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A FOUNDATION OF THOUGHT .
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A CONTRIBUTION TO KNOWLEDGE HAS MANIFEST THROUGH, IN AND OF A VISUAL AND LITERARY LANGUAGE OF FASHION PRACTICE THAT RECONCILES
THE TACIT DIALOGUES EMBODIED WITHIN A REASONED KNOWING AS A KNOWING KNOWLEDGE OF PRACTICE. AN ARCHAEOLOGY OF A CRITICAL GAZE
IS ARGUED, AS A NARRATIVE OF SEEING EMERGES AS A TELLING OF A KNOWING OF A DOING OF PRACTICE IN A CURATED CONTEXT OF A DIALOGIC
METHODOLOGY.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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TH E PRACTICES OF TH E FASHION PRACTITION ER o This portfolio of practice comprises an introduction, three narratives and an e-Exhibition and becomes the

practitioner’s stage and monument to their fashion practice (as spectacle). As a collection of ‘thinkings and doings, ponderings if you like, this portfolio of practice aims to construct a narrative to expose and to capture the practitioner’s unabbreviated oeuvre as it emerges
as fragments of pure expression during the making of an eight-piece collection of fashion womenswear. In a curated context of a dialogic methodology, the creative-authorship, production methodologies and theoretical underpinning considered whilst engaging with

the development of a body of creative work is to provide a consciousness of seeing the cognitive and behavioural activity of the deeply engaged fashion practitioner.

The contextual references, reflective interactions and visual traces as a narrative of seeing, as a way of seeing, is documented through reflective practice, journal keeping, writings, sketchbook work, contextual reference points, film and photographic narrative etc. This

storytelling approach aims to open out discussions concerning the inquiry of fashion practice as the practitioner, the spectator and the practice aesthetic are to construct a narrative of fashion practice (as inquiry) in both situational and relational terms.

WITHOUT THESE TRUTHS, AS PRACTITIONER TRUTHS, THERE WOULD BE NO REASONING THROUGH, IN AND OF PRACTICE

‘aIssniy-aissn| Ay ‘z24nsi4
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INTRODUCTION A FuTuRE Now (INTRODUCTIONS) A NARRATIVE INQUIRY (PRACTICE AS KNOWLEDGE)

As a preamble to a constructed narrative of practice the voice of the deeply engaged fashion practitioner, as author, mediates a journey of what might be.

NARRATIVE | LIVING PORTFOLIO (PROCESS) ENGAGEMENT THROUGH PRACTICE (PRACTICE DEVELOPMENT)
Narrative | interprets the cultural contexts, visual traces and reflective interactions of the engaged fashion practitioner whilst developing a body of creative work (the collection).
A process of practice is engaged with through a lived reality of a doing of practice as the voice of the deeply engaged fashion

practitioner interprets a journey of visual and literary note-taking ‘through’ a doing of practice.

NARRATIVE 2 THOUGHT STRUCTURE (KNOWLEDGE) ARCHAEOLOGY IN PRACTICE (PRACTICE RESPONSE)
Narrative 2 constructs a foundation of thought in support of what is known at the time of knowing. The ‘in’ practice contexts contextualise a theory and method, as knowledge, of a lived reality of a doing of fashion
practice. A thought structure is to emerge as an archaeology whilst in practice that frames the practitioners’ narrative of thought and that links both the process and the action of practice in response to how it is

experienced and perceived in the here and now.

NARRATIVE 3 GAZE OF PRACTICE (PRACTICE) CONSCIOUSNESS OF SEEING (PRACTICE CONCLUSION)
Narrative 3 locates both the practitioner’s and spectator’s reflective interactions and practice responses. As a commodity of practice, conversations with the practitioner, the spectator and the artefact extend a

consciousness ‘of ' seeing practice. This gaze of practice acknowledges that there is no end to a narrative of seeing only a consciousness of beginnings.

E-EXHIBITION SPECTACLE OF FASHION PRACTICE (THIS VOICE) PRACTICES OF LOOKING (A WAY OF SEEING)
Concluding with an e-Exhibition this voice’ of the practitioner engages with the practitioner as ‘other’. As a provocative visual communicator; an editor of meaning and message, a writer of cultural interpretation

and as a curator of a lived reality, this spectacle of fashion practice proffers that seeing is an act of choice and often comes before words.

