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[image: ]Entitled ‘Threads of Heritage’, my proposed exhibition will showcase a range of Welsh textile artists, both old and new, to evoke a sense of connection and continuity between past and present craft. “The more we consume, the less meaning our clothes seem to have” (Thomas, 2019), in the present world of fast fashion and mass produced textiles, this exhibition will be a callback to Wales’s deep rooted textiles industry. I intend to hold my exhibition in Jen Jones’ Welsh Quilt Centre, a location focused on preserving the long history of Welsh made garments and textiles. Opened in 2009, the Welsh Quilt centre took over the abandoned Lampeter town hall, to promote the regional craft of quilting. It is a very intimate museum, run by a small group, however the main gallery ‘The Court Room’ features extremely high ceilings and studio lighting, allowing visitors to focus on both small and large scale textiles in this blank slate. This exhibition is designed to celebrate both known and unknown artists alike. Figure 2
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Context – Word Count 581
Figure 2 is a piece entitled ‘The Secret Garden’ by Sue Atkins, a contemporary artist part of The Makers Guild Wales, and is a bonded applique and machine stitch flora piece. Atkins states that “landscape has always held a particular fascination for me” (The Makers Guild in Wales, 2026), and describes holidaying in Pembrokeshire as a great inspiration to her. Organic forms have always inspired artists, from the earliest evidenced artifacts to modern contemporary pieces, “Nature generates an inexhaustible wealth of forms, the aesthetic value of which cannot be overstated” (Haeckel, 1974). 
Figure 3 is a screen printed and free stitched textile scene entitled ‘The Birdhouse’ by Alison Moger. Using vintage fabrics, “family and community life are reflected within the work with humour and warmth” (Moger, 2022). Having actually met Alison, I was informed that her work is heavily inspired by her childhood living in the Welsh Valleys, and that she started off her textile journey reminiscing about the tablecloth that laid in her rural Welsh home. “The house we were born in is more than an embodiment of home, it is also an embodiment of dreams” (Bachelard, 2014), this quote represents how Moger uses her early childhood experiences and creates compositions evocative of the feeling. 
Figure 4 is a piece entitled ‘Calico Dress Cymru’, a community piece founded by project lead artist Menna Buss. The origin of ‘Calico Dress Cymru’ comes from Kirstie Macloed’s international project ‘The Red Dress’ which was embroidered by 380 artists in 51 countries over 14 years. ‘Calico Dress Cymru’ is considered the first ‘daughter’ of Macloed’s project (Museum Wales, 2025), and has been contributed to by a number of communities within Wales, some with embroidery experience, some without. The shape of the dress holds a reimagined Welsh folk costume silhouette (Reddressembroidery.com, 2022), keeping in theme with Welsh heritage, while also being edited by the collective of today’s Wales. John Dewey frames art as something that connects individuals through shared experience, “Works of art are means by which we enter, into other forms of relationship and participation” (Dewey, 1934). 
Figure 5 is a traditional Welsh quilt, made in the late 19th century in Cardigan. The maker of the quilt is unknown, but uses traditional Welsh techniques in pattern. This piece is sourced by Jen Jones, the owner of the Welsh Quilt Centre, and now resides in her personal collection after being featured in a previous exhibition (Jen-jones.com, 2026). Traditional Welsh quilters in the 19th century would often have to ‘make do’ with what materials they had on hand in their rural communities at the time, often resembling a patchwork technique in their pieces (Hill, 2026). Alfred Gell supports the idea that creation is shaped by what is materially and culturally accessible, “Art objects are not just made, they are assembled within a network of available materials and meanings” (Gell, 1998). 
Figure 6 is a traditional Welsh costume dress, worn daily by women in rural Wales in the 19th century. The maker of this specific dress is unknown, however it was created in Maesycrugiau. Different areas of Wales had their own preferred style and colouring of this dress, however the tall hat featured was mostly universal (Museum Wales, 2026). The Welsh costume has become an iconic part of Welsh history, with inspired pieces being worn every St David’s Day, it has become a symbol of culture rather than just practicality, “The Welsh costume became a powerful visual marker of national identity in the nineteenth century” (Stevens, 2002).

