registered patrimonial craft (Bordaderos de Santa Cruz, Tzintzuntzan,
region de origen, Embroiderers of Santa Cruz, Tzintzuntzan, region of origin; Martinez
Gutiérrez, 2015). Selecting an instructor from one of the two recognized tela bordada
collectives provided economic support, utilized local resources, honored the artisans, and
minimized the risk of appropriation of a registered patrimonial craft by allowing the
artisans to place limits on which design elements and techniques will be shared, and by
focusing on the creation of individual rather than community narratives. The choice of
utilizing locally sourced materials and processes supported culturally responsive ethics,
through inclusion of “traditions, rituals, ways of life, and customs” (Lahman, et al., 2010,
p. 5). Additionally, instruction that used teachers who are part of the P’urhépecha
community helped dispel the notion that traditional knowledge is of lesser value than socalled conventional learning (Vargas Garduño, Méndez Puga, Flores Manzano, &
González Taipa, 2012).
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Participants
The pilot revealed challenges with working in rural communities. Although many
expressed enthusiasm in participating, only three individuals engaged, which exposed the
need and challenge to consider sample size and population to acquire adequate data. The
artisans expressed a discomfort with signing documents without having permission from
an authority figure, which may have been due, in part, to limited reading ability. To
circumvent encountering this again, participants in this research study were primarily
undergraduate students whose reading proficiency in Spanish was assured to be adequate
and who agreed to participate in written survey and journaling; prior experience with
needlecraft was not a prerequisite.
Participants were recruited from individuals associated with two university
programs (UIIM, UNLA). Although a total of 19 people attended sessions, one did not
meet age criterium and five had minimal participation (attended one to three sessions).
Data were analyzed from 13 participants, ages 18-44 years old (n = 10 ages 18-24, n = 1
ages 25-34, n = 2 ages 35-44), who attended at least four of the 12 sessions (M = 7.77,
Mo = 5, SD = 2.74). The majority (76.9%) of participants identified as female and across
groups there was relative uniformity in gender distribution (UIIM: M = 1, F = 4; UNLA:
M = 2, F = 6). UIIM, located in Pichátaro, a rural community in the P’urhépecha region
of Michoacán, offers tuition-free education and the distribution of ethnic identity of the
participants (n = 8) was predominantly Indigenous (indígena = 87.5%, mestizo = 12.5%);
at UNLA, a private university located in the city of Morelia, where the student body are
from urban, affluent families, the participants (n = 5) identified as mestizo (80%) and
campesino (20%). The heterogenicity sampling provided data for comparison of
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experiences across socioeconomic status for the purpose of greater generalization (Leavy,
2017).
Recruitment and Attendance
Because the field of art therapy is virtually unknown in the region, the Site
Advisors requested a presentation of an “Introduction to Art Therapy” to provide
background for the study prior to recruitment. Recruitment flyers were provided to each
site (see Recruitment Flyer, Appendix B) and were disseminated by the Site Advisors via
email, on-site postings, and personal invitations, one month prior to scheduled start dates.
At UNLA, the start date was postponed by one week due to lack of response; Site
Advisor repeated visits to classrooms to recruit. At UIIM, recruitment began
immediately following the presentation (four enrolled) and also required Site Advisor
visits to classrooms to recruit. Due to limited response to recruitment efforts, participants
at each site were affiliated with the respective Site Advisor’s discipline (UNLA =
psychology; UIIM = art and heritage culture), and, although recruitment flyer requested
“student” participants, three UIIM participants were affiliated but not enrolled students
(two = instructors; one = spouse of instructor), which was not disclosed in consent forms.
Additionally, despite efforts to adapt session schedule at UIIM to participant needs,
schedule was interrupted by holidays (May Day, Mothers’ Day, Teachers’ Day) and
school activities (field trips) which negatively impacted the participants’ attendance.
Procedure
Participants engaged in embroidering a narrative story cloth that depicted
symbolism related to their identity in relation to a place of their choosing and wrote a
reflection (300-word or less) of their experience during and/or at the end of each session
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in response to prompts. Prompts to capture emotional expressions of participant
experience included the following: What is my experience of the place in my story while
doing this? What story/voice(s) do I hear? How do I feel about the process today?
Something new occurred to me/I just realized that... Describe the symbols you are
embroidering. The 12 sessions were for a duration of two hours; with permission,
artwork was photographed, and reflective journal entries were collected at the end of each
session. During the first session, participants responded to a Demographics and
Background survey, and a Spanish-language equivalent of the Multigroup Ethnic Identity
Measure (MEIM, 12- item Likert 5-point scale response survey, strongly disagree = 1 to
strongly agree = 5, with 3 as a neutral position; See Appendix C; Esteban Guitart, 2010;
Phinney, 1994; Phinney & Ong, 1992; Roberts, Phinney, Masse, Chen, Roberts, &
Romero, 1999; Smith, 2002; White, Umaña-Taylor, Knight, & Zeiders, 2011) to assess
baseline perception of identity. I presented an overview of the study procedures, and
reviewed confidentiality, consent, and participation (see Appendix B for consent forms).
After Bertha Servín Barriga presented a brief history of the tela bordada technique,
participants began brainstorming and sketching elements for their embroidery designs.
Participants were invited to create a narrative, which they portrayed in the embroidered
story cloths that they worked on each week, in response to one of the following
statements: This is a moment I will never forget; this is what I need you to know about
me; or this is what I hope for the future.
As Researcher, I engaged in artistic response before beginning data collection and
during data analysis in addition to observational field notes, to explore personal
processes, and ways to disseminate the outcomes and/or empower the participants. I
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participated in two traditional backstrap weaving, telar de cintura, workshops to gain an
understanding of ways of knowing in P’urhépecha artisan communities, which provided
context for my observations during the sessions and metaphor for the process of data
analysis (see Results). Weaving provided a lens by which I honored the storytelling
process and traditional mores as guiding principles.
Data Collection and Analysis
The participants’ experiences were recorded through a variety of sources for
triangulation, which included researcher field notes, participant reflective journaling,
photography of artwork through participant sketches and artistic expression of tela
bordada created during the workshop, and all cumulative data were analyzed for
emerging themes. Participants provided written reflection of their artwork, and the
written data from the reflective journals, and my field notes were coded in-group and
across groups as a comparison utilizing Nvivo and manual data analysis. Data analysis
included comparison of group data to illuminate differences and similarities of samples
from UNLA and UIIM.
Data from participants journals and artwork were analyzed through multiple
processes to honor Western and Indigenous ways of knowing. Botha (2011) asserted that
Indigenous knowledge was comprised of three facets: traditional knowledge, that which
is handed down through generations; empirical knowledge, that which is gained through
observation; and revealed knowledge, that which comes though intuition or is manifest
through dreams or visions. Prior to the start of data collection, I attended a workshop
under the instruction of Gloria Serafin Felipe, Nana Gloria, who is a traditional backstrap
weaver from the community of Turícuaro, Michoacán, and an instructor at UIIM. In
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addition to weaving technique, Nana Gloria demonstrated the local way of knowing and
explained the manner of teaching “in the pueblos,” which emphasized a primary principle
of silent observation (hay que ver, you have to see). Nana Gloria stated, “We
(P’urhépecha) are of few words.” I then applied my understanding of this Indigenous
knowledge by participating in the sessions in a primary role of observer, alert to restating
the technique and origin of tela bordada expressed by Bertha Servín Barriga and noting
themes that I intuited. Although OCAP principles (Ownership, Control, Access, and
Possession) were not formally utilized, I consciously placed the control of each session in
the hands of the participants and session schedules were adjusted to accommodate each
site’s identified needs. Additionally, agreement was made with both institutions to
present the study outcomes and each participant was given the opportunity to contribute
themes during debriefing and to request a copy of the final results.
During data collection, I transcribed the written responses of the participants.
While writing, I intuitively noted emerging themes gleaned from the story narratives.
These themes were presented to the participants. After completing data collection, the
data threads were coded using conventional qualitative methods (NVivo and manual data
analysis) and then, revisited by re-reading each participant’s narrative holistically to
reconstruct and honor Indigenous knowledge.
After initiating data analysis, I took a second weaving workshop in the city of
Morelia, instructed by Jaime Maringuia Ferreira, a young, male textile artist and selfdescribed academic. This workshop served to reinforce learning of the weaving
technique and provided a secondary experience of Western-Indigenous dichotomy
through art making. Similar to the knotworking described by Engestrőm (2004), the
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organizing of individual threads and act of interconnecting the warp (vertical threads) and
weft (horizontal threads) to create a cloth provided a structure, a framework, for data
analysis.
Data from the MEIM and Demographics and Background survey were analyzed
using SPSS. After transcribing the data from the reflective journals, transcripts and
images of participant sketches and final artwork were submitted for peer debriefing and
intercoder agreement as validation and reliability strategies to three mental health
professionals: Valerie Blanc, BC-DMT, LMHC, CMA, a qualified colleague, doctoral
candidate, university educator, and board-certified dance movement therapist; Anayuli
Torres Molina, a P’urhépecha psychologist, trained in Western modalities
(psychoanalysis), who works within the rural communities; and, Feliciano Huendo
Vázquez, a humanist psychologist educated in Morelia with some training in art therapy,
who has a practice in an artisan community. Because the participants were tasked with
recording meaning of their artwork in their written reflections, trained art therapists were
not needed to code the data generated by the art. The final session included a debriefing
of emerging themes and Participant Evaluation, completed anonymously, to elicit areas
of success and needs for improvement of the 12-session experience (See Appendix C;
Creswell, 2012; Leavy, 2017), and member checking to provide opportunity for the
participants to re-write any themes that did not harmonize with their experience.
Safety
Participation in this research posed minimal risk to the participants. While the
probability and magnitude of harm or discomfort anticipated in the research were no
greater in and of themselves than those ordinarily encountered in daily life, one
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participant expressed written distress and failed to attend the following session.
Appropriate referral was coordinated with the psychologist advisor. Participants were
presented with a consent form, as well as a verbal explanation of informed consent by the
researcher, to ensure that participants understood that they were completely free to
choose not to participate in the research and that they were free to discontinue their
participation in the research at any time. Participants were treated with respect and
notified of their rights to choose not to participate or to withdraw from the study at any
time. Participants will remain anonymous as documented in the informed consent (see
informed consent, Appendix B).
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CHAPTER 4
Results
Data from participants’ journals and artwork were analyzed through multiple
processes to honor Western and Indigenous ways of knowing. Data from the MEIM and
Demographics and Background survey were analyzed using SPSS. The written data from
the reflective journals and my field notes were coded in-group and across groups as a
comparison utilizing Nvivo, manual data analysis, and responsive art making using
weaving. Weaving provided a lens by which I honored the storytelling process and
traditional mores as guiding principles. The data analysis included comparison of group
data to illuminate differences and similarities of samples from UNLA and UIIM, while
the peers who participated in data analysis for intercoder agreement only provided themes
from the cumulative data. The results were examined inductively and are presented in
the following format: individual stories from the participants, quantitative analysis
(SPSS), conventional qualitative analysis (computer assisted using Nvivo and manual),
and Indigenous ways of knowing (weaving).
Individual Stories
Participants created a narrative, which they portrayed in the embroidered story
cloths that they worked on each week, in response to one of the following statements:
This is a moment I will never forget; this is what I need you to know about me; or this is
what I hope for the future. In harmony with the OCAP principle of Possession, all
journals and art work were returned to the participants during the final session. To
capture closing comments and details, “Final Thoughts” and “Project Evaluation”
questionnaires were completed, which included titling the embroideries to assign
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personal meaning; those that were not titled by the individual were “Untitled” (see
Appendix C). Pseudonyms were used for all of the following narratives.
Storylines from the City: UNLA
The five participants from UNLA all expressed themes related to identity
development and three situated their narratives in place. Four participants completed one
embroidery within six weeks of the allotted 12-week process, one opted to discontinue
participation without withdrawing from the study, and three began a second embroidery.
All in this group wrote reflections at the beginning and end of the sessions. At the
closing session, the participants titled their stories and those who created more than one
piece identified which held more significance; all three who created a second embroidery
reported that the first experience was more meaningful. The following paragraphs
present their preliminary sketches and finished embroidery narratives and detail their
written expressions with a primary focus on themes related to the first completed
embroideries.

Figure 2. Preliminary sketches with self-symbols of bathtub, mountains, and night sky.
Art is a scam. Juana started out by filling the page with detailed lists of “ideas”
and “things that define me,” ultimately presenting the theme “who I am/who I think I
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am.” Symbolic references from the list were evident in the preliminary sketches:
bathtub, wine, the moon, the color blue, words, night time, and art (see Fig. 2).
With no mention of community, family or friends, an exploration of self-identity
was prominent with a repetition of a need for self-care, i.e., “I have decided to focus on
myself… self-compassion, because I’m trying to better myself… I’ve been trying to be
kinder to myself,” accompanied by many self- doubts:
It was difficult at FIRST because my first thought was: ‘I don’t want to
mess this up’. So I had to try and let go of that feeling so I could focus
instead on creating something. Allowing myself to create something
without being judgmental or demeaning to my persona… A few times I
wanted to just walk out of the classroom and be like, see you never! but I
stayed because I am going to make this work. I am hungry and want my
bed and I keep thinking that I am failing at this and that even though I
want to be an artist I will never be one because I have no talent and I am
an artistic-creative failure. I mean I am more creative than others but it
does not ever seem to be enough. One of my biggest fears (and also a
recurrent thought) is that voice in my head that tells me that I am not
enough and will never be enough but I mean I guess working on that
means something good and it’s some kind of positive change [punctuated
with a question mark, possibly indicating ambivalence about making
positive change]?
During the process, a shift from defining “self” to concealing “self” became
evident. “Even though this gets relaxing sometimes I am often left alone with my
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thoughts and that is something I am never excited about, because it is a habit of mine to
suppress feelings till they’re small and have no power over me. Healthy coping
mechanisms [self-talk]. My experience is that of constant struggle and self-doubt.” That
struggle between the emotional state and engagement with the process was expressed in
the pre- and post-session writing, “Really, I’m not in the mood for this right now. I’m,
sad and angry… Doing this was super relaxing and I feel much better! Thank you.” Yet,
ultimately Juana concluded, “I won’t be pursuing this hobby. Guess it could be seen as
my way of saying that I think art is imagined and mass created and lacking and how even
though I know I think that, I still feel attracted to art, drawn to art and to what it means
and how it makes me feel and how it has changed and improved my life.” The final
image presented what appeared to be a conflict with self-identity, resulting in an omission
of the defining elements of bathtub, person, and wine, leaving an empty landscape and
the words, “ART IS A SCAM” (see Fig. 3).
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Figure 3. "Untitled", ART IS A SCAM, Final, approx. 10” x 10”, embroidery on cotton.
Ropes course. Juan had a clear vision of a defining moment in time, situated in
place, and described overcoming a great fear of heights, supported by the encouragement
of classmates. “What I will capture is a moment… where I faced one of my greatest
fears: heights. I remember it with great affection because I achieved it and got the
satisfaction of having challenged myself, besides that I felt the support of my friends and
their recognition” (see Fig. 4). The theme of successes was repeated throughout the
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journal with a focus on facing frustrations and the accomplishments of threading the
needle and conquering the embroidery stitches. “I was very happy when I finally got to
thread the needle as it was a challenge [and] I usually despair when handling small
things. It was very frustrating on many occasions not being able to thread the thread, but
when I did I felt satisfied.” In addition to the emphasis on gaining proficiency with the
technique, two themes were recurrent: “a possible change of school and career, and an
impossible love”.

