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Kootenay Studio Arts Joins Lost 
Thread Exhibit at Touchstones 
By Kirsten Hildebrand

Lost Thread, the latest exhibit showing 
at Touchstones Nelson, inspires 
participating fibre artists from Selkirk 
College’s Kootenay Studio Arts (KSA) 
to explore a richness of textiles while 
reflecting on the history of the school 
that fuels their creative passion.

Robin Wiltse, an alumna of the Textiles 
Studio, is immersed in a month-long 
residency in her studio at the Langham 
Building Kaslo in preparation for Lost 
Thread opening November 9. Along with 
access to KSA Instructor Angelika Werth, 
Wiltse feels invigorated by reconnecting 
to the place where she was first 
“enchanted” by felting fibres.

“I found the shifting transformation of 
loose unruly fibres into something of 
structure using bare hands to be very 
magical,” says the 1998 KSA graduate 
who originally enroled in the local art 
school intending to be an illustrator. “I 
became enthralled with felting the first 
time I learned how to do it that first year 
at KSA. I had previously been unfamiliar 
with felting but I now saw it as an 
exciting and limitless medium.”

Wiltse is using her time in the studio to 
personally process the recent loss of her 
daughter to cancer. 

“To have this rare opportunity to 
completely set aside three weeks for 
the purpose of making a new piece of 
art has been quite fulfilling. I have been 
able to give it my undivided attention 
and completely submerge myself,” says 

Wiltse. “It’s been important to piece 
together this part of my life story.”

The rich story behind Kootenay Studio 
Arts similarly involves piecing together 
physical space, official name changes 
and funding agreements with inspiring 
leadership and eager students.

Long ago, in the early 1900s, the 
building now occupied by Kootenay 
Studio Arts served as the Nelson City 
Police department and jail housing 
drunks and petty thieves.  Its solid stone 
foundation still rooted in the community, 
the building on Josephine and Victoria 
streets began its tenure as an art school 
back in 1958 when the Nelson School of 
Fine Arts opened its doors for summer 
programming in art, music, ballet and 
drama.

Under the guidance of the first principal 
and director Zeljko Kujundzic, Kootenay 
School of Art studio method of learning 
was born at KSA emphasizing the 
use of local materials and trained 
multi-disciplined artists as instructors 
who favoured applied learning. An 
internationally acclaimed artist in his 
time, Kujundzic drew students to Nelson 
from across Canada and the US.  
This legacy and educational style 
continues more than 50 years later 
at KSA, now part of Selkirk College. 
Instructor Angelika Werth specializes in 
fashion, fibre and wearable art. She has 
worked for Yves Saint Laurent in Paris, 
France and received her degree as a 
Master dressmaker-designer.

In addition to teaching at KSA, Werth is 
dedicated to her own practice and also 
teaches in the United States and Australia 
when time permits.

“I love teaching,” says Werth.  “Students 
are an important part of my life. As part 
time KSA instructors we dedicate a large 
portion of available personal time to our 
own studio practice. We exhibit and sell 
our work and bring our studio practice 
to the classroom. This further enriches 
students’ learning experience.”

Werth is thrilled to join artists from across 
the country for the Lost Thread exhibit 
where she presents her work called Ashes 
to Ashes. It represents the spirit of place, 
history and memory. Her found materials 
come from horsehair interfacings 
from Harris Tweed Jackets, vintage 
lacrosse armor, mother of pearl buttons, 
deconstructed paintings and more.
Working with her former student has also 
been gratifying.

“It is such great joy spending time with 
Robin. She was one of our early star 
students at KSA and it is a great pleasure 
to witness her creative success,” she says.



A thread is a basic building block.

Thread can also mean to make ones’  
way or pervade.

A thread is something that runs 
through the whole course of a thing, 
connecting successive parts. Everything 
starts with a thread, from the cellular 
level on up, and the individual parts are 
often sacrificed, absorbed or obscured 
by the whole. You can see where one 
might get rather philosophical about the 
symbolism.  You may lose the thread but 
it is it ever really gone? From the time 
of the poet Hesiod (8th century BC) on 
…. the Fates were personified as three 
very old women who spin the threads 
of human destiny. Their names were 
Clotho (Spinner), Lachesis (Allotter), 
and Atropos (Inflexible). Clotho spun 
the “thread” of human fate, Lachesis 
dispensed it and Atropos cut the thread 
— thus determining the individuals’ 
moment of death. (Encyclopedia 
Britannica, 2018.)

