
Panteha Abareshi

This is Not a Body depicts the treatment of humans within the 
medical industry as well as society. Instead of being treated as humans, 
they are of-ten treated as scientific experiments to prod and poke. 
Multicolored medical wristbands appear on the screen, each labeled with 
different descriptions fashioned to show frustration with how the 
medical industry patroniz-es and marginalizes individuals with chronic 
illness. The text “Not Just a Body” appears multiple times upon the 
screen flashing in bright and fluo-rescent colors to signify the 
importance of the human experience and the individuality each person 
feels within their own bodies. The music paired with the video can be 
interpreted as a heartbeat growing stronger and faster as the video 
progresses to show the stress, anxiety, and discomfort people with 
disabilities and chronic illness face on a daily basis. This video could also be 
intended to spark discomfort in non-disabled individuals with a realization in 
the discrepancies of treatment to those who are different from them. 

Panteha Abareshi is a Los Angeles-based artist who centers her work around her 
struggles she faces with being diabled and chronically ill with a rare blood condition. She 
uses a mix of video performance art and installations to showcase the reality of 
powerlessness over body identity. She uses her art to explore deeper into her own body 
identity to overcome her fears and insecurities that come with chronic illness.



Methods of Care for the Precarious Body is a silent video performance 
by Panteha Abareshi. When the video starts, Abareshi walks up to a Ko-
dak carousel projector in a small, dark room with white walls. She kneels 
down next to the projector and starts the slides. It starts with a slide titled, 
“Sterile Preparation” which leads to a set of photos showing Abareshi put-
ting sterile medical gloves on. Next, “Identify the “body”.” The slides proceed 
to show Abareshi clothing her body with medical restraints. These restraints 
wrap around the torso, the head and over the mouth, and then the neck. Next 
Abareshi shows cold, metal ankle restraints that do not look fit for humans. 
She then places the same restraints around her wrists. Next, she attaches the 
restraints together and leans back showing that she is completely immobile. 
Abareshi then uses an instant heating pack to warm her bound hands and 
feet. This piece shows the contrast between caring for and controlling the 
sick or disabled body. 

Panteha Abareshi is currently based in Los Angeles. Her work revolves around her illness sickle 
cell zero beta thalassemia which is a genetic blood disorder. This illness is chronic and causes 
constant debilitating pain and bodily deterioration. Abareshi channels all the complexities 
her body offers into works of art in forms such as 3-Dimensional art, videos, photos, as well as 
in-person performances.



Jillian Crochet

The video art seems to express a humorous side after Jillian Crochet’s disap-
pointment of hearing the doctor rephrase the strange question, Does this feel 
normal? Crochet had previously collected all of the objects because she had 
an idea for using them for future projects. Their combination was born out 
of frustration and perhaps a little playful absurdity, as well as the violence 
of the “medical-industrial complex.” Her video art questions the need for 
control, medical idealism, and the murky ethical issues surrounding experi-
mentation and genetics. Crochet’s approach aims to free the disabled body 
from its ingrained marginalization and oppression. This work questions the 
subject vs. object relationship in the MIC, but also other layers of relation, 
such as: Who or what is considered “natural”? How is the disabled body 
seen? 

Jillian Crochet is a sculptor, video artist, and performance artist from the Gulf Coast in the 
Bay Area. She received a BFA from the University of Alabama in 2007 and an MFA from Cal-
ifornia College of the Arts in May 2020. Crochet is a 2020-21 Graduate Fellow at Headlands 
Center for the Arts. She has exhibited her art, performed, and held workshops throughout the 
Bay Area and Gulf Coast at venues including SOMArts, BAMPFA, and the Mobile Art Council.