Figure 4. Preliminary sketch for “Ropes Course”.
Another prominent subject was Juan’s emotional state during and because of the
process. “Motivated by the experience of Mrs. Berta, I felt happy and willing to learn
this technique to express myself. It was relaxing and there really was no feeling or
thought while I was doing it as I felt very relaxed and in the moment.” “The truth, so
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far, has been very relaxing to embroider for me and the progress I've achieved excites me
to continue advancing.” “This week again I was surprised, because I discovered new
things to work and rearrange in myself.” “Today was a little more stressful than how it
had been the last few times… I still feel impatient and nervous. This time I felt the need
to interact [with other participants] to flow better.” “This session I felt relaxed, happy to
be making advances and sometimes frustrated by not being able to put the thread in the
needle.”
As Juan completed the scene, there appeared to be a shift from perseverating
about the process of threading the needle to introspection and analysis of the artwork.
Remembering the scene I just captured, I hear the voice of my classmates
cheering me on to throw myself off that giant swing. Within the activities
of the first week of my stay in the United States, we went to a mountain in
Vermont, where in a small reserve there was a rope park that posed
challenges to be resolved in teams. Many implied heights, and all those I
refused to do out of fear. Even this is what I find myself capturing, where
I felt supported by many people. That is why the symbols of landscape,
the children, [one] person hanging, the cabin of the park store and other of
the games. I realized that put [five] humans, which was just the number of
people who formed the team (see Fig. 5).
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Figure 5. "Ropes Course," Final, approx. 10” x 10”, embroidery on cotton.
Security and my fears. After creating a list of ideas and songs that resonated,
Veronica created several thumbnail sketches (see Fig. 6). The scene centered on an
exploration of fears and identity situated in a place of aloneness and personal space. “I
finish this first class quite motivated, besides I realized how many stories I want to tell
and that the hardest thing for me is knowing how to do it. I am afraid that things will
come out in a way that I do not expect however I am open to learning things that I do not
think I can do.” Like others in the UNLA group, concerns about performing the task of
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embroidery were evident. “The hardest part (physically speaking): Put the needle in the
thread.” “There's a big con, my frustration. To know that I took almost 2 hours to make
only the margin of an embroidery was very disappointing.”

Figure 6. Preliminary sketches for "Security and My Fears".
The narrative centered on “not my ‘superficial’ fears but for those who represent
something to me and that was the fears that involve people. People I love and I don't
want to let go. My father and what I believe, is the love of my life.” People who were in
relationship with others. Yet, Veronica found a platform for processing these
complicated relationships: embroidery. “Today I was able to realize that embroidery has
helped me too, every time I start, something in me is calmed, it is also very common in
me that I tremble and this helps me so that does not happen.” “One of the things I like
about embroidery is that it disconnects me from the world and it's a relaxed way of being
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me and my thoughts.” “Knowing that I am doing something, that I found something that
can help me and that makes me have a stability (at least momentary) inspires me.”
In addition to the calming effect of embroidering, Veronica used the method as a
way to make meaning and, as a result, a shift occurred in the narrative, reframing the
experience from negative to positive. “I think the colors I put on my embroidery are very
significant with the people or things I want to represent.” “I think every aspect of the
embroidery has some symbolism.” “My dog and I inside our square and space. At first I
represented my isolation because of my fears but as I put objects I liked, this space
became my favorite.” “As I was advancing I realized one thing, my perspective of
embroidery changed; first were my fears but as I was adding things there were objects
and people who helped me against those fears.”
Finding and starting to embroider is a wonderful thing for me, an escape
and a way of understanding my feelings… I realized that every aspect I
put on the embroidery has some meaning for me and I think that
represents something characteristic of my persona. I am one of those
people that everything happens for and for something and all thought,
action or happening counts and it is important. Embroidery has meant a
lot for me because I understand and express my feelings in a way I could
not before. (see Fig. 7)
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Figure 7. "Security and My Fears," Final, approx. 10” x 10”, embroidery on cotton.
A future spring. During the brainstorming session, Margarita identified themes
situated in place: childhood scene at the grandparents’ house, a trip to the beach with
family for a birthday celebration, cooking Christmas dinner, and a future family with a
little white house (see Fig. 8). Upon starting the process, the focus shifted to the process:
It is a changing creative process, where you start with an idea and
inadvertently it’s transformed into another according to what we focus,
both memories, as well as feelings. The style of stitches and drawings
instead of patterns opens up opportunities to use many symbolisms, based

81
on simple silhouettes. It is an exercise, for me, relaxing and requires a lot
of concentration, both to create the design and to follow the stitches. It is
extremely relaxing, when they tell you to put away the needle you want to
perfect what you have made progress on. It creates a quiet environment,
with the activity. It seems to me that it is a free process to express
yourself and also to work on concentration.

Figure 8. Preliminary sketches for "A Future Spring".
Veronica was the only one who completed two scenes (see Figs. 8 & 9). In both,
Veronica recognized an emotional shift through meaning making.
Every time you see my work I think of different interpretations of what I
want to convey, I like to think that they are changing to improve. They're
more positive messages (see Fig. 9)… The first project… I thought it as
something I want to [do in the] future but I realize that has many elements
of the past and I think that ultimately is the story of a transition and how it
makes me happy before I have to lead my happiness in the future.
“My new project is a more abstract concept than the previous one changed its
meaning as it progressed.” After the initial changes to the second image, “my symbols
and my story remain the same, as in adversity with the only thing we really count on in
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our feelings (heart), our mind (brain) and a guide or support close to us (the cat)” (see
Fig. 10).

Figure 9. "A Future Spring," Final, approx. 10” x 10”, embroidery on cotton.
Despite finding meaning through the process, the individual concluded,
This project has been something new, in the sense that it is a style of
embroidery that I did not know and I think I can safely say that this is not
for me, I despair easily and although I understand why it should be
relaxing, it's very slow and free design I don’t like either, it's very messy,
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maybe it was the overall methodology and although it was a nice
experience it's something I wouldn't do on my own.

Figure 10. "Night Soul," Final, approx. 10” x 10”, embroidery on cotton.
The essence of my being. In this example, Alejandra chose to represent elements
of identity and place memories in a collage. Prominent are images of basketball,
representing a both personal identity and connection to family, the family dog, and
moments spent with family by a river (see Fig. 11). “It was a new experience, because
even though I already knew very basically how to sew, it was a whole new thing because
I had to start from creating the story and see what elements I wanted to integrate into my
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work.” It “captured something sincere, something that represents a lot for me and I
included all the essential elements for my life.”
My embroidery tells moments that have most marked my life, the
mountains remind me of my grandmother's ranch where we went for all
the holidays. The heart with the name of Maya represents my dog, is the
most precious thing I have in life. The basketball ball is because I love
basketball and I have played it for some time.

Figure 11. Preliminary sketch for "The Essence of My Being".
Like others in the group, Alejandra repeatedly expressed insecurities about the
technique yet had a shift in the initial trepidation to acceptance, satisfaction, and stress
relief.
At the beginning of today's embroidering I started to stress because I no
longer remember what the stitch was that I was doing, however hard I
tried to remember I could not, no matter what. I continued to do with a
new technique, I accepted that I would not remember. I relaxed more than
last time, although I was thinking a lot about the fatigue I have. The
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progress I had today helped me think that I want to include more things in
my work.

Figure 12. "The Essence of My Being," Final, approx. 10” x 10”, embroidery on cotton.
In conclusion, the piece represented identity and place memories. “I finished my
drawing, I represented the things that are characteristic of me, there are also some
drawings that remind me of my childhood. Making this embroidery brought back
memories, which are from my travels to Coalcomán” (see Fig. 12).
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Additional thoughts. The participants from UNLA appeared to be focused on
external influences, such as a topic covered in a class that day, a romantic endeavor, or a
visit with a close friend, rather than elaborating on their experience of being in the
moment with the process and materials. When the focus did touch on the process, the
expressions were directed on their frustration with threading the needle or completing a
desired stitch. Although all of the individuals in this group were psychology majors,
there appeared to be little evidence of exploration of insight but acknowledgements of a
shift in the perception of the experiences were noted. However, data were not collected
on the level of their studies, so, there may have received minimal training on this theme.
In an attempt to refocus them to the research questions, I wrote the response
questions provided in the instructions (What is my experience of the place in my story
while doing this? What story/voice(s) do I hear? How do I feel about the process today?
Something new occurred to me/I just realized that... Describe the symbols you are
embroidering.) on a large sheet of paper and posted them during each session. This
action did not result in a change in the content of the journaling. Their expressions
suggested a focus on self in the context of individual identity, related to recent
experiences outside of the art making process, rather than a reflection of the experience
of the materials and process of embroidering and storytelling. During the debriefing, the
participants agreed with the emergent themes as presented, affect regulation (“relaxing”;
“I feel better”), connection with group and social support, frustration tolerance (threading
the needle), ego strength (increased confidence and autonomy), and meaning making
through the symbolisms of color and form; no additional themes were identified by the
participants.
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Rural Narratives: UIIM
The eight participants expressed all themes related to identity development
situated in place, specifically community. None of the participants reported that their
scene was completed. As noted in the Methods section, despite efforts to adapt session
schedule at UIIM to participant needs, schedule was interrupted by holidays (May Day,
Mothers’ Day, Teachers’ Day) and school activities (field trips) which negatively
impacted the participants’ attendance (Mo = 5 sessions) and hindered their ability to
complete their scenes. Only five participated in the final session and all expressed that
the project length was insufficient.
All in this group wrote reflections at the end of the sessions. At the closing
session, the five participants in attendance titled their pieces; all other pieces remain
“untitled”. The following paragraphs present their preliminary sketches and embroidery
narratives with details from their written expressions.
The temple. The emphasis for Leticia was community. After listing details of a
traditional P’urhépecha wedding, the temple becomes prominent (see Fig. 13). The
narrative shifts from portraying an image of place to a felt sense of engagement and
symbolic meaning making.
When I was doing the embroidery work, I started to embroider my
community, starting with the temple which is the most important and the
hills, which is really what I observe when I am in the community. I feel
very relaxed, and I feel that I am in my community and that I am
observing it, I am only thinking, if it would be good if the colors changed,
and at the same time I think of the colors.
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Figure 13. Preliminary sketch for "El Templo".
I was very relaxed, and concentrated, very excited because I was filling
the temple that at first I was not liking but already in the end I loved it, and
I relaxed so much and I forgot everything, because every time I am more
excited. I want to finish it. I really drew the temple because it is where all
the people of the community gather for important matters, for a wedding,
baptism, among others.
In addition to the concrete depictions of community, plans were made to include
personal symbolism.
I happened to do another drawing, and asked myself why not better [to
add] a very representative animal on one side of the temple, because I
think it more delves in and would not exist, and that has bright colors…
And I was thinking how I am almost finished, I will draw a squirrel
because it is my favorite animal; they are so cute that I love them so much.
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Leticia did not attend after the sixth week. Although the image was unfinished,
the piece communicates a strong sense of place through the use of color, variety of
stitches, and details seen in the under drawing (see Fig. 14).

Figure 14. "Untitled," El Templo, Incomplete, approx. 10” x 10”, embroidery on cotton.
Sindamicho. Rather than begin with a sketch, Gabriela penned a story of family
and community.
I live in an area or community where people are dedicated to making
molded flowers, where people are engaged in commerce, but I come from
a family that is composed of five people my mom, my dad, my two
brothers and I, then when my mom married my dad they went to work
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both in different parts of the state. I was one month old when my mom
left of my grandmother in charge of me, for her work. [My mother] is a
teacher so she would go out every day at six in the morning to go to her
work and at that hour she would leave me with my granny then she would
return in the afternoon to see me and I was anxious for the weekend to
arrive because then my dad would come and only on the weekends I’d
have my parents together, but [that is] how I grew up as a baby with my
granny. She bathed me, changed me, removed my diaper, when I turned
three my grandma always took me to school and me, I always liked to
dance because what I wanted was that my mom would see me dance but
she never had time because of her work, so like this, she always sent my
granny to see me then I gave her a hug and that's how my grandmother
was my mom. But after years and time, now my granny is already very
sick and as they say everything is comes back and now I, when I can, I
bathe her, I change her, do the diaper care and now I'm in a folkloric group
my mom can see me dance… I know that we are in a difficult stage
because of my grandmother's illness but I know that just as I occupied her
when I was a baby now she needs me.
Written reflections were brief and described some frustrations with achieving a
desired effect. “At first it was very frustrating because I did not know how to start
because I didn’t remember any stitches.” “This day was a difficult thing because I didn’t
have the same concentration as before and was frustrating because none of the stitches
came out and because I only progressed very little.” After consulting with classmates,
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progress became more productive and enjoyable. “This day was very fun for me as I
progressed very fast, I learned new stitches and I am very excited to see the results of my
work and today. The time passed very fast I'm destressed and I'm very happy.”
Gabriela began with the physical features of place, “I… embroidered the hills…
in my community called Sindamicho and the clouds and the sun that arrives to be seen in
one of those beautiful evenings in my community.” Later, more emotional content was
depicted, and the process of embroidery appeared to allow for processing of difficult
memories.
Today was a day with a lot of feeling because my family problems and my
stomach ache would not let me concentrate but I started to finish my house
with a stitch that I invented. Then I finished a tree and then I finished the
bus that went to where my parents traveled and I started to remember
these difficult stages that I lived in because sometimes when my parents
were so busy, they weren't around. But after I saw that the stitch was
coming out, I was so excited that I didn't want to leave, it was so nice
because I laughed today, which I haven't done.
During the final session, the symbolism of the bus, which carried Gabriela’s
mother to and from work each day, was identified as the most important element. The
piece remained incomplete and was titled, “The tranquil sunset with the view towards the
hill of Sindamicho and its community on the side of the road” (see Fig. 15).
Flying with life. Patricia began with a simple statement, “Life has its highs and
lows.” Places and relationships were symbolically represented in a collaged format. In

92
expressions more complex than others, the utility of the process and materials for selfreflection and meaning making through metaphor were noted.