RESEARCH ACTIVITY
RESEARCH QUTPUTS

SKETCHROOK ENTRIES
CONVERSATIONAL ANALYSIS(RESPONDENT DATA)
SPECTATOR ENGAGEMENT

RESEARCH EXERCISE

Data ANALYsis (Key THEMES)
RESEARCH ETHICS SURVEY CONSENT FORM
FINAL EXHIBITION

LToOomTmonm »

All images, film, drawings and narrative in this portfolio submission are the authors own unless otherwise stated.
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THIS SEEING IS BOTH SITUATIONAL AND RELATIONAL TO THE HERE AND NOW, OR THE MOMENT AS
A CONDUIT TO THE ‘CONDITIONS OF POSSIBILITY', AS FoucAuLT (1963, P.xXII), ARGUED

Whhat do 1
knouw. .. NOW
THRAT 1 know

what 1 kNous!

‘Anug ooqyoraxs paindl4
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Introductions

A WAY oF SEEING .

*

THESE VOICES AS INTERPRETATION OF WHAT IS BECOMES A WAY OF SEEING
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Sketchbook Entry.

Figure.6.

INTRODUCTION

6

CONSTRUCTING A FASHION NARRATIVE () A journey of encounter and of what might be is considered by e ime\cjmj and ideomo&ie&? 1o s @ window of

the fashion practitioner as author of the portfolio of practice. Contextual references are sought, pondered and contextualised in the here and now in order to determine the practitioner’s B T AV ) N = T W PN

mise-en-scéne in a cultural context and how this might construct a narrative of fashion practice as inquiry. Is this what fashion practitioners think and do?

f ) THE ETYMOLOGY OF THE WORD, IS A CREATOR; ONE WHO
| FASHIONS FROM THE STORES OF HIS MEMORY IMAGES OF WHICH
EARTH FURNISHES NO REALITY, AND WHO COMBINES THEM INTO
, = ; GROUPS WHICH HAVE AN EXISTENCE ONLY IN THE IMAGINARY
\ o WORLD HE HAS CHARMED INTO BEING

The poetical works of James Gates Percival, (1795 - 1856) p.396

NARRATIVE |

| LOOK UPON THE POETRY AS AN ART, WHOSE CHARM LIES IN THE EXHIBITION OF VIVID IMAGERY, NEW, VARIED,
‘ BEAUTIFUL, AND SUBLIME; AND IN APPEALS TO THE SIMPLE AFFECTIONS OF THE HEART. [HE POET, IF WE FOLLOW

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Knight (ViceOKI) believed fashion fo be concerned >
with communication and invited new narratives fo )
see and understand the world around us similar To S_
That of amj art or art €orm. Could the critical -(%
moment 0€Judﬂmem“ That 1 have coai‘ra‘red be the -
opfimum moment for fashion practice to communicate &
Q
oPPor‘runh‘S To conﬁdemﬂb and meamngﬂmb construct 2'
®
discourse cnja\e.?
IT’s not often a desiﬂner reveals their ‘I’\mhKihE’j or 7(§)
crea‘rwi‘r(j That leads o the finished artefact. The g_
narration and short £iim €ormmﬂ part of the exhibition ’_ﬁ‘—
Rodarte: States of Matier at the Museum of Q
Corﬁemporarg Art in Los P\nae\es ([\/\u\lea\)(j and [\/\u\!eavtj, %
ZOH) positions the desiﬂner as author of the narrative. E\\_
h
Situated in a 3a\\er3 environment, the fashion artefact %

iNnuites a way of seem\(j where the concept and context
o% The desiﬂmer‘s ‘r\mmkmﬂ is purported to be as m‘regra\
To the \Jiet.omﬁ experience as The arfefact itself.
However, The narrafive in this case appears To limit The
\ziewmﬂ experience fo on\ij what is \)isua\lij concluded
bj The desiﬁner as The master of their practice. The
exhibition appears more as a subjective and conclusive
porfraif of the arfefact and does not fully explore

or engage with The visualities of the practices of the

fashion practitioner.