Sugandha Gupta

Daily Practice is a 60-day daily study of the experiences observed 
by Sugandha Gupta. For this textile work, Gupta created the base of the 
felted fabric using Merino wool fibers and then produced the designs on it 
by uti-lizing a felting needle to condense and entangle the black material 
into the white felted base. On some days, she would use much less black 
material for each pattern or design she created. On other days she would 
leave some squares having more black than others. With this technique, 
Gupta, who has albinism, creates her own unique pattern of detail and 
depth for each of the 60 days. Using the contrast of black and white, 
along with particular designs, she shows us how different each day can 
be. While sharing her daily life ex-perience in each square, we can also 
reflect on how unique our own everyday experiences could be as well. 

Sugandha Gupta received a Bachelor’s degree in Design from the National Institute of 
Design in India and an M.F.A. from the Savannah College of Art and Design. She received 
numerous awards, including the Dorothy Waxman Textile Prize and International Design 
Award. Her artwork was included in the “Threads that Unite Us” exhibition at the Positive 
Exposure Gallery in New York. 



Sugandha Gupta’s tactile works challenge preconceived ntions of seeing 
the world through our vision only and instead focus on the ability to feel the 
world through our other senses. In Tactile Scarves, Gupta focuses on stim-
ulating senses–like touch and smell–to give the audience a multi-sensorial 
experience. She purposefully chose silk, a high-quality fiber, for a smooth 
and comfortable feel in any season. Silk has temperature regulating proper-
ties, keeping cool in hot months and warm during colder months. Gupta also 
infused a lemongrass scent into her scarf for a soothing smell. She wanted to 
produce tactility with more sensory information, allowing people to expe-
rience and interpret her artwork using more than one sense. Tactile Scarves 
is her way of showcasing her strengths in the other senses. They are her 
love letters to herself, acknowledging that different perspectives in view-
ing the world are crucial to a new understanding of the unique contribu-
tions of how all our senses add to experiencing the world around us. 



Ana García Jácome

The artworks Disability Definitions and Regulations and Embodiments 
Happen are excerpts from a zine named “Biopolitics of Disability Creden-
tializing.” Inspired by Venn diagrams, Ana García Jácome used these diagrams 
to share her thoughts about the concepts of disability. The zine is a call to ac-
knowledge disability as a valid existence. 

With Disability Definitions a nd R egulations G arcía J ácome e xplains h ow 
the medical (specialists who diagnose) and administrative (institutions that 
give access) are close and they are both guided by classifications and leg-
islation. Disability is framed within these regulations. 

In Embodiments Happen the artist gives “disability” a different space where it 
is not framed and is outside of institutional regulations and definition . In a 
space where it could be defined on its wn terms and needs. 

Ana García Jácome is a Mexican visual artist working in different media to address the social 
construction of disability. She has a BFA from the School of Arts and Design of the National 
Autonomous University of Mexico and a Master’s degree in Visual and Critical Studies from the 
School of the Art Institute of Chicago.



The artworks Disability Definitions and Regulations and Embodiments 
Happen are excerpts from a zine named “Biopolitics of Disability Creden-
tializing.” Inspired by Venn diagrams, Ana García Jácome used these diagrams 
to share her thoughts about the concepts of disability. The zine is a call to ac-
knowledge disability as a valid existence. 

With Disability Definitions a nd R egulations García Jácome explains how 
the medical (specialists who diagnose) and administrative (institutions that 
give access) are close and they are both guided by classifications and leg-
islation. Disability is framed within these regulations. 

In Embodiments Happen the artist gives “disability” a different space where it 
is not framed and is outside of institutional regulations and definition . In a 
space where it could be defined on its wn terms and needs. 

Ana García Jácome is a Mexican visual artist working in different media to address the social 
construction of disability. She has a BFA from the School of Arts and Design of the National 
Autonomous University of Mexico and a Master’s degree in Visual and Critical Studies from the 
School of the Art Institute of Chicago.



In Foot Drop 1 the viewer can see a black sneaker that appears to have 
been ripped apart suspended against a black background. The sneaker is 
fully laced with a bright pink ribbon and the upper portion of the shoe ap-
pears to be in a good condition, however when the viewer looks at the soles 
which the artist has displayed by ripping the shoe, we can see the soles have 
been through much more. This gives the impression that the wearer of 
this shoe must break down soles fast, by dragging one’s feet, encountering 
uneven sidewalks, or perhaps it was a low-quality sneaker. This side-by-side 
comparison of what the shoe might look like to the public eye compared to 
what it actually looks like when one views the sole gives the viewer a look 
into the experiences and perspective of the artist and what everyday life may 
be like for her. 