Artists, Artworks & Artefacts and Curation – Word Count 627
“Art is a state of encounter” (Bourriaud, 2002), when all these pieces are curated together, audiences should notice the importance of Welsh-made pieces, there should be a sense of familiarity and community within the space. This exhibition should generate social interaction and shared meaning, not just display objects, “The exhibition is no longer the end result of a process, but a place of production” (Bourriaud, 2002). 
While researching curation of exhibitions, I noticed that galleries would often feature two vastly different groups of compositions, and bring them together under an overarching theme. For example Jen Jones’ exhibition named “The Quilted Bridge”, bringing together Amish and Welsh quilts, “Two communities, Welsh and Amish, both independent, non-conformist, plain living people, arrived in America on the immigrant ships at much the same time. They settled and, in Pennsylvania and Ohio, became neighbours” (Hill, 2026). While these two communities had nothing in common, their work did, and displayed together exhibited a sense of understanding, “Curating is a matter of making connections, between works, ideas, and audiences” (Smith, 2012). 
While attending study visits to different galleries and exhibition spaces, I noticed textile pieces would need a greater amount of space than traditional paintings. For example Mission Gallery in Swansea Marina, it was a beautiful space with a vast amount of natural light, however it was very intimate with not much room to stand back and admire larger pieces. I then visited St Fagan’s National Museum of History, which had an admirable display of historical buildings, however their gallery and exhibition space was very modern, and didn’t include the Welsh ‘charm’ I was looking for. Finally, I attended an exhibition in the Welsh Quilt Centre, located in the heart of Lampeter surrounded by independent Welsh owned businesses. I met Jen Jones, the owner of the space and was informed of the history of the building, the abandoned town hall that was converted into two gallery spaces, a shop for Welsh artists to sell their work, and a quiet yet charming café. The ‘court room’ gallery space featured high ceilings and enough room to display the tapestry pieces I selected, and was wide enough to display both dresses I selected to make them the centre of the exhibition. “The exhibition is a medium in its own right” (Hans Ulrich Obrist, Bovier and Birte Theiler, 2018).
With Figure 4 ‘Calico Dress Cymru’ in mind, community outreach for this exhibition would include contributing to the embroidery on the dress. Asking the audience to view the exhibition around them and reflect their thoughts in textiles on one of the pieces featured would create a sense of inclusivity to those attending, and would also relate to the theme of ‘Threads of Heritage’, as each embroidery would be inspired by both antique and contemporary Welsh textiles. Rather than passive engagement in this exhibition, it would be considered collaborative art, “The shift toward participatory art has redefined the role of the audience as active co-producers” (Patricia Ticineto Clough et al., 2007). 
It's important to bring this theme to attention now, as fast fashion and mass produced textiles are becoming dangerously accessible, and not many people appreciate the effort it takes to create handmade, local garments and textile interior pieces that mean something to the consumer. By exhibiting profoundly Welsh compositions, and evoking the feeling of familiarity from the audience, it can remind them that beautiful pieces can be made here, and can relate specifically to you. With this new culture of ‘throwaway’ items, we can forget the effort it takes to create, by reminding the audience of something nostalgic it may become more precious, and take away the urge to conform to the next trend, “The speed and scale of fast fashion have transformed clothing into [image: ]something disposable”  (Siegle, 2011)
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FIGURES
Fig 1: Welsh Quilt Centre, Lampeter
Fig 2: Secret Garden by Sue Atkins, Bonded applique and machine stitch.
Fig 3: The Birdhouse by Alison Moger, Vintage fabrics, threads.
Fig 4: Calico Dress Cymru, community project lead by Menna Buss, embellished and embroidered by people all around Wales responding to ‘What does Wales mean to you?’
Fig 5: Hexagons in stripes quilt, unknown artist, made in the late 19th century in Cardigan.
Fig 6: Welsh Costume, unknown designer. Made in the early 19th century in Maesycrugiau
Fig 7: Exhibition Layout
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