Hmdsia\m‘ of The practitioner’s
Journeﬁ of practice are narrated
as statements of €act, albeit a

little limited, broad and smﬁular. 1

Busaag 30 Noy, D SaLINUL oL LD\

'/ 24n3I4

am le€T uocm“rmﬁ more. Does This
narrative approach demonstrate the
potential for a curated infervention
of Prac‘rice? Could ex§>osinﬁ The
practitioner’s unabbreviated ceuvre figure.8. A Visual Note.

atiribute a siﬂmﬁcarﬁ role €or fhe

spectator in comsw‘rum‘mﬂ a discourse of their prac‘rice?

A CONVERSATION BETWEEN THE
PRACTITIONER, SPECTATOR AND
ARTEFACT

“7064| D412 'pip31sod siamo| Jo a8bndupT oy wod) adpu
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Shadows of Me (Research Activity A(v).)

Figure.9.

CURATED INTERVENTION .

Townsend (2002, p.18) suggests a perception that art has an

imagined and nobler construction such as paints, canvas and
brush that enables pure expression whereas the craft-driven
processes of stitching and sewing somehow demeans fashion’s
status. Over the decades, if not centuries, it appears that the
arts have achieved a cultural superiority due to the immediacy
and innate able-ness of literary review and critique against a

visual image rather than an object to study (Rose, 2007. P.3).

Beard (2008, p.190) interviews Penny Martin, editor-in-chief
of SHOWstudio, suggesting Martin's approach to fashion and
fashion imagery sits within a fine art or museum framework.
The work of SHOWstudio intentionally exposed symbolic
representation of the fashion process and fashion practice
without closing down the meaning to encourage dialogue and

viewer responsive engagement. Martin (Beard, 2008, p.190)

Figure.10. Knowing in Time, (Researéh Activity A(v).)r

acknowledges that the object is distanced from its original

context as the online dialogue through social fora abstracts
the context and provided a textual platform to view fashion,
not as a perfect aesthetic, but as a cultural and user-generated

domain interested in enquiry and engagement.

This novel approach provides opportunity to expose the
moments of pure expression that was lacking in Townsends
view in 2002 and supported Wells' (Rugg and Sedgwick,
2007, p. 42) view of curatorial intervention as a strategy for
presenting possibilities for critical exploration and debate.
O'Neill (2008, p.254) acknowledges in his review of the
exhibition, Malign Muses / Malign Spectres: When fashion turns
back, the role of the ‘curator’s hand’ and of the collaborative
and interdisciplinary nature of the fashion medium that enabled

a rich curatorial dialogue to take place. As curator, Clarke’s

INTRODUCTION NARRATIVE |

7

execution of display, structure, manipulation of viewer
engagement and exhibition provides a future landscape for
curating fashion practice. Holtby and Jones et al (Clarke,
2004 p.7-12) distinguish's Clarke's genius as opening up the
‘work in progress, thus externalising Clarke's manifesto for

suggestion as a valid method of exhibiting fashion practice.

In 2007 Hilary Alexander, fashion editor for the Telegraph
comments on Hussein Chalayan’s, 2007 fall collection
declaring that it “Totally transforms anything you ever
thought about Ready To Wear” (Moritzwaldemeyer, 2007).
The theme of the collection was ‘Airbourne’ and describes
the visual and sensual synergy of body, season and climate.
The collection proposes hats as table lamps and dresses
emerging as smart fabric technologies butting with the
interface of fashion practice and curated exhibition in that
the practice existed as both suggestion and proposition,
as Raizman (2007, p.151) and Loppa and Debo on Clarke
(Clarke, 2004, p.9) both suggest.

Why is fashion practice not considered as similar to art

practice!

THE PRACTITIONER IS NO LONGER SINGULAR TO THEIR JOURNEY

OF PRACTICE

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

The difficulties of bringing ‘roae’ﬂner The \h‘erarj and

by

visual mix of mB practice is P\a3i03 on mg uoakma and
s\eepmﬂ moments. Where do 1 start when commiﬁinﬂ
wuj researc\n\jourmej as explicit Kmouo\ec\ae of sprac‘rice?
McInfosh (2010, p.130) falks of Drawing together

P

metaphor, sbmbo\ism and dia\osjic‘. Is This what I mean!