Foot Drop 2 shows what appears to be a scan of a foot from multiple an-
gles. The piece shows three angles of the foot overlapping on top of one 
another, almost as if we are watching the foot rotate before us. This effect was 
achieved through making a plaster cast of the artists foot and then using 
long exposure while rotating the cast to get that scan like effect. This piece 
takes an area of the artist body that has been labeled as disabled and puts 
it in full view for the audience to see, and in doing so goes against societal 
norms to hide these features and instead highlight them which provides 
with a very outspoken piece and a new narrative on how we as society view 
disability. 

Ana García Jácome is a Mexican artist whose work focuses on disability and the interaction within 
society and culture. Garcia Jacome received her BFA at UNAM and went on to receive her MA in Vi-
sual and Critical Studies at SAIC. Her work employs a mixture of mediums from the everyday and 
from official documents. An overarching theme in Jacome’s work is the way society has previously 
or continues to view disability and reworking that perception with a new narrative.



Foot Drop 3 shows us a hole in a zoomed in sneaker in dramatic lighting. 
From the hole in the sneaker, we can see the layers of the shoe that have 
been worn away through daily use. The hole is in the front of the shoe, and 
it could have been made by the dragging of a foot repeatedly. It seems 
rough and it appears as though it was a lengthy process to create, asking 
the viewer think of the foot in the process and what might have happened 
to the wearer of this shoe; how wearing this now almost unusable shoe 
might affect them. The dramatic lighting in this piece pulls the bare and torn 
fabric forward making this piece feel raw and vulnerable, as if the artist is 
exposing a harsh reality. The way the untorn areas of this shoe have been 
darkened to blend in with the background highlights how the artist is trying 
to focus on what may typically remain hidden.

In Foot Drop 4 the viewer can see the footprints left behind by the artist as 
she walks on paper with acrylic paint painted on her feet. By displaying her 
raw footprints as she walked across a blank slate, Garcia Jacome was able to 
present to us a view into her everyday life. In the print we can see halfway 
through the artist’s left foot begins to drag to meet the next step and then 
makes a deeper print when the weight of the body does fully rest in the 
step and then it continues to the next. The photograph left no room for 
hiding and displayed every mark to the viewer allowing for a more 
vulnerable piece that left a more impression on the audience of the per-
spective presented.



Bhavna Mehta

When Bhavna Mehta left India, she stuffed her X-rays in a suitcase 
and came across them decades later. Mehta compares finding them to 
finding her body “buried beneath layers of silence. Just like an X-ray 
reveals the unseen architecture of a body, a story can unearth the 
shifting language of our experiences.” 

Mehta’s work is about connection, relating, and remembering. In the piece 
Poliovirus #1 she illustrates a single virus by embroidering colorful beads 
directly on her X-rays. She interprets a single virus as the beginning of a 
story. Poliovirus #4 depicts the progression of the virus process, which she 
describes as an attack on her neurons, affecting muscle function. Mehta took 
something that looked dark and foreboding and made it seem less so. Her 
work may have been cathartic in nature, not only for herself but to inspire 
others to face challenges from their own disabilities. 

Bhavna’s inspiration originated from doing communal embroidery and stitching with her 
family as a child. Even though she had been disabled with Polio since she was a child that 
didn’t stop Bhavna from pursuing her education and passion for art, which led her to be show-
cased in multiple exhibitions where she received grants and multiple awards.