Thread is a term used by a surprising 
array of disciplines: zoology, mechanical 
engineering, mining, cooking, 
sports, science, classical mythology, 
communication and textiles, of course. 

It is an essential but often invisible 
facet of larger systems, innocuous and 
unassuming but integral.

The Lost Thread exhibition is an honoring 
of the elements that make up the 
whole. The long standing traditions that 
have spawned successive generations 
of approach and aesthetic within 
contemporary fibre and textile art. From 
the weaving work Gunta Stölzl in the 
early part of the century, to the famously 
feminist fueled work of Judy Chicago 
in the seventies, to the work of Nick 
Cave, Faig Ahmed and Gabriel Dawe, 
and the amorphous opulence of Sheila 
Hicks. There is a well established and 
continuously evolving legacy of utilizing, 
subverting and reinventing the means 
and methodologies of what fibre can and 
can not do; a tenuous and tactile territory 
that seems to know no end. 

Attached always to the fibre medium is 
an almost unthinkable inheritance of 
history, from Neolithic rudiments to the 
automated technologies of today. The 
designation of ‘women’s work’ and the 
utilitarian curse of ‘craft’ are issues that 
are often foisted on the discipline.  Not 
that either of these things is inherently 

bad – far from it. There is a persistent 
conceit which draws the line between 
what is considered ‘art’ and what is 
considered ‘craft’ and it is especially 
taught in the case of contemporary 
fibre and is an important issue to 
acknowledge, if only to repudiate such 
a perspective. There is a powerful 
meta quality to working within a 
preconception or stereo-type in order to 
challenge and/or investigate the issues at 
play but there is also a weariness of/for 
artists that their work simple exist as it 
is, without soaking up the inexhaustible 
cultural currents that characterize things 
so unequivocally. 

Lost Thread is an exhibition which 
celebrates the many facets and far 
flung reaches of the art form which 
are represented by the nine artists 
on display. The artists range from 
across the country, from emerging to 
established, and the work examples 
the diverse spectrum of textile arts 
that are happening today: felting, 
weaving, quilting, tapestry, embroidery 
installation, sculpture, multi-media, and 
all points in between.  There is a strong 
regional (Kootenay) representation, with 
the inclusion of Angelika Werth, Wendy 
Toogood and Robin Wiltse. Silvie Roussel-
Janssens and Bettina Matzkuhn hail from 
the West Coast of Canada and Anna 
Torma the East. Philip Hare, Amanda 
McCavour and Matthew Varey make up 
the middle (or the centre of the universe 
if Torontonians are to be believed), and 
together they reflect the variability of 
medium and method. 

The work of Lost Thread drops from 
the ceiling in fantastic filaments, it 
overwhelms the walls, it takes human 
form, and it harkens back to the opulent 
tapestries of antiquity with the most 
modern of inflections.  The work reflects 
back on itself (literally and otherwise) 
and it speaks to culture and subculture(s) 
and themes that are far removed from 
the quilting bee but somehow honoring 
and evoking similar intentions of creative 
community and communication.  The 
appreciation of the present manifestation 
of materials should never be fully 
separated from traditional moorings, 
but the exhibition also illustrates their 
brilliant emancipation from expectations.  
The patterns and procedures have been 
usurped, turned on their head and 
reinvented, but the inclination to create 
remains, which is a powerful cultural and 
artistic lesson to be learned.

An artist is drawn to a discipline by 
a complex set of circumstances and 
that affinity and proclivity to a specific 
medium and/or methodology is often as 
fascinating as the stories they choose to 
tell and the forms those ideas take. The 
themes that run through the Lost Thread 
exhibit, and the means of their telling, 
are so much more than the pull and drag 
and specificity of thread through the eye 
of a needle. The sum of the parts are 
essential to the whole, both seen and 
unseen, reunited and lost.

Arin Fay, Curator
Touchstones Nelson: 

Museum of Art and History 2018
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McCavour, Sylvie Roussel-Janssens, Wendy 
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Angelika Werth and Robin Wiltse



TERROR!ST
I’ll do just about anything if I’m 
wearing a mask.  Anonymity can 
be very liberating.  Just ask anyone 
who’s encountered a glory hole (or a 
confessional).  Masks can come in many 
forms: balaclavas, beards, burkhas, 
hairpieces, harnesses, hoodies, robes, 
rhetoric, religion.