Figure 15. "The tranquil sunset with the view towards the hill of Sindamicho and its
community on the side of the road," Incomplete, approx. 10” x 10”, embroidery on
cotton.
Arriving at the workshop, I understood that for everything there is time
and spaces for each emotion, for each expression, and suddenly comes a
tranquility that helps you to retake the threads of life that teaches you that
everything comes has to leave. There are very important things to take
into account, as in life not everything is a single color, you have to learn to
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combine everything you need to have a good result, in any area of life, but
most importantly, that combination of threads with which you weave life,
not only has to look good, but has to have enough strength to resist
everything.
Today I did a combination of various colors and various stitches, the
reason was that a colleague mentioned that she was faithful to the patterns,
and I usually do not like to follow rules, patterns or established things, I
like to experiment, create or imagine.
Additionally, a therapeutic aspect of the process was identified.
Again, I was relaxed to be in the workshop, today I have many things in
my head that must be completed… but during the workshop I forgot
everything and all I had in mind were shapes and combinations of
colors… Once again the embroidery reassured me and even removed my
headache, I have many pending things to finish and sometimes I feel that
the time overtakes me, I am anxious that things won’t go as I have
planned, and think of all that has made the whole day thinking about many
things, as time passed during the embroidery, everything that was
bewildering me left my head and the only thing I could think about was of
my childhood, in the moments I could capture in that embroidery.
Patricia felt transported in time and place and more connected with the persons
depicted, living and dead.
I just realized that with just imagining, and shaping (embroidering) the
spaces where I have been and the people with whom I have shared these
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places, I feel the same emotions and feelings as if it were the moment
[when] I experienced them for the first time… To embroider for
enjoyment and embroider your memories, it makes me transport to another
space, which I like and I like very much… I was thinking about the
people I was embroidering during the whole workshop, I imagined
explaining or trying to explain the way they have marked my life and
found no other way to thank them more than give them something that has
come out of my heart and embroidered especially for them and thinking
about them.
Patricia also reported that embroidering with the group created a stronger sense of
community and broke down barriers.
Today I felt closer to my companions, there is no such relationship of
subordination (teacher-student) on the contrary, to share issues such as
dating, relationships, etc. that makes me feel closer to them, not just as a
teacher, but as a friend, and that's a feeling that is transferred to the
classroom.
During the final session, Patricia concluded,
The fact of embroidering your story and wanting to choose a scene, made
me look back at my life, reinforcing each of the stages I’ve lived, makes
me proud of the path traveled, and yes, I went back to live and enjoy every
stage I’ve embroidered as well as enjoying every person that is in that
picture. (see Fig. 16)
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Figure 16. "Flying with life," Incomplete, approx. 10” x 10”, embroidery on cotton.
My childhood. The theme of Josefina’s piece centered on childhood memories of
family life situated in place. Like others in the UIIM group, a story of absentee parents
due to economic needs emerged. “We live in a village [and] my father almost never was
with us, always spent [time] working away to give us the best.” “A memory of my
childhood is that we went to my father's ranch played non-stop with my cousins. the time
passed very fast everything seemed like a story.”
While the process of embroidering was relaxing, and comradery of the group was
supportive, reliving the childhood memories was, at times, difficult. “Being inside the
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workshop, embroidering the time passes very fast and more so talking with those who are
in the workshop group.”
I had a great time that I didn’t take into account that the time passed, it
happens very fast, besides that it is something really good to destress you
and even more when it captures some history or something that reminds
you or you want in some future.
Being in a group we can help each other and talk while embroidering; time
passes very fast. I feel very good to be able to capture something about
my life, I had never done it, and now that I have, I feel happy, a little
melancholy to remember everything that I've been through.
The process of spending time with memories appeared to allow Josefina to re-live
the difficult experiences with a shift to focusing on the positive elements, with a result of
healing painful emotional content.
What I embroidered today on the piece of cloth were some mountains and
a sun, in a landscape that reminds me of my childhood, at the ranch when
the whole family got along without fights, or envy, or pride, for me it was
really nice to be at my uncle's house at the ranch. Time went fast and the
problems that existed in the family were forgotten.
In the final session, Josefina lamented that the piece was incomplete, and reported
that elements depicting the car and road, “because my father always worked on cars,” and
other family members (mother, siblings) were not formalized (see Fig. 17).
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Figure 17. “My childhood,” Incomplete, approx. 10” x 10”, embroidery on cotton.
Woman. Rosa used few words but captured the essence of the theme “Woman”
with floral and scrollwork motifs (see Fig. 18).
I'm embroidering a border of branches and spirals in a circle, with a
woman in the center that for me are the most important of my
representation. I do not want it to be just a story of me with everything I
remember. My intention is to translate a woman who represents strength
and courage, decisive but at the same time feminine and very natural.
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Figure 18. Preliminary sketch and doodles for "Woman".
Consistent with the experiences of others, Rosa found the process stress relieving.
“I feel calm, embroidering gets rid of my stress and makes me forget the rest for a while.”
“My experience while doing this is enjoyable, I learn from other people's experiences of
the course, and makes the time go by fast.” Yet, at times, self-criticism crept in. “About
my embroidery, I don't like it anymore, I'd like to change everything again, but I wouldn't
know what to do…”
The scene was not completed, “there are many emotional elements excluded. It
was a short time, where it was not enough to put all the elements.” Those elements that
were included displayed a strong sense of identity and pride of ethnicity and gender.
Today I added more flowers in my embroidery because I like flowers, they
are very representative of the Purhepecha [sic] culture, they are always
present in the iconography. There are women who do this kind of work to
make money so they can buy things they need at home, for food, or some
just to have extra money. This activity makes me think of those women
who embroider because they need money, I do it because I like it and

99
clearly, I learned it from my grandmother who did it out of necessity. All
of this reminds me of her, my grandmother and the hours she spent
embroidering in a chair outside in the yard… It represents something
special to me. (see Fig. 19)
Ultimately, Rosa experienced a shift. “It's just changed a way of thinking... I
don't feel like there's been a big change... but I liked it.”

Figure 19. "Woman," Incomplete, approx. 10” x 10” embroidery on cotton.
The origin of Nahuatzen. Francisco chose to elaborate the origin story of the
community of Nahuatzen. The pictorial place narrative was presented as both individual
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and collective identity, a connection to nature and his ancestors. “I had a close and
transcendent experience with the moon, Nana Huare Huajpa (the daughter of the moon)
the ancient goddess of Nahuatzen.”
I [Francisco] am the child of Nana Huare Huajpa, the child of the moon.
The Nahuatzen had no place to live and she gave them the land she bought
from those of Cherán and those who come…
The voice I hear is that I must venerate and care for the earth, our mother
earth.
I feel at peace telling the story of the origin of Nahuatzen.
I just realized that I have to keep transmitting the history of the
grandfather gods.
The village [is the] donation of the land of Nana Huare Huajpa for those of
Nahuatzen from whence they arise to live in that place. (see Figs. 20 & 21)

Figure 20. Preliminary sketch for "The origin of Nahuatzen".
Expressions of self identity included: “I am the child of Nana Huare Huajpa, the
child of the moon.” “I am a descendant of the sun, moon and water gods.” “My personal
story comes in memories while embroidering.” “I had always wanted to be an artisan,
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because I see that they are passionate about working with their hands.” Through the
process, self-concept expanded.
Finally I'll never forget that I became a craftsman or sewing artist. I
always wanted to be an artist with my hands, I worked more with the
word, but even making verbal art is not easy, life is exhausted practicing,
writing, talking, thinking embroidering.
Additional references to self identity centered on gender. As one of the male
participants, acknowledgment of the technique of embroidery as “women’s work” was a
catalyst for self-reflection.
I am very happy to sew today because this activity is usually employed
only by women. In the Purépecha culture those who take the thread and
hoops are women. Men have to go to the field to bring firewood, plant,
harvest, hunt, collect fruit and women stay at home to prepare food, cook,
and clean the home.
I feel a bit of shame when I'm sewing and male companions pass by and
greet me from afar, also when they pass by male companions and they see
me in the course that by nature would be for women.
I think these cultural roles have to disappear because the art of drawing
and embroidering gives a lot of mental pleasure, one feels the tranquility
and forgets one of the problems personal, family and work.
Now I see the calm of women who take their sewing to wait in line to
receive medical care, when they are at the town or school meeting, when
they are waiting for a visit and it takes a long time. They are calm because
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they embellish their embroideries with flowers and landscapes; what does
it matters that they have two to five hours waiting, at that time they are
consumed with the now because it is not wasting the day.

Figure 21. “The origin of the community Nahuatzen,” Incomplete, approx. 10” x 10”,
embroidery on cotton.
But I start thinking about how men would see me embroidering in the
hospital would judge me. It's a heavy burden, including when you see
conversations in the office. First, I would have to explain to them that it is
an exercise recommended to me by a psychologist to heal my mind.
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Still they would laugh but they have to get used to that the roles are not of
men and women, they ask, they only mock and comment behind their
backs the activities that the person performs.
Group identity was presented in context of association with family and friends. “I
am confident my classmates will support me in order to finish the work in time.” “At
first talked a lot with the others but doing this distracts me from the work.” “I live to
follow the memory of the stories of my ancestors. I can't give up the people or the group
I belong to. I'm here to tell others what my grandparents told me.”
Community identity was also paramount, as noted in the origin story above, and
additional references to the P’urhépecha culture, and cultural roles. “I am happy to
contribute something to the culture.” “Today's world looks for other meanings different
from that of the ancestors. I want in the future not to lose the root, customs, the way of
being indigenous, our way of being, thinking, expressing and building the Purépecha
world.” “I live to follow the memory of the stories of my ancestors. I can't give up the
people or the group I belong to. I'm here to tell others what my grandparents told me.”
In addition to situating self in context of individual, group, and community
identity, Francisco explored the emotional utility of embroidering and shared frustrations
and insecurities. “I want to be busy in mind while embroidering the sewing, as I am
often worried or stressed. Time passes very fast while embroidering. I started the day
hopeless because I thought I could not embroider, because it is my first time
embroidering.” “I want to move fast and I can't do it and that makes me nervous.” “I do
not want the art work to turn out bad.” “It troubles me to see that there are very talented
and fast-moving companions and their work is quite well done.”
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I need you to know that embroidering art is an activity that gives me
happiness and I hope in the future to be a master artisan of sewing with
drawings of culture and even more to portray the daily life of the
Purépecha culture.
I am present at this moment on earth, living, I am the man of the present
who has on hand all the documented experiences of past history. This is a
treasure to see the generations pass by and represent them in sewed
drawings…. I want in the future not to lose the root, customs, the way of
being indigenous, our way of being, thinking, expressing and building the
Purépecha world.
At last I am not pressured, I feel that I rise, peace, tranquility, energy and
suffering because this feeling is momentary does not stay forever.
I hear the sounds of the past, the natural noises of the earth, the birds, the
rain, those who listened precisely in this place my grandparents, I would
like nature never to end because in it live the gods, in it we live together
with animals, the food and flowers...
Those are the symbols of embroidery the myth of the creation of nature,
who holds it and for that and who it is.
Little piggy. Ricardo’s brief expressions revealed a connection to place identity
within the agricultural community, as well as the emotional reaction to the process of
learning to embroider (see Figs. 22 & 23). “Today I embroidered a piggy.” “I started to
draw a cornstalk in the context of the pig where it represents agriculture.” “At first I was
somewhat nervous because I had never been in sewing classes but between the support of
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my friends and teacher Eliza I gained more confidence.” “I really liked this workshop
and I'm ready to go back.” “I have clearer my ideas of what I want to do would like to
reflect my indigenous community through living beings that inhabit there, although my
progress is very slow, and I feel more confident of myself.” “It still is a little difficult for
me to sew, although it is very relaxing to pass the needle over and over again, today I feel
a little pressed because all my companions have advanced more than I.”