Growing up in India, Bhavna Mehta was deeply influen ed by embroidery 
and tradition. This body of work explores how the human body is part of 
nature. The use of an X-ray, the outline of the rib cage and curve of spine 
create a unique landscape for the embroidery to interact. Motor Neuron 
invites the juxtaposition of science with the history of the body. The central 
focus of the blue, yellow, and white beads is contained in a hexagonal space, 
while several extending, flo ting, arm-like, beaded branches move the eye 
around the space. The stark contrast of the colorful embroidery against the 
black and white background also pulls the attention. There may be an emo-
tional aspect of longing and anticipation that the arms will embrace another. 

Bhavna Mehta lives and works in San Diego. She received a B.S. from the University of Poona, 
India, and her M.S. from California State University. Mehta began in the sciences before shift-
ing focus to the arts. She has done two residencies: the Women’s Studio Workshop and in the 
Modernist Summer Series at the Timken Museum. She also studied at the Penland School of 
Craft. Mehta’s work has been shown throughout California including the San Diego Art Insti-
tute, the Boehm Gallery, the Brea Art Gallery, and the Timken Museum. 



The complexity of nature and human disability plays out on the X-ray with 
an embroidery scene of rivers, plants, mountains, deserts, and valleys em-
barking in the chest of artist Bhavna Mehta. She immigrated to the United 
States from India, uncovering X-rays which she had taken of her as a teen-
ager. Discovering these scans not only shows Mehta’s disability from the 
inside, but also her history as an individual. The black and white X-ray print-
ed on fabric silk is embroidered with colorful silk threads to create a topo-
graphic map. Landscape features are represented in this work to highlight 
the connection of the value of medical discovery of disabled bodies through 
X-rays, and the value of discovering the environments around us and inside of 
us. Mehta creates a new narrative around the way in which society perceives 
damage or disability and how that can change when looking at the worth of 
the land or the person.

Bhavna Mehta is a contemporary embroidery artist who explores the connection of the body 
to land through her disabled body. Mehta began embroidering as a teenager in her home-
town of Ahmednagar, India learning from her mother and aunts. After finding old X-Rays, she 
expanded the image of bone and organs into a narrative space.



Bhavna Mehta is examining life, nature, and the meaningful connections be-
tween the two. Growing up in Ahmednagar, India the artist learned the art of 
embroidery as a disabled child and continued through her youth. In Synapse, 
there is a focus on the electrical process that creates a pathway for the body 
to communicate muscle movement and function. In this process, there is an 
exploration of how the poliovirus affected Mehta as a child and how those 
functions work in nature. A powerful examination of the central modes of life 
can be seen in this work. The embroidered synapse is placed over the heart. 
The X-ray captures the ribs, the spine and two steel rods. There is deviation 
in the landscape, and there is beauty. The green and magenta beadwork is 
bright and vibrant; it breathes life and vitality into the piece. 



Dominic Quagliozzi

In his series Transformers, Dominic Quagliozzi creates awareness of 
chronic illness and physical impairments. The collection has five pieces 
and it is called transformers because these artworks can be transformed, just 
the same way in which the artist transformed after his medical interventions. 
Each piece reflects the artist’s strong connection with his work by using a 
hospital gown as the main material, similar to those he used in his own 
medical expe-riences. At the same time, the artist uses art as a method of 
therapy to help others and himself.

Butter Sticks, is composed of a handmade canvas, fourteen rectangular piec-
es of wood, hospital gown fabric and metal hinges. The name of this art work 
has been inspired by the reminiscence of its arms’ soft colors and straight an-
gles to the shape and color of butter sticks.   

Being a survivor of double lung transplant and cystic fibrosis, Dominic was 
inspired to create Clownteal. This work stands out for the pattern on its cov-
er of diverse remarkable diamonds that are reminiscent of classic clown 
clothing. 

Quagliozzi’s piece, Confetti is named after the pattern of the fabric that re-
minds the appearance of confetti figures. This piece is composed of canvas 
handmade by the artist, twelve rectangular pieces of wood, hospital gown 
fabric, and metal hinges. 

Dominic Quagliozzi lives and works in Boston, Massachusetts. Dominic received a MFA in Stu-
dio Arts from California State University, Los Angeles in 2012, and  a B.A in Sociology from 
Providence College in 2004. Quagliozzi uses several mediums to express his art, mainly using 
his own body and the use of hospital materials. 