The “War on Terror” may have abated, 
but the war on sexuality continues under 
the guise of “morality”.  What motivates 
most oppressors is their own fear.  
Ironically, it’s their favourite tool with 
which to oppress.  The righteous, when 
fully engorged, can cast a long shadow.

In 2011, David Kato, a Ugandan teacher 
and LGBTQ activist was murdered 
because of his sexual orientation.  A 
Ugandan newspaper had printed a photo 
of him and a number of other queer 
activists along with their addresses 
under the headline: “Hang Them”.  In 
October, 2012, 15 year old Jamie Hubley, 
from Ottawa, committed suicide after 
years of relentless bullying.  Also in 2012, 
the Ontario Catholic School Board tried 
to deny students the right to use the 
term “Gay/Straight Alliance” for LGBTQ 
support groups in their schools.  The 
students won.  

ARTIST BIO
I like the tactile quality of hand-worked 
materials. Sewing has a methodical, 
meditative motion that appeals to me. I 
may have inherited my mum’s fondness 
for the reverie of knitting.

Cloth has been a conveyance for 
storytelling for generations. Traditionally, 
sewing has generally been considered 
“women’s work”. I am a storyteller 
interested in exploding assumptions 
about sex and gender. These themes 
figure prominently in much of my work. 
I approach them from a quintessentially 
queer perspective. I am also intrigued 
by our relationship with clothing and 
adornment, especially the symbolic 
power of certain items of clothing. The 
balaclava is particularly charged. I have 
been working with the balaclava since 
2011 and continue to use it as a principle 
device.

As my artistic practice evolves my 
interest in installations grows. Just as 
textiles often elicit a desire to touch, I 
find the immersive quality of installation 
very seductive.

PHILIP
HARE



LIFEJACKET: PEACE 
I am the child of refugees. I see images 
of fleeing people wearing life jackets 
and remember my parents’ stories of 
desperation, fear and sadness. Arriving 
with very little, their adopted home on 
Canada’s northwest coast became a site 
for shelter, community and meaningful 
work.  They cherished the peace they 
found here, sailing amongst the islands 
and making new friends. 

Many refugees today come from parts 
of the world harshly affected by global 
warming –conditions that will only 
worsen as it accelerates.  I portray 
their basic necessities –peace, shelter, 
water, work– through images of nature. 
Conflating nature with their plight also 
proposes that the natural world needs to 
be kept afloat, to be rescued, to be cared 
for. The outside of the jacket mimics a 
real one with the zipper and buckles, but 
I have hand painted and embroidered 
the lining. The jackets are displayed on 
a mirror to evoke water. The lining’s 
reflection shows its imagery “right side 
up” to encourage viewers to lean in to 
see it better, perhaps catching their own 
reflections in the process.  

All our lives are tenuous. There are 
currently four jackets and I have plans 
for more.

ARTIST BIO
Bettina Matzkuhn has worked in textiles 
for over 40 years with an emphasis on 
embroidery and fabric collage. In the 
1980s, her NFB animated films –using 
textiles– garnered awards and an 
interest in narrative continues to inform 
her work. She holds a BFA in Visual 
Arts and an MA in Liberal Studies from 
Simon Fraser University. She explores 
personal and social stories about history, 
geography and the natural world, using 
a wide variety of textile techniques and 
materials. From imagery describing 
hiking trips, to work developed during 
residencies including the Banff Centre 
and Gros Morne National Park in 
Newfoundland, she values the familiar 
and versatile language of textiles. 
Matzkuhn has taught as a sessional 
instructor at Emily Carr University 
and serves as board chair for the Craft 
Council of BC. Her work is exhibited 
across Canada and internationally, and 
she writes professionally on the arts, 
lectures, teaches and volunteers. 

BETTINA
MATZKUHN



POPPIES
In my work, I use a sewing machine 
to create thread drawings, by sewing 
into fabric that dissolves in water.  I can 
build up stitched lines on a temporary 
surface. The crossing threads create 
strength so that when the fabric is 
dissolved, the thread drawing can hold 
together without a base. With only 
the thread remaining, these images 
appear as though they would be easily 
unraveled and seemingly on the verge of 
falling apart, despite the works raveled 
strength. I am interested in thread’s 
assumed vulnerability, its ability to 
unravel, and its strength when it is sewn 
together. I explore embroidery’s duality- 
it’s subtle quality versus it’s accumulative 
presence and its structural possibilities 
versus it’s fragility.