Figure 22. Preliminary sketches for "Little Piggy".
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Figure 23. "Untitled," Little Piggy, Incomplete, approx. 10” x 10”, embroidery on
cotton.
The wooden house. The childhood home and identity within a P’urhépecha
family were the focus of Teresa.
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By drawing the Purépecha house I remember my childhood. I come from
an Indigenous family, I lived surrounded by animals, plants and my
family, I was always in touch with nature. My grandparents taught me to
love the earth and everything it gives us. It's the most beautiful thing for
me, I feel fortunate to have this Beautiful Place around Me. As I
remembered what was my home - wooden houses, wooden beds, petates
[woven grass mats], I am proud to belong to an Indigenous family, for
their wealth, for all the knowledge they have of how to treat the land that
gives us to eat and especially the beautiful landscape. In this drawing I
will capture what is a Purépecha dwelling with its wooden barns decorated
with corn hanging on its walls, its spacious patios with flowering plants.
(see Fig. 24)

Figure 24. Preliminary sketch for "The Wooden House".
Each stitch I embroider on the drawing I'm making calls to mind the
memory of my grandfather, who in peace rests, when all my brothers and I
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gathered in the barn with my grandfather listened to his tales or legends
that he knew.
Teresa experienced affect regulation, a strengthening of relational bonds, and was
transported to the time and place of the memory. “It has served me as a rest and to spend
time with my husband, it is a very valuable time for me to be with using as a hobby for us
both.”
My experience of embroidering is good. I do not know if it is the place or
being together with my husband and son, but I feel very calm, relaxed; in
truth I need it and I am enjoying it very much. Each stitch I embroider on
the drawing I'm making calls to mind the memory of my grandfather…
when all my brothers and I gathered in the barn with my grandfather [and]
we listened to his tales or legends that he knew. I'm so happy; I've never
tried to do anything before like this, as significant as [this]. This was my
childhood where I had a home made of wood. Just today I remember my
grandparents and the home that I had as a child and part of my
adolescence was so cozy, where we spent time with the whole family.
This experience is beautiful; I had never felt this, rest from my activities as
a housewife. To be embroidering relaxes me, I forget that pressure of time
that sometimes makes me feel bad. What keeps coming to me when I'm
capturing the colors of the wood is my childhood, my mother embroidered
to help with the sustenance of the house. In the evenings she would
embroider in the hallway of the barn while we were playing in the
courtyard of the house. This activity is serving me as a rest and to see that
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apart from that, it is a very familiar activity, which serves to coexist, to
relate to other people.
Today in particular I have rested a lot this time, I forgot everything and
focused the time on embroidering, combining colors. I didn’t think about
anything but about what I was doing. It was the first time this happened to
me. I am a person who does not know how to be in the moment because
then I jump ahead to what follows. (see Fig. 25)

Figure 25. "Untitled," The Wooden House, Final, approx. 10” x 10”, embroidery on
cotton.
Additional thoughts. In contrast with the UNLA group, this group manifested
their insights on the materials, process, and connection to individual and group identities.
Prevalent were expressions of pride and reliance on community. The first two sessions
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were informal with individuals joining and leaving the group; of note was the absence of
hierarchy between the members, and additional manifestation of the importance of
community, which led to the participation of staff and family member. This, apparent
lack of power differential was noted by me in my field notes the second session, and by
one participant during the ninth session. “There is no such relationship of
subordination.”
During debriefing, the emergent themes were presented, affect regulation (“I was
calmed”; “good to destress you”; “my headache went away”), connection with group and
social support, ego strength (increased confidence and pride), identity (gender roles,
Indigenous connection to gods, nature, and artisan heritage), place identity, and meaning
making through the symbolisms of color and form. The focus on identity may have been
heightened because all participants in this group were affiliated with studies in Art and
Heritage Culture.
While there was accord with these themes, the participants expressed frustration
with the lack of time due to the class suspensions and scheduling conflicts. During the
debriefing, the group identified additional topics. One was the importance of being given
time and space to work, stating: “There’s never space for you.” “We don’t give it.” “We
aren’t used to capturing our emotions.” “There’s no time for self.” The other was the
idea of creating for self. “I have [only] made things as gifts for people outside of the
home.” “It was difficult to know what to make, where to begin.” “It took a lot of work
to get started.” One participant expressed how powerful it felt “to have the ability to tell
my story,” a sentiment to which the other participants nodded in agreement.
Quantitative Analysis
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To investigate the utility of the MEIM, in harmony with the findings of Phinney
and Ong (2007) and Esteban Guitart (2010), the data from the MEIM were analyzed to
explore relationships between ethnic identity (I) with its subsets, commitment/affirmation
(C) and exploration (E). The mean scores were tabulated based on self-identity group
(campesino, n = 1; indígena, n = 7; mestizo, n = 5), university groups (UNLA, n = 5;
UIIM n = 7), and age groups, which were dichotomized (ages 18-24, n = 10; ages 25-44,
n = 3; see Table 1). Due to the small sample size the Kruskal-Wallis (K-W) and Fisher’s
Exact (F) tests were utilized. Post hoc the tests were repeated for each dichotomy of the
ethnicity variable (campesino/indígena, indígena/mestizo, campesino/mestizo). No
statistical significance was found in any of the data sets, thus supporting the null
hypotheses: there is no relationship between participants’ report of strong ethnic identity
as measured by the MEIM based on group membership (ethnicity, university, age). The
failure to reject these null hypotheses may be due to the small sample size and
homogeneity of the variables.
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Table 1
MEIM Scores Based on Group Membership

Characteristic n
Self-identity
campesino
1
indígena
7
mestizo
5
University
UNLA
5
UIIM
8
Age
18-24
10
25-44
3

M
3.40
3.47
2.84
3.12
3.29
3.08
3.70

Exploration
SD K-W(F)
.877(.730)
1.08
1.17
.087(.807)
1.08
1.13
.465(.549)
1.03
1.25

M
4.29
4.41
3.26
3.51
4.23
3.73
4.71

Commitment
SD
K-W(F)
4.378(.075)
.77
1.01
1.961(.183)
1.09
.87
2.039(.175)
1.01
.38

Ethnic Identity
SD
K-W(F)
2.611(.296)
3.92 4.04 .84
4.04 .84
.537(.497)
3.35 .98
3.85 .94
1.834(.206)
3.46 .95
4.33 .67
M

Note. N = 13. K-W = Kruskal-Wallis test; F = Fisher’s Exact test; MEIM = Multigroup Ethnic
Identity Measure. MEIM items 3, 5, 6, 7, 9, 11, and 12 assess exploration; Items 1, 2, 4, 8, and
10 assess commitment. The response options were on a Likert 5-point scale response survey
(strongly disagree = 1 to strongly agree = 5, with 3 as a neutral position). The score calculated
as the mean of items on each subscale (Exploration and Commitment) and of the scale as a
whole (Ethnic Identity). If a participant was missing data for an item, the means calculation
was adjusted for the actual number of items reported. Adapted from “Propiedades psicométricas
y estructura factorial de la Escala de Identidad Étnica Multigrupo en español (MEIM)
[Psychometric properties and factorial structure of the Spanish Multigroup Ethnic Identity
Measure (MEIM)],” by M. Esteban Guitart, 2010, Revista Latinoamericana de Psicología,
42(3), p. 409. Copyright 2010 by Revista Latinoamericana de Psicología.

Conventional Qualitative Analysis
Computer Assisted Qualitative Analysis
In addition to exploring the utility of quantitative analysis, computer assisted
qualitative analysis software (CAQDAS) was used with the expectation that CAQDAS
would reduce the workload of data analysis. Odena (2013) approached the subject of
CAQDAS from the perspective of its ability to tell a compelling story. Odena (2013)
cautioned that CAQDAS emphasized analysis of quantity of data (i.e., frequency counts
in transcripts) rather than looking at contextual meaning. Peters and Wester (2007)
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provided a reminder that analysis refers to both the unfolding of meaning, as well as, the
searching for patterns.
Using NVivo, word frequency counts were conducted on all transcripts
collectively and separately by location (UNLA, UIIM). The searches were filtered for the
10 most frequent words of four or more letters and generalized to capture words with
more widespread meaning (see Fig. 26). Within the texts of all participants, the most
recurrent word generalizations were “family, people” (95 iterations, combined),
“moment, time” (86 iterations, combined), “feel” (61 iterations), “embroider” (49
iterations), “things” (41 iterations), “life” (40 iterations), “want” (38 iterations), and
“experience” (33 iterations), which seemed to support my expected outcome of
experiencing of the product and process of art making.

Figure 26. NVivo word clouds, ten most frequent words filtered collectively (center) and
separately by location (UIIM, left; UNLA, right).
A comparison of the data presented distinctions between the two groups. The
UNLA participants most commonly recorded statements related to “embroider” and
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“people” (31 iterations each), “things” (30 iterations), “feel” (29 iterations), “part” (27
iterations), “believe” (26 iterations), “want” (25 iterations), “make” (23 iterations),
“moment” (22 iterations), and “have” (20 iterations). These expressions suggested a
focus on the immediate present, the product, and the intellectual processing of the
experience. The UIIM group communicated the terms “time, moment” (60 iterations),
“feel” (32 iterations), “family” (30 iterations), “life” (23 iterations), “experience” and
“embroider” (22 iterations each), “story” and “forever” (21 iterations each), and “where”
(19 iterations). These terminologies implied a connection to a continuum of time, the
process, and a more visceral experience through place memories.
Wherein the quantitative measure did not reveal significant differences based on
group membership, a qualitative analysis of the participants’ self-report via written data
seemed to support differences in the perceptions of time (present versus past) and
experience (product versus process, cognitive versus affective). However, it must be
noted that, although none of the participants reported prior experience with tela bordada,
40% of the UNLA group reported they had previously engaged in needlework in contrast
with 75% of the UIIM group and those preceding encounters may have allowed the UIIM
participants to be less focused on technique.
Manual Data Analysis
In harmony with Leech and Onwuegbuzie’s words, “In using CAQDAS
programs, flexibility, creativity, insight, and intuition should never be replaced by a
systematic and mechanical analysis” (2011, p. 83), I began an intuitive process of
discovering emergent themes during the transcription of the journal entries. I informally
coded these themes manually in my field notes. Four themes, affect regulation,

115
connection and social support, ego strength, and finding meaning, were consistent with
both groups. The UNLA group also made expressions related to the emotional
experience of the art making, including frustration tolerance, while the UIIM group made
more articulations associated with identity and place connection. During the final session
debriefing of emerging themes, both groups expressed agreement with the topics. The
UNLA group reported that the open-endedness of the prompt created discomfort, two
stated they would definitely not engage in tela bordada in the future, two were unlikely to
continue the practice, and only one participant found the experience to be very helpful
and expressed a desire to purchase materials to continue to use the process independently.
The UIIM group voiced frustration with a lack of time due to class suspensions,
transportation issues, and scheduling conflicts with other academic commitments. The
participants repeatedly voiced that the project was the first experience with having time
for themselves, stating “there’s never space for ‘you’… we’re not given it,” and “we
aren’t accustomed to focusing on and capturing our emotions.” Thus, the theme of
creating space and time for self emerged, in the form of “the ability to tell my story.”
Additionally, they articulated that, like the UNLA group, it was difficult to know how to
begin or what to express but, in contrast, once they got started, it was a process that they
wanted to continue.
The findings of manual data analysis were consistent with the nine themes
reported by reviewer Blanc, namely: family and memories of family (connection and
social support); feelings of relaxation, calm, and flow (affect regulation); development of
meaning through the process (finding meaning); self-critique and/or comparison to others
(ego strength); moments of resistance (frustration tolerance); connection of emotions to
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the process (affect regulation); sense of accomplishment and satisfaction (ego strength);
increased calm to resolve frustration (frustration tolerance, affect regulation); and
awareness of the background music (affect regulation).
Reviewer Torres Molina saw significant differences between the UIIM and
UNLA groups, even expressing the belief that the UNLA groups were exchange students
from the US. Torres Molina perceived the UNLA participants as overly focused on the
technique, such as threading the needle, while the UIIM participants driven by personal
and community stories. Reviewer Huendo Vázquez concentrated on the participants’
manifestations of interest-disinterest, level of comfort with the technique, and connection
with narrative symbolism. Although all reviewers were provided information on how to
do manual data analysis, based on Kvale’s (1996) methods, Torres Molina and Huendo
Vázquez displayed a level of discomfort with the Western method of coding, as
demonstrated by incomplete reporting, despite repeated contact to clarify questions and
expectations.
The conventional qualitative analysis provided a base through the exploration of
patterns and revelation of emergent themes, and began to provide meaning to the
experiences of the participants, yet it was through the process of weaving (the act of
interlacing threads to create fabric, which will be discussed in greater detail in the next
section, done prior to data collection and during data analysis) that significance was
revealed.
Indigenous Ways of Knowing
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Prior to data collection, I engaged in a traditional weaving workshop to situate
myself within the context of P’urhépecha ways of knowing. Drawson, et al. (2017) wrote
that self-location provided a means for “acknowledging the enmeshed nature of one’s
personal and professional lives and identity” (p. 6). At the onset of the workshop, the
presenters provided background for engaging in the craft tepeni tsipekua, which in
P’urhépecha signifies para tejar politicamente, to weave in a political manner. The term,
which does not translate easily to English, is derived from tepen, the fringe of woven
shawls, and tsipekua, vida y gusto, life and taste, pleasure or flavor. Tepeni tsipekua
combines spirituality (soul), creativity (hands and feet), affect (heart), and reflection
(head; Red Tepeni, 2018; see Fig. 27). “We are a voice of thread and needle that does
not keep quiet, the fabric is powerful weapon” (Red Tepeni, personal communication,
February 16, 2018). Another powerful force in understanding P’urhépecha ways of
knowing expressed by Nana Gloria, the traditional backstrap weaver, emphasized a

Spirituality
(soul)

Creativity
(hands & feet)

Affect
(heart)

Reflection
(head)

Figure 27. "Tepeni Tsipekua," elements needed to weave 'politically' (Red Tepeni,
2018).
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primary principle of silent observation (hay que ver, you have to see). Nana Gloria
stated, “We (P’urhépecha) are of few words.”
With a preliminary understanding of P’urhépecha ways of knowing, I began the
process of weaving, and Botha’s (2011) concepts of development (how one method
extends or informs the other), initiation (focusing on differences and similarities), and
expansion (enlarge the range of examination through the use of divergent methods)
became evident. The first step in weaving requires preparing the thread for the warp, the
lengthwise or vertical strands that are attached to the loom (see Fig. 28).

Figure 28. Tela de cintura, backstrap loom, with warp threads running vertically and weft
crossing horizontally to form the weave of the cloth (Lechuga, 1987).
The length of the fabric is determined by the length of the warping board on
which the fibers are crisscrossed, while the width is established by the number of wraps
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on the frame, which later take form with the weft, the threads interwoven horizontally.
Metaphorically, the intentionality of the preparing the fabric structure paralleled the
process of research design, wherein the length (duration) and width (number of
participants) were predetermined.
After wrapping the warp, the threads are mounted on the loom bars and the
individual fibers are separated and organized. This process requires concentration to
identify where each strand belongs, and, at times those identified as not properly fitting
are plucked out. I found this process repeated in my initial coding of the data. Topics
appeared from an analysis of the individual journal entries and those that did not
correspond with the emerging themes were cut out.

Figure 29. Weaving with backstrap loom in traditional kneeling position (Nana
Gloria, left) and seated (Eliza Homer, right).
After assuring that the strands are neatly organized, a heddle stick and shed rod
provide structures for alternating between the crisscrossed warp as the weft is shuttled
back and forth to create the woven fabric, which emulated the push and pull of finding
meaning from the individual while creating the whole of the narratives, the weave of
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which is strengthened through the repeated action of the machete, sword or beater,
tightening the weft with each pass (see Figs. 29 & 30).