I 1 consider the practitioner, as both author and
curator, then this dual role could assume a more
olgjec‘rwe sposi‘ﬁor‘». As a Prac’ri‘rioner I am reﬂem‘mg

on mB QracTiQeJourmeﬁ and cura‘rma a Kmow\edﬂe of
mb practice €or others 1o explore and debate. This
conscious seemﬂ now needs a voice, a voice of practice

in support of a critical exploration and su\v:jﬂesﬁom £or

PUDBL 2F OL SPaauU CNON 2D\0N

others tTo engage with. ij practice Knougmﬁ T\nrouﬁ\n,
in and of practice, ’rhroua\n curaforial project work,
now needs fo construct a narrative of practice like
never before..or so it feels. The emormi‘rij or cha\\enﬂe
is re\)ea\mﬁ iTsel€ a\'r\nouﬂ\n mg confidence grasps onto
what litdle T know or understand of what has been

arﬂued before?

My contfribution to Know\edﬁe now needs Tto unfold.
This, I f€eel, is where mfj practitioner-self emerges as
practitioner-researcher and I am no \omger concerned

with the sel€ that 1 have come To know \)er5 well.

The researah\jourﬁet}, as curated practice, will
m\;es‘riﬂcﬁe situational and relational order o€ m
practice ‘r\qumﬂ and domﬂ. As spectacle (am‘e€ac‘r},

as narrative (disco\)ertj), as confexts (reflection) and
crifical engagement (spectator) my practice as research
as Kr\owledﬂe can beﬂin, I am no \onﬂer smﬂu\ar to mzj

research s;rac‘hce\)'ourmeb.

‘| -24n31y

A13U3 %00qy2193§
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FAsSHION’s RELATIONSHIP WITH THE ARTS .

storytelling prop that flatters the designer by sheer inclusion and subject matter and confirms the flirtatious role that fashion plays with the arts. The art world has flirted with the domain of

fashion long since the critics deemed fashion’s worthiness for critical debate. The twentieth century accepted the fashion aesthetic and theoretical link in that fashion often formed the subject

matter, thematic interest and/or backdrop
to the art works, or indeed with the
artists themselves dipping their toes into

the fashion arena.

For example, Madeleine Vionnet during
the 1930s influenced new structural
forms with the introduction of bias cutting
to explore the female form. Vionnet
demonstrated a quiet collaboration with
the body considered as the canvas and
the bias cut of the fabric as the medium.
In the 1920s fashion became a form of
artistic expression, demonstrating the link
between fashion and the arts movements
of the time, such as Art Deco, Cubism or

the Fauves.

Was it at this moment that Fashion

became fashionable in a cultural space?

Deep in the arts psyche fashion emerges as a formalised

~ Narratve | NarraTve2  NARRATVE3  ExHBITON
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The literal representations bg Mike Roles sit side b5 side
with the abstract works of Greta Berlin. 1 first visited
Broomhill Sculpture Park in Devon over a ijear aﬂo and
my memory of The artworks still remain important fo
m:j ‘r\mnkinﬁ, These sculptured works sit ﬁrm\s in an
arfs domain with the subject material
Teasmﬁ\(j Qor‘rrafjed as represenfafions
o% fashion or c\o‘rhmﬂ. The relevance
o mtj research is concerned with

The artists’ enﬂaﬂemeh‘r with the
conceptual and contextual references
of fhe work. Berlin's 'Shoe’ (1999)

celebrated the confinued €reedom of

Figure.l4. Berlin, G. (1999), Shoe.

women and Their achievements ‘r\nrouﬂhom‘ The 20th

Century whereas
Roles (2007)
atfempted to
make sense of
his own ‘numam‘rj
and immortalit

bij exp\ormﬂ The

Z12Indly

hopes, fears and

anxieties of both bods and mind. I wonder i€ these
deep enﬂaﬁemerﬁs with meamnﬂ and message can be
explored ‘rhrouﬂh rmj prac‘ﬂc,e? How can the spectator
meaninﬁfﬂu\lb and cri‘rica\lj respond to fashion as
practice in a culfural domain?  These works are
supported b3 The artists’ statement and without this

I am left with my own version of what is meant or

WUYjIpY PAIYL 242 03 BWOdRA ‘(L007) W 'S3joy 'E1'ndly  LEDW UOWSDA PUD LIy 2JUM

understood u.maijbe_ that's okl
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THIS VOICE, THIS CULTIVATED STATE WHERE THE ARCHAEOLOGY OF A CRITICAL GAZE MERGES BOTH VISUAL AND LITERARY LANGUAGE AS ALL
STAKEHOLDERS, AS INDEPENDENT VOICES, AS A ‘MULTI- VOICEDNESS ... OF METAPHORIC, SYMBOLISM AND DIALOGIC’ (MClNTOSH, 2010, . |29) DISPLAY
A CONSCIOUSNESS THAT IS AS HOMOGENEOUS AS IT IS PECULIAR TO ALL AND THEIR RELATIONSHIPS WITH ONE ANOTHER