In my newest installation titled Poppies, 
I explore the fleeting nature of this 
delicate flower by rendering and 
preserving the moment of the poppy in 
bloom in thread. Shifting the perspective 
of a traditional garden, viewers are 
invited to walk underneath the poppy 
field. I invite the multiple associations 
of the poppy and its symbolism, from 
sleep, to remembrance, to death. This 
surreal moment suspended in time looks 
to garden spaces while also suggesting 
the repeat patterning on floral fabrics or 
wallpapers. 

ARTIST BIO
Amanda McCavour holds a BFA from 
York University where she studied 
drawing. In May 2014 she completed her 
MFA in Fibers and Material Studies at 
Tyler School of Art in Philadelphia, PA.  
McCavour shows her work in galleries 
nationally and internationally with 
solo exhibitions in 2018 in Tulsa (OK), 
Stratford (ON), Annapolis Royal (NS), 
Grande Prairie (AB), Antigonish (NS) 
and Edmonton (AB). She has recently 
completed residencies at Harbourfront 
Centre’s Textile Studio in Toronto, at 
Maison des Métiers D’art de Québec in 
Quebec City and the Klondike Institute 
of Art and Culture in Dawson City, Yukon. 
She has received numerous awards and 
scholarships from The Canada Council for 
the Arts, The Ontario Arts Council, The 
Toronto Arts Council, The Handweavers 
and Spinners Guild of America, Craft 
Ontario, The Ontario Society of Artists, 
The Surface Design Association and The 
Embroiderers Guild of America.

AMANDA  
MCCAVOUR



BEST FOOT FORWARD
Best Foot Forward was inspired by a 
conversation I had many years ago, with 
someone I did not know very well, about 
the challenges of an artistic career. Not 
being a native English speaker, I liked 
the visual impact of this new expression 
and filed it to the back of my mind. It 
resurfaced as I was working on my fabric 
and welded wire sculpture in 2017. 

For many years, my sculptural 
installations had been focused on 
environmental issues. It became a bit too 
much to bear and I delved into works 
inspired by personal memories. Lac 
Sainte-Marie and Archipelago came to 
life around that time. Best Foot Forward   
is perhaps one of the most personal 
pieces coming out of that period because 
I am using images of my children’s feet 
as newborn. It is about growth, change 
and dualities. From birth, we leave a 
mark. I can see how different the black 
ink impressions of two individuals can 
be. It is so mysterious.

My humble beginnings in art as a 
teenager were with sewing and quilt 
making. I away kept the love of textiles 
and working with patterns. In sculpture, 
the repetition and modification 
of a geometric form bring infinite 
possibilities.

As life unfolds, so does the quilt. Best 
Foot Forward is the quilt of my midlife, 
as I put my right, then left foot forward, 
ready for the next adventure.

ARTIST BIO
Born in Montreal, Sylvie Roussel-
Janssens lived in British Colombia since 
1980. She graduated with honours 
from Emily Carr College of Art in 1984, 
specializing in sculpture and now lives in 
Chilliwack. 

Sylvie’s approach to sculpture is 
equally conceptual and based in the 
joy of the building process. Her light 
sculptures are welded wire and fabric 
constructions. They take three forms: 
sculptural installations, light boxes with 
integrated lighting and window panels. 
Sylvie developed her own techniques: 
“fabric burning”. By using a soldering 
iron on synthetic fabric, she burns small 
holes in synthetic fabric to obtain rich 
and complex images. She also sews 
pieces of acetate on the fabric that are 
photocopies of images and text. Sylvie 
Roussel-Janssens is pursuing her journey 
with light sculpture, at the intersection 
of art, craft and design. Her work 
shows her interests in history and the 
environment. 

SYLVIE  
ROUSSEL-JANSSENS



MUM GETS NEW TEETH
In 2005 I taught a design workshop 
to quilters in Columbus, Ohio. To 
prepare for the workshop I sorted out 
the elements I wanted the students 
to be aware of during the classes. I 
produced five small fabric constructions 
or collages to symbolize the content of 
what I wished to cover each day of the 
workshop. As I was creating the collages 
I became hooked on working with the 
small format. In 2006 I moved to Nakusp 
from Calgary and I decided to continue 
working with the 5.5 x 8 inch format 
which I titled Nakusp Narrative.

Drawing has been a crucial aspect of 
my practice for many years. I have 
always employed drawing as a vehicle to 
document my life.