Figure 30. "First Weave" (left), wool on wooden backstrap loom, approx. 8" x 36" and
"Second Weave" (right), cotton with tepen, decorative knotted fringe, approx. 10" x
24".
In this chapter, an analysis of the data suggested that the technique of tela bordada
may be useful for exploring identity and place-based memories. In the next section, I
will connect these themes and findings with the prevalent themes from the literature,
including theories of Slow and Place Identity. The potential for therapeutic application
will be explored through the lenses of narrative and expressive therapies. Additionally, I
will present my reflections, as a researcher, on the materials and process as a method for
decolonizing research.
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CHAPTER 5
Discussion
Weaving Common Threads
The organizing of individual threads and act of weaving individual stories,
interconnecting the warp (vertical threads) and weft (horizontal threads), metaphorically
created a cloth with recurring patterns. The results outlined in the last chapter addressed
the research question: What was the experience of engagement in tela bordada,
embroidered story cloths, for rural and urban university students in Michoacán, Mexico?
Across groups, concepts related to affect regulation (e.g., becoming relaxed), connection
to the group and social supports, increasing ego strength (e.g., expressions of
accomplishment when gaining mastery with the technique), and meaning making through
symbolism and color were evident. Another notion that emerged was the ability for reframing of the narratives from a negative to positive experience. Within the UNLA
group, frustration tolerance, and individual identity were prominent, while the UIIM
group expressed an expanded sense of identity that included self, group, and community
situated in place. Additionally, the UIIM group voiced their pleasure with the novel
experience of creating space and time for self.
These expressions also appear to support the notion that engagement in tela
bordada contributes to increased wellbeing. Based on the constructs of wellbeing in
Mexico (Ariana, 2012; Cartwright, 2007; Collier, Farias Campero, Perez, & White, 2000;
G. M. Foster, 1984; M. L. Foster, 1985; Garcia, 1998; Garro, 1986, 2000; Rodriguez,
2012; Spears-Rico, 2015; Tafur, Crowe, & Torres, 2009; Taggart, 2015; Torres, 1984;
Weller, 1984), namely, happiness and social harmony, and wellness, health as holistic
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with components of physical, social and familial, and land connections, I looked for
evidence in the spontaneous written reflections (in Spanish, one word, bienestar,
translates as both wellness and wellbeing). Abundant data supported this theme,
including declarations of physical (relief from headache and stomach ache, increased
relaxation and calmness, stress reduction), affective-happiness (laughter, hope, ability to
understand and express feelings, freedom of expression, resilience), social-familial
(connection with ancestors, family, group members, community), and land (place-based
memories, community stories, agriculture) connections.
What role, if any, did the place of the scene depiction in the imagery for
participants have on associated memories? While all of the narratives and associated art
work depicted elements of place, the majority (77%) focused on an experience situated in
place. For example, in the narratives, the participants wrote of sensations of being
transported in time and location of the associated memory.
In what meaningful way was place connected with identity formation? Forty-six
percent of the participants made explicit connections between identity and place. For the
UIIM group, this was expressed in terms of gender roles within Indigenous communities,
identification with place and gods of origin, and artisan traditions, while the UNLA
participants included symbolic representations (a river, personal space with favorite
things, ropes course) of a place of personal growth.
How did prior experience with embroidering or direct connection with artisanal
tradition impact the experience? While 61.5% affirmed prior experience with
needlework, none had worked with the specific technique of tela bordada. Those that
endorsed prior experience reported that they had only engaged in structured stitches (e.g.,
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cross stitch) with designs originated by others. Fifty-three percent of the participants had
previously crafted using artisan techniques (feather work, textiles, embroidery, clothing).
An objective review of the narratives appeared to indicate that prior experience with
embroidery did not have significant impact. For example, Francisco and Veronica had no
embroidering experience but expressed that the process was impactful and a technique
that they hoped to continue in the future, whereas Margarita stated that she would not
enjoy the process of free design and would “not do [it] on [her] own,” despite previous
experience with cross stitch embroidery. However, the content of the UIIM group’s
embroidery seemed to be richer, which may be because the focus of their studies (Art and
Heritage Culture) indicated an interest in and connection with artisanal tradition.
Although all of the individuals in the UNLA group were psychology majors, there
appeared to be little evidence of exploration of insight, but acknowledgements of a shift
in the perception of the experiences were noted. However, data were not collected on the
level of their studies, so, the UNLA students may have received minimal training on this
theme. In contrast with the UNLA group, the UIIM group manifested their insights on
the materials, process, and connection to individual and group identities. These
observations appeared to support prior assumptions and biases discussed in the
introduction, namely a presumption that, in general, the UNLA participants would have
more superficial written expressions about their experience and that the individuals with
artisan heritage in the UIIM group would produce richer, thicker text.
Material and Process: What was Gleaned from the Pilot Study and Literature?
The pilot study produced eight general themes: wellbeing; identity; gender issues;
expectations; Indigenous beliefs, fatalism and the will of God; the origins and role of folk
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art; and the experiences of place and time (Homer, 2017). As was anticipated, the
participants of this research made expressions consistent with the themes of wellbeing,
identity, gender issues, expectations, and the experiences of place and time, as discussed
in the Results section, were also found within the researcher’s phenomenological
experience of artmaking and journaling during the pilot research.
Additionally, an exploration of symbolic elements evident in the researcher’s
narratives from the pilot (see Fig. 31) and the participants’ artwork in this study revealed
cross-cultural commonalities and differences. Eight of the scenes depicted a house or
other supportive structure, such as a temple or barn (see Figs. 5, 7, 9, 14, 15, 17, 21, 25,
& 31). The participants and researcher linked these buildings to their experiences of
family and/or community. Other emblems of relationships included pets (see Figs. 7, 10,
25, & 31) and people (although some participants were not able to complete the rendering
of the figures, depictions of family were consistent in all except for four exemplars; see
Figs. 2, 12, 23, & 25). Interestingly, five individuals spontaneously incorporated the
elements of house-tree-person (H-T-P). Oster and Gould (1987) reported that free
drawings with these three objects comprised the H-T-P drawing, which is a commonly
used directive for assessing “an individual’s degree of integration, maturity, and
efficiency” (p. 32) as indicators of psychological adjustment. The instinctive use of these
elements by members of all groups (UNLA, UIIM, researcher) suggests that H-T-P may
provide a stronger measure of self across cultures than the MEIM.
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Difficult memories of isolation, absent parents, and feelings of impotency
appeared in the narratives. Juana presented a barren landscape (see Fig. 3). Gabriela
depicted the bus that took her mother to work for long hours (see Fig. 15). Margarita’s
rendering of a human form lacking hands and feet, noting “out of all that surrounds you,
that causes confusion or problem, of the darkness, at the end of the account we only have
and control our own decisions with heart and mind” (see Fig. 10). Patricia placed angelic
figures in homage to deceased loved ones (see Fig. 16). Some created containers for
unpleasant emotions: Veronica (see Fig. 7) and the researcher (see Fig. 31), erected walls,
while Gabriela (see Fig. 15) enclosed feelings of abandonment in a bus and Juana (see
Fig. 2) employed avoidance by substituting words for the unrealized image of self.

Figure 31. "Connecticut" (left), approx. 10" x 10", embroidery on cotton, and
"California" (right), approx. 10" x 14", embroidery on cotton. Embroidered story cloth
narratives created by the researcher during the pilot study.
Color became symbols of independence and connection. Veronica reported
recreating the shirts of loved ones through the use of color (see Fig. 7). Teresa evoked
childhood memories through the selection of wooden hues (see Fig. 25). Alejandra
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connected with a university family with signature purple (see Fig. 12). “In life not
everything is a single color, you have to learn to combine everything you need… [a]
combination of threads with which you weave life,” wrote Patricia; the decision to
separate individual strands from various skeins and recombining the threads to create new
multicolored floss was a way to “break rules” and go against establishment in a
demonstration of independence (see Fig. 16). This seemingly simple act of defiance
spoke loudly in the context of traditional craft, as the embroidery instructor Berta had
demonstrated a rigid adherence to specific color schemes.
UIIM participants connected personal symbols directly to strong collective
traditional identities. Francisco began with deities, Curicaueri the Sun and Nana Huare
the Moon, creators of the Nahuatzen community (see Fig. 21). Patricia depicted a central
hummingbird icon reminiscent of the Mesoamerican god Huitzilopochtli (hummingbird
of the left) often equated with the Purépecha god Tzintzuuquixu (hummingbird of the
south) who were credited with guiding their peoples to their homelands (see Fig. 16).
Rosa honored the significance of women in the community represented by feminine floral
symbols (see Fig. 19).
In contrast with the communal identities expressed by the UIIM group, modern
graphics were prominent expressions of individual identity for the UNLA participants.
Alejandra’s imagery lacked human and animal forms, replacing them were a basketball, a
heart, and a river (see Fig. 12). Margarita substituted a family system with a singular
person and a stylized humanoid (see Figs. 9 & 10). Veronica supplanted human
connection with books and a pet (see Fig. 7). The distinction between rural and urban,
modernity and tradition, appeared juxtaposed in the narratives.
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Topics from the literature were also present. Although this study did not focus on
QoL or views of illness, evidence of relevancy included experiences of increased
wellbeing, such as: “Doing this was super relaxing and I feel much better!” “I relaxed so
much and I forgot everything (external stressors);” “I didn't want to leave it was very nice
because I laughed today, which I haven't done;” and “Once again the embroidery
reassured me and even removed my headache.” Themes of identity, such as athlete,
artist, artisan, P’urhépecha, were prevalent. Additional expressions of gender and gender
roles were also discussed.
Consistent with the pilot study, issues related to place and time were evident. As
noted in the Results section, three of the five UNLA participants (60%) and all of the
UIIM participants (100%) situated their depicted memories in place, the context of which
suggested affirmation of place as a key construct in identity development (Aden et al.,
2009; Barwin, et al., 2015; Birdsall, 2012; Gufstason, 2001; Halbwachs & Coser, 1992;
Kovach, 2012; Power & Bennett, 2015; Prince, 2014; Truc, 2011). Statements correlated
to time included references to the present (time constraints for completing the project,
passing of time), the past (memories), and the future (plans to continue practice of
embroidery). With a reported a sense of being transported to the place and time of the
memory, the participants and researcher alike evoked generational cross-cultural
connections to needlecraft, reliving moments when mothers and grandmothers sat and
stitched.
Key Concepts
Four topics from the Literature Review became prominent during the data
analysis: Slow Theory of Time, the utility of the MEIM, art and storytelling as research
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and intervention, and research methodology, the latter of which will be discussed in the
next section.
Slow. In the research design and participant experiences, there appeared to be
evidence supporting the tenets of Slow, specifically, (a) the principles of mindfully
engaging in self-reflection, self-examination, and self-monitoring (Honoré, 2004; Tam,
2008), (b) shutting out external distractions to be alone in one’s own thoughts with the
aim of finding or creating meaning (Honoré, 2004; Tam, 2008), (c) making use of
available resources and traditional “recipes” to promote change (Lipson, 2012) and (d)
enjoying artisanal “meals” leisurely with family and loved ones to enhance the
experience (Honoré, 2004). These concepts were manifested in the statements such as
(a) “My personal story comes in memories while embroidering.” “In today's process I
became restless again by not being able to put the thread in the needle sometimes [but] I
am excited about my progress.” (b) “It disconnects me from the world and it's a relaxed
way of being me and my thoughts.” “Even though this gets relaxing sometimes I am
often left alone with my thoughts and that is something I am never excited about.” (c) “I
had always wanted to be an artisan… I became a craftsman or sewing artist.” “It is a
changing creative process, where you start with an idea and inadvertently it’s transformed
into another according to what we focus, both memories, as well as feelings.” “I think of
different interpretations of what I want to convey, I like to think that they are changing to
improve. They're more positive messages.” and (d) “I felt very relaxed and in the
moment,” “I am a person who does not know how to be in the moment… it has served
me as a rest and to spend time with my husband, it is a very valuable time,” “I am
learning from other people's experiences.”
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The personal accounts recorded by the participants supported the benefits of
intentionally making space for self-exploration and creating accessible places for that
exploration. Some expressed that the project provided the first experience in which they
had made time for self and had the ability “to tell my story” and to capture and embody
their feelings.
The experience of the participants paralleled those of the researcher during the
pilot study.
The process of slow, deliberate creation of protagonists in one’s story
brought up subtle details that may have been overlooked in a faster
technique… Both the product and the process highlighted a theme of time,
in particular, a slowing of time. I was delayed by a cultural construct of
time. I was transported back in time through place memories. I felt the
constraints of the leisurely rhythm of embroidering. This measured pace
was simultaneously beneficial and detrimental. I had to sit with the
images and recollections, processing each detail as I pierced the cloth.
Quieting the outside world, hours passed in an instance, yet the figures
appeared on the scene at an unhurried pace; I found myself longing for
them to move on. (Homer, 2017, pp. 48, 55, 56)
MEIM. As noted in the Results section, no statistical significance was found in
any of the data sets, thus supporting the null hypotheses: there is no relationship between
participants’ report of strong ethnic identity as measured by the MEIM based on group
membership (ethnicity, university, age). While the failure to reject these null hypotheses
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may be due to the small sample size and homogeneity of the variables, another possibility
was that the measure was not culturally or contextually relevant.
A comparison of samples in this study with those of Esteban Guitart (2010) and
Phinney and Org (2007) yielded key details. Esteban Guitart (2010) reported that the
participants (N = 631, indígenas = 301, mestizos = 330) were recruited from three
“distinct” universities in the state of Chiapas. However, Esteban Guitart (2010) failed to
report on the population distribution within each university, all three of which main
campuses were located in urban locations (San Cristobal de las Casas, Tuxla Gutiérrez),
which may imply that those identifying as indígenas may have been the minority, 21.8%
based on demographic statistics (2010,
http://en.www.inegi.org.mx/app/areasgeograficas/?ag=07). Likewise, Phinney and Org
(2007) reported recruiting participants from “a predominantly minority urban university”
(p. 276). In contrast, this study utilized samples from two distinct populations, one
urban-mestizo and one rural-indígena, so, although heterogeneity existed for the entire
sample, each subgroup was homogeneous, thus the context of this study hindered the
transferability and validity of the MEIM.
Although Esteban Guitart (2010) tested the MEIM for reliability and factor
structure with participants in Chiapas, Mexico, Esteban Guitart limited the expression of
ethnic identity to language, “‘mestizo/a’ (the student has Spanish or Castilian as mother
tongue) or ‘indígena’ (the student has an Indigenous language as mother tongue)” (pp.
406-407). In this study, only one participant reported speaking an Indigenous language,
hence, Estoban Guitart’s (2010) concept of ethnic identity did not apply. Upon revisiting
the studies, Esteban Guitart’s (2010) admission, “further research is needed to assess the
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ethnic identity and validate the measure and the factors of ethnic identity across various
ethnic and contextual samples of Spanish-speaking adolescents and adults” (p. 405), and
Phinney and Org’s expectation that “current models of ethnicity [would]… be replaced
by better models” (p. 279), appeared true.
While Esteban Guitart (2010) concluded that the results supported “the use of said
instrument [MEIM] in the Mexican context” (p. 411), the conflict between Esteban
Guitart’s conclusion of statistical significance and subsequent generalization for “the
Mexican context,” based on data gathered from three universities in one state in Southern
Mexico, and the outcome of this research, no statistical significance, based on data
gathered from two universities in one state in Central Mexico, highlighted the danger of
over generalization and supported the need for further and more diverse research with
Non-Western and Non-White populations. Additionally, Esteban Guitart’s (2010)
apparent demonstration of societal (power to define reality), organizational (monocultural
structures), and culture bound (definition of psychology and standards of practice) biases
by limiting the definition of ethnic identity as bound to language held potential for the
propagation of discriminatory practices (see Fig. 32).
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Power to Define
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Western Historical
Bias
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Individual:
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Monocultural
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- Programs
- Practices
- Structures