_




Figure.l5. The Fashion Shoot.
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;

What has become clear is tThat my practice needs

hoa

To embrace a more Triamﬂu\a‘ri\)e model i€ it is to be
validated as authentic in a research practice context.
The practitioner, the spectator and fthe artefact need
to emerge as equal stakeholders. The c\nromo\ogtj

of mg practice, al‘r\noug\n important fo me, becomes
less important 1o The narrative of mg practice. M

J
FASH ION PHOTOG RAPHY o Fashion photography has long since grappled with its duality of commerce and artistic integrity (Hall-Duncan, research is concerned with an arehaeology of a critical

1979, p.9) and it appears that fashion practice is now experiencing a similar journey toward recognition, status and cultural gaze, of (fashion) practifioner Thought and action and

how the spectator sees and responds

identity. There is a growing norm where fashion and art are reported more equally and the boundaries of both fashion 6 Fosien SrEeiies beijond S

and art converge as leading-edge publications, journals and media repertoire reach out to the widest possible audience. surmise of The practice aesthetic

DUBULSaV 20U0DId UL PUO

Is it that a (re) positioning of fashion practice in a high culture context is needed?

Figure.l6. Sketchbook Entry.

MY USE OF AESTHETICS IS NOT RESTRICTED TO THE PHILOSOPHY OF ART AND BEAUTY; RATHER, | REGARD AESTHETICS AS CONCERNING
EVERYTHING THAT GOES INTO OUR ABILITY TO GRASP THE MEANING AND SIGNIFICANCE OF ANY ASPECT OF OUR EXPERIENCE, AND
SO IT INVOLVES FORM AND STRUCTURE, THE QUALITIES THAT DEFINE A SITUATION, OUR FELT SENSE OF THE MEANING OF THINGS, OUR
RHYTHMIC ENGAGEMENT WITH OUR SURROUNDINGS, OUR EMOTIONAL INTERACTIONS AND ON AND ON

Professor lan King (2011)

Figure.l7. Immortality of Sentiment.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



NARRATIVE AS STORY .

F

IE
Vegetable Stall [Oil on Canvas].

IE

igure.18. Guthrie (1883), A Hind’s Daughter [Oil on Canvas].

igure.19. W.Y. MacGregor (1884),The

£ £

igure.20.W.Y. MacGregor (1884), The Vegetab

le Stall’ [X-Ray].

Gray (2010) examins the works of four Glasgow artists from
the late [9th century, John Lavery, Sir James Guthrie, George
Henry and Edward Hornel, in the BBC documentary The
Glasgow Boys. Gray travels through Scotland and northern
France plotting their friendships, highlighting their inspirations
and moments of determined storytelling as the artists' talents
emerged through a very active period of new movements and

exploratory painterly techniques.

In an interview with Frame (in Gray, 2010, 29.55) discussing
Guthrie's ‘A Hind's Daughter’ (Figure |8) Frame describes the
painter as attempting to ‘resolve visual things..like the hand
of the girl and the knife blade’. The visual representation of
the hand was important as it engaged the viewer toward the
central message that Guthrie wished to contextualise that
of a young girl working the land. The background is of lesser
importance as the detail of the little girl's hand holding the knife
is lit with contextual reference of the toil experienced by the

girl at the time.

The four men built on emerging artistic movements and
blazed a trail in new techniques of realism. Whilst developing
their craft in Paris the four artists explore detail in their works
where it mattered and where the detail is central to the story
that was to be told. A broad brush, where the composition
was less important or merely supported the context intended
was used to generalise the landscape and background
detalil.

The composition was curated as a

visual conversation between artist and

INTRODUCTION NARRATIVE |
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viewer.