My working process for the fabric 
constructions involves generating 
numerous quick line drawings 
representing a specific activity or theme. 
These drawings are rough but they have 
an energy I enjoy. I rework the initial 
drawing and then transfer it onto canvas 
which I embellish by hand embroidery, 
stitching and applique. The initial 
drawings are done quickly but after 
that the process is somewhat obsessive 
and time consuming. The central image 
in each of the units is a stylized figure 
which represents me. I work intuitively 

documenting everyday events to 
remember these experiences and make 
them special which I endeavour to do 
through my working process.

ARTIST BIO
Wendy Toogood was born in Bristol, 
England in 1947; she has lived in Canada 
since 1952. She graduated from the 
Alberta College of Art (Calgary) in 1969 
and did post graduate work at the 
Instituto Allende, San Miguel de Allende, 
Mexico in 1970. Toogood has received 
a number of awards including: the 
designation of Lecturer Emeritus by the 
Alberta College of Art & Design 2009; 
several Canada Council grants; Alberta 
Achievement Award, 1984; Lieutenant 
Governor’s Award, Winnipeg Art Gallery 
(Best in Show: Reflections Exhibition), 
1984; Prize for Excellence, and, The 
Outstanding Entry Award; Canadian 
Guild of Crafts, 1971; Canadian Guild of 
Crafts Exhibition, Toronto; work chosen 
by the National Gallery of Canada for the 
Four Hangings Exhibition, which toured 
Canada, 1970;  nominated for the Saidye 
Bronfman Award by the Alberta Craft 
Council, 1987. In 2002 she received an 
Alberta College of Art & Design Alumni 
Award of Excellence. Wendy Toogood has 
lived in Nakusp, BC since 2006.

WENDY
TOOGOOD



TRANSVERBAL IX.  
My creative practice is craft based; I have 
long history of producing large-scale 
hand embroi-deries and exhibit them 
internationally.

I do hand embroidery, telling stories on 
hand-stitched surface. I fascinated by 
every aspect of my creative activity:  the 
material itself which can be fine silk or 
raw hemp, mercerized cotton, man made 
fabric or found piece of needlework.

Experience with textiles goes back where 
my conscious life began; playing with rag 
dolls undis-turbed in a quiet corner of 
our farmhouse in Hungary.

Drawing is very important part of my 
visual language. I choose subjects 
what I like around me: gardens, food, 
nature, family, friends, primitive art. I 
do figurative works, the elements of the 
image could be borrowed from found 
objects, children’s drawings or street art.

I developed a fluent and productive 
working method with hand-stitching 
technique. I can produce large hangings 
in series and in installation form.

ARTIST BIO
Anna Torma was born in Tarnaörs, 
Hungary in 1952 and graduated with a 
degree in Textile Art and Design from 
the Hungarian University of Applied 
Arts, Budapest in 1979. She has been 
an exhibiting artist since that time, and 
has produced mainly large-scale hand 
embroidered wall hangings and collages. 
She immigrated to Canada in 1988, and 
has lived and worked in Baie Verte, New 
Brunswick since 2002.

Torma has exhibited her work 
internationally and is represented in 
many public collections, including: the 
Museum of Arts and Design, New York; 
La Peau de l’Ours, Montreal; Foreign 
Affairs Art Collection, Ottawa; MSVU 
Art Gallery and AGNS, Halifax; New 
Brunswick Art Bank and Beaverbrook Art 
Gallery, Fredericton; and Mint Museum, 
Charlotte.

Torma is a member of the Royal 
Canadian Academy of Arts and was 
a 2014 recipient of the Lieutenant-
Governor’s Award for High Achievement 
in Visual Arts. 

ANNA 
TORMA



LIGHT BEFORE A STORM 
Everything is, or once was, a trauma.  
Everything was once painful and raw. 
In time, everything becomes wreckage.  
Trauma becomes sanded and worn. It 
collects rust.  

Ruins shift in form.  Wreckage begins 
to outgrow its own devastation, until 
the wreckage itself no longer implies a 
loss of shape, but the passage of time. 
Only in time is transcendence of history 
possible. Only in time is the language 
of trauma exhausted.  If travelled across 
enough cities, through enough bodies 
and generations, dropped from enough 
mouths, the language is only a memory 
of language.