Culture Bound:
Definition of
Psychology
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Codes of Ethics

Figure 32. Multidimentional Model adapted from Sue, D. W. (2003). Cultural
competence in the helping professions [video]. Retrieved from https://searchalexanderstreet-com.ezproxyles.flo.org/view/work/1778793.
Reflecting upon these findings called to mind Simonds and Christopher (2013)
missteps. Like Simonds, this research design was influenced by self-perceived pressure
from academia, namely a misconception that an “acceptable” Western measure must be
included in the method for the research to be considered as “serious.” In retrospect, the
three-factor constructs of the MEIM, commitment and attachment, exploration, and
ethnic behaviors, appear to be better suited for assessment of heterogeneous samples,
such as populations with multiple immigrant origins found in the US (Esteban Guitart,
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2010; Phinney & Ong, 2007). For example, the first item, “I have spent time trying to
find out more about my ethnic group, such as its history, traditions, and customs”
(Esteban Guitart, 2010; Phinney, 1994; Phinney & Ong, 1992; Roberts et al., 1999;
Smith, 2002), becomes moot in a milieu that is rife with cultural celebrations and arts
events, such as in Mexico in both urban and rural communities. Simonds and
Christopher’s words came crashing back, “A key point to consider is that gathering data
from an Indigenous person does not necessarily indicate that Indigenous knowledge has
been gathered” (2013, p. 2185). The decision to implement the MIEM was a misstep.
Furthermore, although psychologist, Anayuli Torres Molina identified identity
disorders as one of three major issues encountered in private practice, the dysfunction
stemmed from mixed identity anxiety. Mixed identity anxiety (dichotomy between
racialized identities of Indio versus Mestizo) results from the struggle between past and
present, tradition and modernization, rather than ethnicity itself, as P’urhépecha balance
the drive to “preserv[e] their communities’ intimacy and ‘control’ how they are
perceived, consumed, and toured” (Spears-Rico, 2015, p. 1). Torres Molina, who
identifies as P’urhépecha, explained the struggles with mixed identity, stating, “They say
to me I’m not P’urhépecha. I’m neither here nor there and I suffer being in the middle of
this, I don’t know what it is… It hurts me when they tell me ‘You, yes, you are,’ and it
hurts me when they say, ‘you are not’” (personal communication, February 8, 2017).
With the recognition that identity crises are not based on the US criteria of ethnicity, a
consideration of alternative measures of baseline indicators of psychological adjustment,
such as ego strength or the H-T-P elements instinctively portrayed by the participants, in
conjunction with interpretation of the images by a mental health professional from the
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community. These measures might provide more appropriate indicators of an
individual’s level of adjustment associated with life stages and identity development,
ranging from mixed-identity to bicultural identity (minority-traditional and mainstreammodern culture; Gfellner, 2016).
Art and Storytelling. As discussed in the literature, narrative therapy strives to
assist the individual to identify and separate oneself from the problem, re-name the issue,
externalize and re-author the story (Constantino et al., 1985; Ramirez et al., 2009,
Shapiro, 2002). In the process of art making, evidence of identifying problems and reauthoring was implicitly and explicitly recorded by the participants. Juana shifted from
expressing a desire to define herself, “who I believe I am,” to admitting “constant fight
and doubts about myself.” Patricia discovered her need to be in control. Francisco began
with an externalized Indigenous story and identity, then embraced a new identity of
“artisan.” Veronica faced her initial personification of fears and made new meaning by
reframing those persons as the people who protect her from those fears. Margarita found
that her interpretations became more positive. In each case, the narrative changed in
process with the art making, rather than in isolation with the emotion-laden content of the
stories.
Research Methodology. In the literature, the emphasis was on the need to
consider ways of knowledge outside of the Western context. In particular, Botha (2011)
suggested mixing conventional qualitative methods with “uniquely indigenous [sic] ways
of producing and holding knowledge, such as alternative modes of consciousness,
traditional relationships, and local practices” (p. 316). For this reason, the design of this
research hinged on an immersion into local heritage art practices via backstrap weaving
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and embroidery handcrafts. The outcome of those decisions will be discussed in the
following paragraphs.
Material and Process: Weaving New Threads
As anticipated, as the Artist-Researcher in the pilot study (Homer, 2017) and from
the standpoint of the Mestizo-Campesino-Indigenous participants in this study, a
relationship with traditional craft materialized as a stimulus for memories, which implied
that these processes can potentially be incorporated into art therapy practice in these
communities in Central Mexico and in other communities with art traditions to enhance
cultural connection and increase wellbeing. The unexpected appeared in reframing the
experience of the material and process of the participants to the perspective of the
material and process of research planning and design, namely, finding meaning explicit
in the participants’ experiences and implicit in the researcher’s experience of designing
and conducting research. As will be discussed in following paragraphs, the researcher’s
experience of the traditional craft of weaving during data collection and analysis was key
to gaining new and expanded insights into ways of knowing, in relation to language,
education, and the arts.
Language Matters
The decision to use Indigenous theory caused me to question my motivations for
this research and my choices of approaches, and I found myself asking, what does
Indigenous mean? My goal for looking to the accepted definitions of Indigenous was not
to diminish or disrespect any who embrace Indigenous identity, rather, to expand on its
importance and to elaborate on the need for more consideration of indigeneity and to
advocate for increased inclusion. A simple word search on the internet yielded similar
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results: “produced, growing, living, or occurring naturally [emphasis added] in a
particular region or environment” (https://www.merriamwebster.com/dictionary/indigenous); “originating or occurring naturally [emphasis
added] in a particular place; native”
(https://en.oxforddictionaries.com/definition/indigenous); and “existing naturally
[emphasis added] or having always lived in a place; native”
(https://dictionary.cambridge.org/us/dictionary/english/indigenous). Based on these
definitions, if Indigenous connotes natural, would that imply that Non-Indigenous,
Western means unnatural?
In contrast with the word “indigenous,” which can refer to flora and/or fauna,
according to the Oxford dictionary the adjective aboriginal specifies a human experience,
meaning “inhabiting or existing in a land from the earliest times or from before the
arrival of colonists [emphasis added]; indigenous; relating to the Australian Aborigines
or their languages” (https://en.oxforddictionaries.com/definition/aboriginal; see also
https://www.merriam-webster.com/dictionary/aborigine).
I began to ponder the semantics of language as a method to categorize and
“other.” In the literature, while the term “Indigenous” was most prevalent, “Aboriginal”
and “First Nations” were also prominent (Archibald, 2008; Bainbridge et al., 2015;
Campbell, 2014; Drawson, et al., 2017; First Nations Centre, 2005; Kelley, et al., 2013;
Koster, et al., 2012; Kovach, 2009; McGregor, et al., 2010; Simonds & Christopher,
2013). In context, Australia- and New Zealand-based researchers more often used
“Aboriginal” or “Indigenous” (Bainbridge et al., 2015; Campbell, 2014; McGregor, et al.,
2010), while their Canada-based counterparts appeared to favor using the three terms
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interchangeably, “First Nations,” “Indigenous,” and “Aboriginal” (Archibald, 2008;
Drawson, et al., 2017; First Nations Centre, 2005; Koster, et al., 2012; Kovach, 2009).
US-based authors generally used “Indigenous” or “Native American,” (Kelley, et al.,
2013; Simonds & Christopher, 2013), although Simonds and Christopher (2013) utilized
all of the above terms. Interestingly, Canada-based researcher Campbell (2014) made
this distinction:
the terms aboriginal and indigenous refer to those who are members of, or
who are descendants of, North American tribal groups, including First
Nations, Inuit and Métis people. First Nations people are those whose
names appear on the Indian Registry maintained by the department of
Indian and Northern Affairs Canada (Health Canada 2012) (p. 39).
Likewise, Kovach (2009) attempted to differentiate the terms in this manner: (a)
“Indigenous” denotes Indigenous peoples and cultures (use of the term “Indigenous” in
the definition further confuses the issue), (b) “Aboriginal” was “referring to a specific
Canadian context” (p. 20; yet this word was also heralded by the Australian and New
Zealand authors in a region-specific context, as in the paragraphs above), (c) “Indian”
was related to a specific racial status within the Canadian Indian Act, and (d) “tribal” was
connected to specific group identity (e.g., Nêhiýaw Tribe). While the above definitions
of “Indigenous” appear to be an over-inclusive, reductionist umbrella term, i.e., “having
always lived in a place” (Cambridge Dictionary, n.d.), this description excludes
populations on other continents that are accepted as being first inhabitants. In deference
to a place-based natural-unnatural Indigenous or Australian-Canadian Aboriginal debate,
might an adoption of First Nations or First Peoples, to elevate and distinguish tribal