Dominic Quagliozzi’s Blue Cyclops recontextualizes the hospital gown by 
removing the textile from a hospital setting and presenting it to the public. 
The hospital gown fabric, often associated with vulnerability and revealing or 
concealing the human body, is reimagined and on display. Notice the hinges 
attached to the wooden blocks, allowing the individual pieces to move. Vis-
itors are encouraged to interact with the artwork by touching the fabric and 
moving the pieces. As you begin to move the various-sized block, notice the 
zig-zag formation open and transform into something new and uniquely 
personalized by you. The transformative aspect of this art is dictated by 
you, the visitor, allowing for new perspectives and experiences each visit. 

Dominic Quagliozzi (American, b. 1982) lives and works in Boston. He received a BA in 
Sociology from Providence College and a MFA in Studio Arts from Cal State University, Los An-
geles. His work is in the permanent collection at Rhode Island School of Design Museum and 
a collaborative work in the permanent collection at Museum of Latin American Art, in Long 
Beach, CA. He has exhibited work in Los Angeles, New York, Boston, Providence and Denmark. 
Dominic’s artwork is centered around his health and medical experiences, having a genetic 
disease Cystic Fibrosis, and being a recipient of a double lung transplant. Quagliozzi reimag-
ines the patient experience, creating a space for public dialogue about chronic illness and 
disability.



Crosshairs gives the public an opportunity to interact with items often associ-
ated with vulnerability and chronic illness. Rather than displaying the hospi-
tal gowns in their usual setting (in a hospital draped over a person), Dominic 
wraps the fabric around moveable wooden blocks, allowing visitors to inquire 
and explore. The way in which the wooden block hinges are articulated, mim-
ics the three joints of a finge . When opened, the blocks invite viewers into the 
patterned fabric, providing tactile and sensory experiences with the of-
ten inaccessible and concealed textile. Visitors are encouraged to interact 
with the artwork by touching the fabric, moving the blocks, and experi-
menting with the different shapes the artwork allows. Transformation 
happens with the help of the visitor, and this artwork is an opportunity for 
you to create new experiences.  



Maja by Katherine Sherwood is part of a series named Venuses of the Yell-
ing Clinic. Each of these paintings is of a nude woman in a reclining posi-
tion taken from the art historical doctrine of artworks made by men in the 
West. Sherwood has continuously used copies of her brain scans and 
medical illustrations in her paintings. In each painting of this series, the MRI 
scans of the artist are adorned with a flo al crown and utilized to 
substitute the fac-es of the nude women. The back of the painting is 
made of recycled linen with reproductions of famous paintings that 
Sherwood has put together. The paintings in this series are about healing 
oneself and breaking down tradi-tional ideas of beauty. 

This piece is based on The Naked Maja by Francisco Goya, which shows a na-
ked woman with chocolate brown skin in a reposing position. Sherwood has 
wholly replaced the face with a picture of her brain scan and a crown made 
of old pictures of the brain with yellow fl wers. A cane rests by her leg, 
which makes you wonder whether the painting is autobiographical. Sher-
wood had a brain hemorrhage in 1997, which paralyzed her right side. Since 
then, she has learned to use her left hand for art and continues making de-
lightful and impactful artwork.

Katherine Sherwood examines feminism, art history, and race in her artwork from the per-
spective of a woman with disabilities. At the age of 44, a cerebral hemorrhage left her right 
side paralyzed, impacting her life and art profoundly. But she did not let this stop her. As she 
felt better, she was eager to return to her painting with new energy.