Matthew Varey’s use of wreckage as a 
material practices this same passage 
of time. The very material of the work 
requires it to eventually surpass its 
own history, to be only itself in time. 
Like ruins which change shape, the 
work does not demand that history is 
forgotten, because it cannot be. It does, 
however, demand the passage of time, 
because only in time can trauma be 
less destructive. Only in time can ruins 
surpass their sadness. Only in time can 
a suit, designed to hide in a landscape, 
become a landscape of its own.

ARTIST BIO
Matthew Varey lives and works in 
Toronto, Canada. He has exhibited in 
more than fifty solo and one hundred 
group exhibitions. His work has been 
collected by the McMaster Museum of 
Art, the Art Gallery of Hamilton, the 
Bank of Montreal, the Vancouver Stock 
Exchange, Cenovus Energy, and private 
collections in Korea, Greece, Germany, 
Italy, Norway, England, the US, and 
Canada. He is the founder of Etobicoke 
School of the Arts Contemporary Art, the 
world’s leading high school art program.

Matthew Varey has established 
communities of artists since 1987, which 
have included: Compound; IronMen and 
Hektor Projects.

Wreckage will always be wrecked, and  
will not be reassembled. It will however,  

become its own material.
  - Luca Soldovieri

MATTHEW
VAREY



ASHES TO ASHES MATILDA
Ashes to Ashes reflects a place of historic 
sorrow; in this instance the Battle of 
Hastings (1066 ad) it was inspired by 
the depiction of the battle in the Bayeux 
Tapestry. The battlefield is revisited 950 
years later by Queen Matilda, dressed in 
a Hairshirt, attached to a landscape train.
Ashes to Ashes represents the spirit of a 
place, the layers, the story, history and 
memory, it honours the earth we come 
from and return to.

Ashes to Ashes deals with the political, 
social and environmental events that 
take and took place  in a specific 
landscape: the terrain, la terre or le 
terroir: places were people lived, loved 
and died.

This piece is material based. It is made 
from horsehair interfacings, originating 
from deconstructed Harris Tweed 
jackets, vintage embroidered linens, 
vintage Lacrosse armor, mother of pearl 
buttons, found objects, vintage gloves, 
deconstructed paintings.

ARTIST BIO
Angelika Werth is a contemporary 
sculptor/designer working in fiber. 
Influenced by her time in Paris at Yves 
Saint Laurent, her theatrical garments 
are both stand-alone sculpture and 
wearable art.

Angelika’s work has been exhibited 
widely in Canada and abroad and is 
included in private collections from 
the B.C. Provincial Collection to the 
Cambridge Art Gallery in Ontario.
She has received awards from the B.C. 
Arts Council, Canada Council,Chateau 
Chassy en Morvan, France  B.C. Creative 
Achievement Award.

Teacher of Pattern Drafting and Design, 
Fibre Construction, Advanced Detailing, 
Advanced Pattern Design, Draping and 
Upholstery and Objects for Interiors for 
the Kootenay School of the Arts.

ANGELIKA
WERTH



A CHAOS OF PEOPLE (DETAIL)
As an artist, I observe and absorb 
colours, inspired by the play of light 
and the spaces in between. Working 
with fibre I am drawn to the weightless, 
familiar and tactile luminosity of wool.

I have been striving for control and 
detail with a single needle, entangling 
loose strands into patterns, forms and 
illustrations. I am building stories with 
layers, delighting in the harmonies and 
discords that occur in the relationships 
of colours.

Wrestling in soapy water a painting of 
a million strands emerges, invoking 
memory and feeling. It is through this 
process, this art of felting, that I am able 
to be physically connected and sensitive 
to the unfolding.

ARTIST BIO
I like the tactile quality of hand-worked 
materials. Sewing has a methodical, 
meditative motion that appeals to me. I 
may have inherited my mum’s fondness 
for the reverie of knitting.

Cloth has been a conveyance for 
storytelling for generations. Traditionally, 
sewing has generally been considered 
“women’s work”. I am a storyteller 
interested in exploding assumptions 
about sex and gender. These themes 
figure prominently in much of my work. 
I approach them from a quintessentially 
queer perspective. I am also intrigued 
by our relationship with clothing and 
adornment, especially the symbolic 
power of certain items of clothing. The 
balaclava is particularly charged. I have 
been working with the balaclava since 
2011 and continue to use it as a principle 
device.

As my artistic practice evolves my 
interest in installations grows. Just as 
textiles often elicit a desire to touch, I 
find the immersive quality of installation 
very seductive.

ROBIN
WILTSE