138
knowledges from other local, yet perhaps, non-Indian-Native American-Aboriginal
knowledges by allowing for all geographical regions while highlighting and honoring
pre-colonization origins, the peoples who were first in the land?
In the context of language and communication, my search for ways of knowing
outside of the Western construct led me to the Australian Warruwi Community. Singer
(2018) studied this small island group (pop. 400) that commonly uses nine different
Indigenous languages. Singer noted that the Warruwi practice receptive multilingualism
as a shared norm. Receptive multilingualism involves speaking one’s preferred language
to another with a different preferred language, i.e., understanding through hearing rather
than requiring that one or both have verbal competency in each other’s language;
individuals acquiring proficiency in the ability to hear with understanding demonstrate
receptive competence. The Warruwi embrace “the local ideal of being ‘different
together’ (Brown, 2016)” (as cited in Singer, 2018, p. 104), each maintaining an
individual identity through language choice while preserving social harmony. Likewise,
researchers Lasquety-Reyes and Alvarez (2015) noted the possibility of receptive
multilingualism as a bridge for building inclusive collective identities in the Philippines.
In its simplest form, the concept of receptive multilingualism means listening, not
speaking, and understanding with acceptance instead of forcing others to conform to
another’s worldview or agenda. Might receptive multilingualism be a model for breaking
down barriers inherent in the Western-Indigenous dichotomy and a way for welcoming
the more of being different together?
Wolfe (2006) equated the practice of colonialization with the extermination of
cultural identities, noting that “as practised [sic] by Europeans, both genocide and settler
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colonialism have typically employed the organizing grammar of race” resulting in
“European xenophobic traditions such as anti-Semitism, Islamophobia, or Negrophobia”
(p. 387). When colonization is contextualized as a global phenomenon, the term
“Indigenous” needs to account for all place-based identities in a manner that is inclusive
while honoring local, natural ways of knowing. Furthermore, in the current context with
increasing numbers of migrant and immigrant communities, what is local, natural,
Indigenous must include place of origin, yet, the “organizing grammar of race” (Wolfe,
2006, p. 387) continues to link Indigenous only with First Nation peoples.
Education Matters
What were student-researchers being taught? A review of syllabi for the three
research courses, Research I – Quantitative, Research I – Qualitative, and Arts-Based
Research, in the Lesley Doctoral Program to examine recommended texts focused on
research methods showed preference for Creswell (2012), McNiff (2013a), and Berrol
(2012), in Cruz and Berrol. Using an Index search found that Creswell (2012) does not
mention the term Indigenous theory and one must extrapolate the potential for using
Indigenous knowledge as an interpretive framework from Creswell’s descriptions of
critical and critical race theories and social justice interpretive frameworks. The term
Indigenous was likewise missing from McNiff (2013a). Only one paragraph touching on
Indigenous theory was located in Cruz and Berrol (Caldwell & Johnson, 2012), which
was not the assigned chapter (Berrol, 2012). None of the above references provided
information on Indigenous research methods.
“Stand-alone” courses, Philosophical Foundations and Multiculturalism in
Research, provided greater insight but Philosophical Foundations embedded the topic
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within feminism and critical perspectives and in-depth exploration of the theory was selfselected by the students, and Multiculturalism in Research separated the theme from the
quantitative, qualitative, and arts-based methods presented in the three Research courses,
exemplifying the Western-Indigenous dichotomy. Archibald (2008) called attention to
the fact that colonization was propagated through the forced education of Western
worldviews (literature, values, ways of knowing). Kovach (2009) appealed for “a
restoration and respectful use of… culture’s knowledge systems [Indigenous or
otherwise]” (p. 12), and Hurtado (2005) cautioned against elevating the value of
“scholarly knowledge” above “natural knowledge.” Might this be a call for looking at
our own privilege, humbly and authentically acknowledging when we make errors, taking
responsibility to see where we might impact others, and using our power for inclusion
rather than hurt?
Other topics under the auspices of Multiculturalism in Research included Critical
Race and Postcolonial philosophical paradigms. Hadley (2013) explained that Critical
Theories attempt to bring our attention to inequity and subjugation. Loomba (1998)
described Postcolonialism as opposition to colonial domination and the vestiges of
colonialism. However, lest the term be misconstrued as a theory having only to do with
countries in which colonialism is a direct part of their history, Loomba (1998) goes on to
clarify that Postcolonialism as it is evolving today also consists of overarching
perspectives on the role of power in society and its influence on historically marginalized
populations. The foci of these theories appear to be the exposition and confrontation of
injustices, rather that the exploration and elevation of ways of knowing outside of the
dominant White experience. While acknowledgment of generational oppression and
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repression is paramount, might these efforts contribute the perpetuation of “us” against
“them” without providing insight on the richness of alternative ways of knowing?
Perhaps there exists a need to challenge the notion that Indigenous Theory only
applies to issues of equality, power, privilege, etc. for a defined group (i.e. Indigenous;
Leavy, 2017). Leavy defined Indigenous research as the focus that “resist colonizing
research practices and value Indigenous knowledge” (p. 132). The importance of using
the Indigenous paradigm should not be relegated to the corner for only those who are
interested in working with “marginalized” groups and thus, unintentionally reinforcing
the role of colonizer by representing the participant group as an objective “other”
(Archibald, 2008), it should become the Natural paradigm that influences all research.
Arts Matters
While offering information on Indigenous theory only within the context of
community-based participatory research, Leavy defined ABR in this way:
An approach to research that adapts the tenets of the creative arts in a
social research project to address social research questions in holistic and
engaged ways; a generative approach that places the inquiry process at the
center and values aesthetic understanding, evocation, and provocation.
(2017, p. 255)
Perhaps, ABR might be redefined; if art as a way of knowing were to be
reconceptualized recognizing that arts-based knowledge parallels Indigenous knowledge,
then ABR would become an Indigenous research approach, adapted to the locale and its
unique ways of knowing. Creativity, symbolism, and metaphor are hallmarks of art
therapy (American Art Therapy Association, n.d.) and of First Nations discourse
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(Archibald, 2008). The arts provided a means for colonized peoples to maintain
Indigenous identities; for example, as highlighted in the Introduction, the P’urhépecha
artisans were taught to incorporate European techniques but preserved Pre-Hispanic
symbolism through the stories, dances, and folk-art traditions.
ABR could be conceptualized within the receptive competence framework, in
harmony with First Nation ideals.
Patience and trust are essential for preparing to listen to stories. Listening
means more than just using the auditory sense. We must visualize the
characters and their actions. We must let our emotions surface. As the
Elders say, it is important to listen with “three ears: two on the sides of our
head and the one that is in our heart.” (Archibald, 2008, p. 8)
An example of how understanding might be achieved through artistic manifestation of
receptive multilingualism through dance is the video “What Came Before” (Boogz, 2018;
see https://m.youtube.com/watch?v=0gdaqJ_3KlU). By receptively “listening” to local,
Natural ways of knowing, it may be possible to resist the danger of assessing another
culture’s needs based on our own values (Heifeitz, 1994).
My Experience with the Material and Process. Likewise, during my
experience in this research, master weaver Nana Gloria emphasized a primary principle
of silent observation, “practi[cing] quietness, to listen” (Archibald, 2008, p. 27),
underscoring the belief that knowledge and meaning would be revealed through the act of
weaving. Rather than connecting on just an intellectual level, conducting an
ethnographic examination with a view of cultural information as if it were a lifeless
museum piece (Archibald, 2008), engaging in artmaking brought the data alive. With the
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qualitative-quantitative methods, I was influencing the data; by weaving, the data was
influencing me. I was not responding to the data through art making, data was
responding to me through art making. Indigenous knowledge was speaking to me in its
mother tongue through the weaving and I was receptively listening. I did not experience
an “Ah ha!” moment until I began weaving; I set everything up on the loom and then
everything began to make sense, listening with three ears.
Although I had begun as the outsider looking in, the act of physically and
metaphorically wrapping myself within the structure of the loom gave insight. I had not
been explicitly told, “[P’urhépecha] people don’t break things apart” (Simonds &
Christopher, 2013, p. 2187), yet I began to experience a felt sense of understanding of
tepeni tsipekua, which propelled me to examine the data holistically with head, heart,
soul, and hands (see Fig. 26). I saw my standing, a privileged White woman from the
US, as an opportunity to act as an ambassador exposing the incongruences between socalled “appropriate” research methods and local ways of knowing in Michoacán, to
chronical my missteps, and to give voice to the art and artisans. This recognition
reframed my conceptualization of ABR and Indigenous theory.
ABR as Indigenous Research
Arts-based research includes data gathering through an art medium and by
incorporating oral and folk-art traditions, a symbiotic relationship between ABR and
Indigenous theory is created (Kovach, 2010, 2012; Wulff, 2010). In this mutuality,
“Respect is the foundation for all relationships” (Neel, as cited in Archibald, 2008, p. 23).
By adopting Archibald’s (2008) storywork principles in research (respect, responsibility,
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reciprocity, reverence, holism, interrelatedness, and synergy), Indigenous Natural
knowledge can be elevated as an overreaching paradigm for all research approaches.
How might this look in practice? Upon determining a population for research,
interact and work to counter tendencies toward “helicopter research” (Campbell, 2014),
shift from research on, to research with (Koster, et al., 2012), and demonstrate respect,
responsibility, reciprocity, reverence, holism, interrelatedness, and synergy. For instance,
instead of thinking only in terms of “conducting interviews”, invite stakeholders to “tell
your story” as a way of honoring different ways of knowing; instead of using the
language of power differentials, such as “networking,” think in terms of “establishing
relationships.” Rather than asking the Warruwi Community members to tick boxes on a
formal demographic questionnaire, Singer (2018) first invited the islanders to create a
language portrait by filling in a simple body outline with colors representing each
language with which they identified, then engaged them in conversation, “Tell me about
the languages you have used in your life” (p. 109). Archibald proposed an evolving
process of “sit down and listen,” then “research as conversation” and, finally, “research
as storytelling” (2008, p. 47), for truly, upon entering a population, gathering data and
publishing, a researcher becomes a storyteller.
Reflecting on my experience of ABR as an Indigenous research approach, I
looked to my roles as listener and storyteller, to the power of the story itself and in the
telling of the story, and to the words of the First Nations Storytellers. Greg Sarris (1993)
of the Kasha Pomo Nation advocated “synergy between the story, or text [the data], and
the reader’s life experience” (in Archibald, 2008, p. 32) and Greg Vizenor (1987) of the
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Minnesota Chippewa Nation noted that active engagement of the listener was paramount
(in Archibald, 2008).
Additionally, art became the ambassador for negotiation and mediation between
the artisans and me. With an awareness of the potential for appropriation, I presented my
tela bordada panels (see Fig. 31) with my finding from the pilot to artisan Berta Servín
Barriga. Berta expressed appreciation for my interpretation of tela bordada and we
discussed my decision to incorporate stitches and symbolism from my place-based
memories (i.e., chain stitch, French knots) as a way of honoring the technique without
appropriating through reproduction. In context with that discussion, I reviewed the
themes derived from interviews with Berta, her sister Teofila Servín Barriga, and
psychologist Anayuli Torres Molina during the pilot and presented a summary of the
proposed research. Berta was invited to participate as instructor. Berta expressed initial
hesitance, explaining that in the past, members of the tela bordada cooperative had
conducted workshop with individuals who asserted that they would not appropriate the
technique. Later, these individuals were producing and selling “tela bordada.” Berta
expressed a desire to provide continued support for research of the application of tela
bordada and other folk art techniques as tools for healing in Santa Cruz, but also for other
pueblos (small, rural towns) and globally, as stated in the pilot interview, “Hopefully we
can get it out to foreigners, right?” (Berta Servín Barriga, personal communication,
January 18, 2017). The notion of disseminating knowledge about tela bordada was
echoed by Teofila Servín Barriga, “We must preserve and broadcast human values and
support the diffusion and culture of folk art” (personal communication, January 25,
2017).
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Because of Berta’s commitment to the research, we discussed ways to respect the
fears of the cooperative while honoring Berta’s desire to promote the traditional craft.
Based on our history of interaction, which demonstrated the importance of “social
relationships, social circumstances, and informal relations” (Aguirre Ochoa & Barbosa
Muñoz, 2013, p. 557), and the reassurance provided by the artwork produced during the
pilot, Berta determined that she felt comfortable attending as instructor for the first
session at each site to demonstrate solidarity with the project.
In retrospect, Berta Servín Barriga’s limited participation proved to be a
secondary safeguard against appropriation. It became evident that Berta’s teaching
technique had been honed mentoring embroiderers in her community. Berta was
directive, re-drawing figures for the participants and dictating “correct” colors for the
imagery, as observed by anthropologist Eva Maria Garrido Izaguirre and me. In Berta’s
absence, the participants were allowed to produce their own interpretations of color and
symbolism in their story cloths (individual narratives) resulting in the outcome that none
of the scenes appeared to be replications of Santa Cruz tela bordada (community
narratives), apparent evidence that the participants understood the purpose of showcasing
a specific folk art form as exemplar of storytelling through embroidery rather than as
template, informing rather than appropriating.
As Aden, et al. (2009) wrote, “Any single story/place holds multiple voices within
it” (p. 316). The historical connection to needlecraft across cultures opened the way for
culturally appropriate interactions, simultaneously connecting me and the participants
with ancestors, places, memories, and each other; the media became the vehicle to
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another time and place, embroidering the scene, weaving the cloth, transported in sensory
imaginings (Gómez Flores, 2006).
Conclusion
This study replicated key concepts revealed in the pilot, namely, wellbeing,
identity, gender issues, expectations, and the experiences of place and time (Homer,
2017). Both the product and the process highlighted a theme of time, specifically, a
slowing of time. However, rather than limiting the meaning of slow to its quantitative
construct, the data revealed the expanded qualitative concept of mindfully engaging in
self-reflection, self-examination, self-monitoring, and shutting out external distractions to
be alone in one’s own thoughts with the aim of finding or creating meaning (Honoré,
2004). Furthermore, although the research did not have a therapeutic focus, the
participants articulated improved wellness and a novel experience with focusing on self
to solicit emotional expression, which implies a potential for enhancing
psychotherapeutic goals in Mexico and communities with similar folk art traditions. The
commonality of experiences by the researcher and participants from urban and rural
communities suggested that the incorporation of traditional crafts, such as needlework,
crosses cultural boundaries for use with Western and non-Western populations. As noted
in the experiences of the participants and researcher, the memories and associated
emotions that emerged from engaging in embroidery demonstrated the potential for
increasing cultural connection by using a local craft, not as a didactic tool but as a
pathway to self-expression and emotional content. Likewise, the participants endorsed
the benefits of intentionally making space for self-exploration and the need for creating
accessible places for that exploration. From this perspective, “Slow” therapy using
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locally sourced materials and methods, such as artisan craft, and emphasizing
relationship, hope, and intention, may be a viable option for supporting clients versus
Western, formulaic, brief solution-focused approaches.
Limitations of this study may have included acquiescence and/or social
desirability on the part of respondents, and confirmation bias on the part of the
researcher. The specific locality of the art making and the limited number of participants
hinders generalization. However, building on the reported potential for healing through
the combination of art and storytelling reported in the literature, there is support for using
traditional craft, artesanía, including tela bordada, as a culturally appropriate art therapy
tool. Future research into the potential of using traditional arts – dance, storytelling, folk
arts, music – to open understanding of local, Natural ways of knowing is warranted.
An additional limitation was a failure to solicit the participants’ and collaborators’
perceptions of the researcher as an outsider and/or possible implications of this research
being offered by an insider, someone of their local community. Participants were
provided an opportunity to express their opinions during the debriefing and Project
Evaluation, but they were not explicitly invited to address this subject. Juxtaposed to this
limitation is the recognition that the motivation to participate may have been influenced
by value judgements of the US as a first-world nation with “superior” ways of
understanding and/or the researcher’s status as an outsider and “exotic other.”
Despite this limitation, measures to acknowledge the importance of knowing and
valuing the participants’ local culture and background, included partnering with local and
Indigenous mentors, artisans Berta Servín Barriga and Gloria Serafin Felipe, and
psychologists Anayuli Torres Molina and Feliciano Huendo Vázquez (Weinberg, 2018),
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and utilization of traditional craft activities in data collection (tela bordada) and data
analysis (telar de cintura). One such partnership provided an additional demonstration of
acceptance of the project within the artisan community at large. Immediately following
the art therapy introductory presentation at UIIM, the proposed research was explained,
and on-site recruitment was initiated. Gloria Serafin Felipe, Nana Gloria, who is an
active member of Red Tepeni cooperative (whose mission includes establishing
protections against appropriation), approached to express support. Nana Gloria stated
that she was enthused about the research plan and wanted to participate but, due to
limited literacy felt unqualified.
As researcher, my experience with the materials and process raised questions
about how research approaches are represented and promoted. The importance of using
the Indigenous paradigm should not be siloed or consigned to the fringe by weaving only
dominant, familiar patterns. To de-colonize arts-based models, there is a call to create
new cloths with designs that are culturally worthy and demonstrate receptive competence
(Archibald, 2008; Singer, 2018). Kossak (2013) posited, if the dominant paradigm
continues to be the norm, how will novel ways of knowing be encountered? As an
alternative, might dominant voices be used to advocate for respect, responsibility,
reciprocity, reverence, holism, interrelatedness, and synergy – ABR as Indigenous
Research, or better yet, as an overreaching paradigm for all research approaches,
Naturally.
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Research Informed Consent
You are invited to participate in the research project titled “Pieces of Place: Finding
Meaning through the Material and Process of Artisanal Craft in Central Mexico.” The
goal of this research study is to give me a better understanding of how people experience
tela bordada, and what feelings, stories, or memories come up while embroidering a
scene of a personal story. I am curious about the concept that memories are formed in
association with place and the thought that our identity forms in relation to place. I want
to find out if using artesenia to understand ourselves better might help with wellbeing.

You will participate in art making using tela bordada. We will meet for 12 weeks. At the
first meeting, you will fill out a short survey to tell me about yourself. When we meet,
you will be taught how do embroidery to create an embroidered story cloth and, then,
write a reflection on your experience in a journal. I will take photographs of your
artwork, the art making process, and will photocopy your reflection journal entries to
look for themes.

You may choose not to answer any question you don’t want to answer or stop being a
participant in the study at any time. If you choose, all information gleaned from your
writing and artwork will be presented anonymously. You can also share what you think
at any time. I want your opinions. At the end of the 12 weeks, you will give me your
opinion about what went well for you and what did not, and I will share with you what I
discover to make sure you feel comfortable with what I write.
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In addition
•

If you have any problem, you can contact me, Eliza Homer, at 443-541-0534. My
email is ehomer@lesley.edu. You can also contact my Lesley University
sponsoring faculty, Mitchell Kossak, at mkossak@lesley.edu.

•

The researcher may present the conclusions of this study for academic purposes
(i.e., articles, teaching, conference presentations, supervision, etc.).

Your agreement to participate has been given of your own free will. You understand all
of the stated above. In addition, you will receive a copy of this consent form.