Katherine Sherwood



Katherine Sherwood worked on a special series for nine years from 2013-2022 
called Venuses Of The Yelling Clinic. She was inspired by iconic western male 
artists: traditional pieces that are paintings of reclining female nudes, em-
phasizing their physical looks according to western beauty standards. Sher-
wood added a twist to this and transformed them into paintings where the 
nude female pictured has a disability. The juxtaposition of these traditional 
nude females and Sherwood’s disabled bodies illustrate and emphasizes 
society’s view on normality and fitting in. Sherwood, perhaps inspired by 
her own disability, placed a picture of an MRI scan from her hospital visit. The 
woman’s face also comprises neuroanatomy from the 16th to 18th century in 
a historic fashion. The woman also has a prosthetic hand, which she uses to 
hold her fan. Sherwood chose a woman of color as her model in order to rep-
resent all of the races of the world. The piece is done on the cotton back side 
of older, retired artworks. Sherwood acquired them from the school she used 
to teach and wanted to recycle materials. 

Katherine Sherwood is an artist that specializes in flo al painting and conceptual art. She is 
currently based out of Rodeo, California. Her work addresses intersectionality, feminism and 
art history from the perspective of disability. Sherwood was completely paralyzed on the 
right side of her body when she had a cerebral hemorrhage at 44. Since then, she has re-
learned painting with her left hand. Sherwood is a retired professor at UC Berkeleywhere she 
demonstrated aspects of art, medicine, and 
disability in her pieces and teachings.



Katherine Sherwood has been working on her Venus series for the past nine 
years. This painting is based off of the famous piece Sleeping Venus by 
Giorgione. Sherwood’s version of Sleeping Venus is painted on the back-
sides of extra art pieces that they were giving away at the school where 
she taught. The lady here has a brain scan in replacement of where her 
head should be. She also has flowers sprouting from her head like it is her 
thoughts blossoming out. The brain scan from Katherine Sherwood’s brain 
after having suffered a stroke. Along with the brain scan, the women also 
has an amputated leg because Sherwood wanted to draw attention to 
disabilities in her paintings. The reason Sherwood included such a vibrant 
base to the painting was to defy what the original painting looked like in 
terms to being realistic.

Katherine Sherwood is a California-based artist who studied at the University of California 
at Davis and her Master of Fine Arts at the San Francisco Art Institute. She has been awarded 
several grants and awards, most of her art contains her brain scans from when she suffered a 
stroke.



This sculpture, Untitled (Mass), evolved from Akiko Surai’s fl t work of intri-
cate embroidery on acrylic, Untitled (after Vadodaria). The two-dimensional 
piece was created to mimic a microscope slide and represents Surai’s past 
experience with traumatic brain injury. Surai was inspired by the work of 
Dr. Krishna Vadodaria, whose research works toward creating neurons with 
the same genetic makeup as a patient’s own brain cells which can then be 
used to test the effectiveness of drug therapy; a process very familiar to Surai. 
Once having created Untitled (after Vadodaria), Surai realized that her work 
could be more accurately depicted in the three dimensional form. 

Untitled (Mass), is a hand mended, embroidered work illustrating the idea of 
biomimicry symbolizing mold, fungus, or moss growing around and consum-
ing the rock. The stitches represent the structures inside of a cell. Surai em-
phasizes the idea of healing as a process of growth and expansion, versus just 
returning to an unharmed state. She is interested in the imaginary distinction 
between what is decorative and what is functional.  

Akiko Surai is a mixed media artist, educator, writer and curator working in San Diego, Cali-
fornia. She has a B.A. in Studio Art from San Diego State University in 2011 and attended the 
School of the Museum of Fine Arts, Boston in 2013. Surai is certified in Museum Studies, with 
an emphasis in Contemporary Art. She has worked as an editor of contemporary art practice 
for Fabulously Feminist Magazine and has edited many works, including an 800-year survey of 
art history for collectors Matthew and Iris Strauss. Surai is affil ted with the Museum of Con-
temporary Art San Diego and the San Diego Mesa College Art Gallery.

Akiko Surai



Cultivated through her firs -hand experience with traumatic brain injury and 
the research of Salk Institute scientist Krishna Vadodaria, Akiko Surai ex-
plores the intricacies of neurology in their work, Untitled (after Vadodaria).