__________________________________

__________________________________

Participant’s signature

Researcher’s signature

Date

Date

There is a Standing Committee for Human Subjects in Research at Lesley University to
which complaints or problems concerning any research project may, and should, be
reported if they arise. Contact the Committee at Lesley University, 29 Everett Street,
Cambridge Massachusetts, 02138, Co-Chairs Robyn Cruz (rcruz@lesley.edu) or Terry
Keeney (tkeeney@lesley.edu).
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Investigación de Consentimiento Informado
Usted está invitado a participar en el proyecto de investigación titulado "Piezas de Lugar:
Encontrar Significado a través del Material y el Proceso Artesanal de Artesanía en el
Centro de México." El objetivo de este estudio de investigación es darme una mejor
comprensión de cómo la gente experimenta tela bordada, y qué sentimientos, historias, o
recuerdos vienen mientras bordando una escena de una historia personal. Tengo
curiosidad por el concepto de que los recuerdos se forman en asociación con el lugar y la
idea de que nuestra identidad se forma en relación con el lugar. Quiero saber si usar
artesenia para entendernos mejor nos puede ayudar con el bienestar.

Participará en el arte haciendo uso de tela bordada. Nos veremos por 12 semanas. En la
primera reunión, usted rellenará una encuesta corta para contarme sobre usted. Cuando
nos encontramos, se le enseñará cómo hacer bordados para crear un lienzo bordado de la
historia y, a continuación, escribir una reflexión sobre su experiencia en un diario.
Tomaré fotografías de sus ilustraciones, el proceso de creación de arte, y fotocopiaré sus
entradas del diario de reflexión para buscar temas.

Usted puede optar por no responder a cualquier pregunta que no quiera contestar o dejar
de ser participante en el estudio en cualquier momento. Si usted elige, toda la
información obtenida de su escritura y de ilustraciones será presentada anónimamente.
También puedes compartir lo que piensas en cualquier momento. Quiero sus opiniones.
Al final de las 12 semanas, usted me dará su opinión acerca de lo que fue bien para usted
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y lo que no, y voy a compartir con usted lo que descubro para asegurarse de que se sienta
cómodo con lo que escribo.

En adición
• Si tiene algún problema, puede ponerse en contacto conmigo, Eliza Homer, en 443-5410534. Mi correo electrónico es ehomer@lesley.edu. También puede ponerse en contacto
con la Universidad de Lesley mi facultad patrocinio, Mitchell Kossak, en
mkossak@lesley.edu.
• El investigador puede presentar las conclusiones de este estudio con fines académicos
(es decir, artículos didácticos, presentaciones de conferencias, supervisión, etc.).

Su aceptación a participar se ha dado de su propia voluntad. Entender todos lo comentado
anteriormente. Además, recibirá una copia de este formulario de consentimiento.
__________________________________

__________________________________

Firma de Artista

Firma de Investigadora

Fecha

Fecha

Existe un Comité permanente de Sujetos Humanos en Investigación de la Universidad de
Lesley en que las quejas o problemas relacionados con cualquier proyecto de
investigación pueden, y deben, ser reportado que puedan surgir. Póngase en contacto
con el Comité en la Universidad de Lesley, 29 Everett Street, Cambridge, Massachusetts,
USA 02138, Copresidentes, Robyn Cruz (rcruz@lesley.edu) o Terry Keeney
(tkeeney@lesley.edu)
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Consent to Use and/or Display Art
CONSENT BETWEEN:

Eliza Homer (Expressive Arts Therapy Doctoral Student) and
____________________________ (Participant’s Name)

I, _____________________________(Participant’s Name), agree to allow Eliza Homer
(Expressive Arts Therapy Doctoral Student) to use and/or display and/or photograph my
artwork, for the following purpose(s):

 Reproduction and/or inclusion within the research currently being
completed by the expressive arts therapy doctoral student.
 Reproduction and/or presentation at a professional conference.
 Reproduction, presentation, and/or inclusion within academic
assignments including but not limited to a doctoral work, currently
being completed by the expressive arts therapy doctoral student.

It is my understanding that neither my name, nor any identifying information will be
revealed in any presentation or display of my artwork, unless waived below.

 I DO

 I DO NOT

wish to remain anonymous.
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This consent to use or display my artwork may be revoked by me at any time. I also
understand I’ll receive a copy of this consent form for my personal records.

Signed ______________________________________________Date _______________

I, Eliza Homer (Expressive Arts Therapy Doctoral Student), agree to the following
conditions in connection with the use of artwork:

I agree to keep your artwork safe, whether an original or reproduction, to the best of my
ability. I agree to notify you immediately of any loss or damage while your art is in my
possession. I agree to return your artwork immediately, if you decide to withdraw your
consent at any time. I agree to safeguard your confidentiality.

Signed ________________________________________________ Date _____________
Expressive Arts Therapy Doctoral Student

Eliza Homer
Cellular: 443-541-0534
Email: ehomer@lesley.edu

The Lesley University Internal Review Board can be contacted via the Co-Chairs, Robyn
Cruz (rcruz@lesley.edu) and Terry Keeney (tkeeney@lesley.edu).
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Autorización para el Uso y/o la Muestra del Arte
CONSENTIMIENTO ENTRE:
Eliza Homer (Estudiante de Doctorado Terapia de Artes Expresivas) y
_____________________________________(Artista)

Yo, ________________________________________, estoy de acuerdo con permitir a
Eliza Homer la utilización y/o la visualización y/o fotografiar mi obra, con el objetivo
siguiente(s):
 La reproducción y/o inclusión dentro de la investigación que se está
completada por el estudiante de doctorado terapia de artes expresivas.
 La reproducción y/o presentación en una conferencia profesional.
 La reproducción, presentación y/o inclusión dentro de las tareas
académicas incluyendo, pero no limitado a un trabajo de doctorado,
que está siendo completado por el estudiante de doctorado terapia de
artes expresivas.

Es mi entendimiento de que ni mi nombre, ni ninguna información de identificación serán
revelados en cualquier presentación o exhibición de mi obra, salvo que renuncie a
continuación.

 YO SÍ

 YO NO

deseo permanecer en el anonimato.
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Este consentimiento para usar o mostrar mi obra de arte puede ser revocado por mí en
cualquier momento. También entiendo que recibiré una copia de este formulario de
consentimiento para mis archivos personales.

Firmado ________________________________________________Fecha __________
Artista

Yo, Eliza Homer, de acuerdo a las siguientes condiciones en relación con el uso del arte:

Estoy de acuerdo en mantener su obra segura, ya sea un original o una reproducción, a lo
mejor de mi capacidad. Estoy de acuerdo en que le notifique inmediatamente de cualquier
pérdida o daño mientras que su arte está en mi posesión. Estoy de acuerdo en devolver su
trabajo inmediatamente, si usted decide retirar su consentimiento en cualquier momento.
Estoy de acuerdo en proteger su confidencialidad.

Firmado ________________________________________________Fecha __________
Estudiante de Doctorado Terapia de Artes Expresivas
Eliza Homer
Celular: 443-541-0534
Email: ehomer@lesley.edu

La Junta de Revisión Interna Universidad de Lesley puede contactarse a través de los
Copresidentes, Robyn Cruz (rcruz@lesley.edu) o Terry Keeney (tkeeney@lesley.edu).
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APPENDIX C
QUESTIONNAIRES AND PARTICIPANT INSTRUCTIONS
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Demographics and Background [Características Demográficas y Origenes]
1. What is your age?
¿Cuántos años tienes?
 Under 18 years old [menos de 18 años]
 18-24 years old [entre 18 y 24 años]
 25-34 years old [entre 25 y 34 años]
 35-44 years old [entre 35 y 44 años]
 45-54 years old [entre 45 y 54 años]
 Over 54 years old [más de 54 años]
2. To which gender do you mostly identify?
¿Con que género identificas?
 Female [mujer]
 Male [hombre]
 Transgender Female [la transgénero]
 Transgender Male [el transgénero]
 Gender Variant/Non-conforming [variante de género/no ser conformista]
 Not Listed [no listado] ______________________
 Prefer Not to Answer [preferer no contestar]
3. What is your marital status?
¿Cuál es tu estado civil?
 Single (never married) [soltero/a]
 Married [casado/a]
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 Widowed [viudo/a]
 Divorced [divorciado/a]
 Separated [separado/a]
4. What is your major at the university?
¿Qué carrera estudias?
5. Do you have experience with art/craft making? If so, what types?
¿Tienes experiencia haciendo arte o artesanía? Si es así ¿qué tipos de arte o
artesanía?
6. Have you ever done needlework?
¿Alguna vez has hecho costura o labor de aguja?
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Multigroup Ethnic Identity Measure [Escala de Identidad Étnica
Multigrupo en español] (MEIM)
(Esteban Guitart, 2010; Phinney, 1994; Phinney & Ong, 1992; Roberts et al., 1999;
Smith, 2002)
The following questions ask you questions about your Ethnic Identity. Remember
there are no right or wrong answers, just answer as accurately as possible. Use the scale
below to answer the questions. If you strongly agree with the statement, write down 5; if
you strongly disagree write down 1. If the statement is more or less true of you, find the
number between 1 and 5 that best describes you.
Las siguientes preguntas le preguntan acerca de su identidad étnica. Recuerde
que no existen respuestas correctas o incorrectas, sólo responde con la mayor precisión
posible. Utilice la escala siguiente para responder a las preguntas. Si está fuertemente de
acuerdo con la declaración, anote 5; si está fuertemente en desacuerdo escriba 1. Si la
declaración es más o menos verdad de usted, encuentra el número entre 1 y 5 que mejor
lo describe.
strongly disagree [muy en desacuerdo] 1
disagree [en desacuerdo] 2
neutral [neutral] 3
agree [de acuerdo] 4
strongly agree [muy de acuerdo] 5
1. I have spent time trying to find out more about my ethnic group, such as its
history, traditions, and customs.
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Últimamente me he dedicado a conocer más sobre la historia, tradiciones y
costumbres de mi grupo étnico.
2. I am active in organizations or social groups that include mostly members of my
own ethnic group.
Asisto a grupos y organizaciones que están compuestas, en su mayoría, por
personas de mi grupo étnico.
3. I have a clear sense of my ethnic background and what it means for me.
Soy consciente de mis “raíces étnicas” y de lo que éstas significan para mí.
4. I think a lot about how my life will be affected by my ethnic group membership.
Me pongo a pensar mucho sobre cómo se podría ver afectada mi vida por el
hecho de pertenecer a mi grupo étnico.
5. I am happy that I am a member of the group I belong to.
Estoy feliz de ser miembro de mi grupo étnico.
6. I have a strong sense of belonging to my own ethnic group.
Me siento fuertemente comprometido(a) con mi grupo étnico.
7. I understand pretty well what my ethnic group membership means to me.
Entiendo perfectamente lo que significa para mí pertenecer a mi grupo étnico.
8. In order to learn more about my ethnic background, I have often talked to other
people about my ethnic group.
Con el fin de aprender más sobre mi tradición cultural, he conversado con otras
personas acerca de mi grupo étnico.
9. I have a lot of pride in my ethnic group.
Estoy muy orgulloso(a) de mi grupo étnico.
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10. I participate in cultural practices of my own group, such as special food, music,
or customs.
Participo activamente de las tradiciones de mi grupo étnico como por ejemplo de
su música, comida, idioma.
11. I feel a strong attachment towards my own ethnic group.
Me siento fuertemente ligado(a) a mi grupo étnico.
12. I feel good about my cultural or ethnic background.
Me siento muy bien con mi tradición étnica o cultural.
13. My ethnicity is (mark with an “x”):
Considero que soy del grupo étnico (marca con una "x"):
 campesino
 indígena
 mestizo
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Instructions [Instrucciones]
Please respond to the Demographic and Background Survey, and the Multigroup
Ethnicity Identity Measure (MEIM) to evaluate your basic perception of identity.
I will present a review of the study procedures and will review confidentiality,
consent, and participation. You will start brainstorming and sketching elements for your
embroidered designs. You are invited to create a narrative, which you will portray in the
embroidered cloths that you work on each week, in response to one of the following
statements:
Favor de responder a una encuesta demográfica y de antecedentes, y la Escala de
Identidad étnica Multigrupo (MEIM) para evaluar tu percepción básica de la identidad.
Presentaré un resumen de los procedimientos del estudio, y revisaré la
confidencialidad, el consentimiento y la participación. Ustedes comenzarán a hacer
brainstorming y esbozar elementos para tus diseños de bordados. Estás invitado a crear
una narrativa, que retratarán en las telas bordadas que trabajan cada semana, en
respuesta a una de las siguientes afirmaciones:


This is a moment I’ll never forget
Este es un momento que nunca olvidaré



This is what I need you to know about me
Esto es lo que necesito que sepas de mí



This is what I hope for the future
Esto es lo que espero para el futuro
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You will write a reflection (300 words or less) of your experience and thoughts
about your art work in a journal during the end of each session in response to questions,
such as:
Escribirás una reflexión (300 palabras o menos) de tu experiencia y
pensamientos sobre tu obra de arte en un diario durante al final de cada sesión en
respuesta a las siguientes preguntas:


What is my experience of the place in my story while I do this?
¿Cuál es mi experiencia del lugar en mi historia mientras hago esto?



What story/voice (s) do I hear?
¿Qué historia/voz (s) oigo?



How do I feel about today's process?
¿Cómo me siento sobre el proceso de hoy?



Something new occurred to me/I just realized that...
Algo nuevo se me ocurrió/me acabo de dar cuenta de que...



Describe the symbols you've embroidered
Describe los símbolos que has bordado
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Project Evaluation [Evaluación del Proyecto]
1. What is your overall assessment of the project? (1 = insufficient - 5 = excellent)
¿Cuál es tu evaluación general del proyecto? (1 = no suficiente - 5 = excelente)
1

2

3

4

5

2. Which topics or aspects of the workshop did you find most interesting or useful?
¿Qué temas o aspectos del taller te pareció más interesante o útil?
3. How do you think the workshop could have been made more effective?
¿Cómo crees que el taller podría haber hecho más eficaz?
4. Please comment on the organization of the project (1 = insufficient to 5=
excellent)
Por favor comente sobre la organización del proyecto (1 = no suficiente - 5 =
excelente)
1

2

3

4

5

5. Comments and suggestions (including activities or initiatives you think would be
useful, for the future)
Comentarios y sugerencias (incluyendo actividades o iniciativas que crees que
sería útil, para el futuro)
THANK YOU!
¡GRACIAS!
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