This embroidered bouquet of biology is suspended on a delicate net 
stretched over an acrylic panel, reminiscent of a microscopic glass slide used 
for analysis.

Surai illustrates imaging techniques to view the growth and change of cellular 
structures in Vadodaria’s research which assesses the effectiveness of drugs 
on the brain.



Having been born with arthrogryposis, a disease that affects joint movement 
and overall body mobility, Sunaura Taylor uses art as a way to challenge and 
educate others on the narrative being painted surrounding disability and 
that of disabled bodies. Sunaura Taylor’s Figure 121-124 from her series, An-
imal, is one of four images in which the artist rescripts the medicalization dis-
abled bodies have been given throughout history. In this installation, Taylor 
uses medical photography and sideshow imagery, practices popularized in 
America during the 1950s, to show the viewer how disabled bodies have 
continuously been ogled at and characterized as “exotic’’ or “freakish” in na-
ture. With limited mobility of her arms, Taylor uses her mouth to paint over 
the medical photograph and erases the identity of the child in this image as 
a way to give back their privacy,while simultaneously averting the viewer’s 
gaze away from the child’s disability to remove the connotations it may have 
been given. 

Sunaura Taylor is an American based artist, writer, and activist for both disability and animal 
rights. Taylor uses her artwork as a way to expose the cruel and inhumane treatment animals 
in factory farms are given, similar to that of how people with disabilities like herself are viewed 
and treated.

Sunaura Taylor



Chun Shan (Sandie) Yi

In her project, “Crip Couture,”Chun-Shan (Sandie) Yi created many wearable 
body ornaments that define the meanings of disabled women’s bodies. For 
this piece, Skinny, Yi was inspired by a friend who has psoriasis and would 
assist her with personal hygiene. While helping her friend peel off excess 
skin, Yi started to question the action of throwing the skin flakes away. Was 
she throwing a piece of her friend away? Is she getting rid of the remnants 
of her friend’s disability? Disliking the thought of getting rid of the skin 
flakes, Yi decided to preserve them as a way to embrace disabilities rather 
than erase the existence of them. Within three panels, small silk organza pods 
rest inside, all of which contain human skin flakes that belonged to Yi’s friend. 
The pouches are delicately stitched and embroidered with red, salmon and 
white thread making the colored embroidery resemble that of blood. The 
organic features of these sacs mimic human anatomy traits such as human 
skin cells or ears, or they may resemble non-organic objects such as 
tea bags.. 

Chun-Shan (Sandie) Yi received her MFA from the University of California, Berkeley, as well as 
an MA in art therapy from the School of the Art Institute of Chicago. She is also a PhD candi-
date in Disability Studies at the University of Illinois in Chicago. As a disabled artist herself, her 
artwork focuses on the topic of Disability Cultures and Disability Representation. Her project, 
Crip Couture, centers around the topic of intimacy, sexuality, identity and desires of the dis-
abled body-mind through wearable fashion. Her research interests span the spectrum from 
disability arts and culture to fashion for people with disabilities, accessibility design and pro-
gramming for cultural venues, and social justice-based art therapy.



KelpHelp made in 2021 by Sandi Yi is a joint project with Sins Invalid. Each 
piece of kelp was made by crip hands. At the end of each piece are a two-fi -
ger hand and off to the side of each end is a smaller two-finger hand. These 
hands are modeled off of Yi’s actual hands. 

This project was mailed to 200 participants with this statement included, 
“This is a six foot-long kelp, here to help, produced by crip hands during the 
pandemic. You can use it to measure social distance. You can wrap it around 
your body. You can dance with it and sing to it. You can turn it into a bracelet, 
a necklace, a crown, or a sling, or cut the kelp into shapes that make you feel 
home”.  

Chun-Shan (Sandie) Yi is a disabled artist. Her education mainly consists of a PH.D. at UIC in 
Disability Studies, an MA and BFA at SAIC, and an MFA at UC Berkley. Yi created Crip Couture in 
2011, which explores and centers around wearable art made for and by disabled people.