Muriel also explores a painting by W.. MacGregor (in
Gray, 2010, 1884, 24.43 - 59.09); ‘The Vegetable Stall’ (Figure
|9) where in a Glasgow social magazine in 1883 a comment
was made that MacGregor had finally finished a painting
with a girl counting her takings at a vegetable stall. The
work does not exist, but the painting ‘The Vegetable Stall’
has since been x-rayed (Figure 20) and a figure of a girl can

be seen to the right in the painting and later painted over.

The inner conversations are exposed in Guthrie's work

as the subjective-objective relationship emerges as

constructed contexts of his practice.  MacGregor's ‘The
Vegetable Stall' [ Xray] revealed a tacit moment of judgment
as the artists’ likely torment of ‘what is' was not right. A
moment of self-critique as he likely draws and re draws
the young girl before a moment of knowing or frustration

meant that the girl was no more of the composition.

The messages by the artists are considered for as long as
the painting endures. It is clear that the hand of the fashion
practitioner cannot claim such resolve due to the transient

nature of the narrative in both social and cultural terms?

Perhaps the time is now right to assert such ‘inner
conversations’ of the fashion practitioner as meaningful to

their practice?

THE TACIT SAID IS IN FACT NEVER SAID

NARRATIVE 2

Practice Reasoning.

Figure.21.

APPENDIX

NARRATIVE 3 EXHIBITION

This sTor:j‘reHm\Cj approach, with skilled atfention fo
detail btj Guthrie, a\iﬁms To the thematic s’rorijw‘e\lina

approach of” mB fashion practice where context Q\abs

DO UL

a siﬂmﬁcarﬁ role in the development and narrative o

S

The artefact..albeit as visual absfract or metaphor. T\neC,g
painter’s narrative is visualised ‘rhrou\Cj\n his canvas and

the €ate o€ my visualisations are to be seen in the

ad M

3uise of the human €orm as mb canvas. I £ind mbse\fc“/g
Por\dermg over The difference’ I am unsure 0
about, i£ not nervous, bu The assimilations
That I make, as i€ 1 can be Taken to fask
bij more assumed

experfs than 1.

MacGregor (1884)

was obviousl|

| dissatisfied with The
‘- \Ieﬂe‘rable Stall’ and
considered the work
‘un€inished’ in its
e\)o\\)ma ncarmation
as (\/\acereﬂor chose 1o |
over paint the small 3ir| uoa‘rc,\nmﬁ over the

stall.

I am not an art crific, nor €or That
matter an artist. This is an imadeq)uacg

That sometimes meiﬂ\ns on maj mind. As

"Y219%§ SUIAIT 3y ‘77 24N

a practitioner I recogmse the €ee\m\<js o€
£rustration That (\/\acereﬂor experiences as
once in practice contentment or conclusion remains

elusive and with no obvious end.

This experiential contTinuum whilsT in practice
represents a series of unknown beﬂmmnas and m‘reara\
To the domﬂ ok YY)3 practice. 1 often experience an
obsessive and compulsive need fo develop an idea or 1o
evolve a set of ideas £rom a moment of inspiration or

a moment of jusT kmouomfj,

This \qeiﬁ\n‘rened moment, as a Knouomﬂ of’ msj practice,
becomes the exhilaration that drives distinction,
perfection and or excellence of’ ma:) practice or so it
feels.

be authenticated? As a practitioner mg decisions are

I wonder how this moment of Knowinﬂ can

often tacit until after I have acted on Mj practice

Busmouu g\/\) Ul guguuosvaa

intent. AN unknouwn Kﬁowina o€ ‘what is’ or mia\/ﬂ“ be

a??rehends mg mind.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.26.Visual Note.

INTRODUCTION NARRATIVE | NARRATIVE 2

MEDIATING KNOWLEDGE .

e = o

Figure.23.Hartley (2006), Project Facade [photograph].

Figure.24.Hartley (2006), Project Facade [photograph].

The work of Hartley (2006) in ‘Project Facade’ was the artists’ response to the lives lived and personal stories of the
servicemen of the First World War who had received surgical reconstruction by the surgeon Sir Harold Gillies. The patients’
journals and surgical diaries consisting of notes, sketches and photographs held within The Gillies Archives at the Queen
Mary's Hospital, Sidcup, were examined to develop a collection of soft sculptures embroidered with narratives on uniforms

similar to those worn by the men during their reconstructive traumas.
The sculptures, as emotive and provocative responses, document the humanistic evolution of plastic surgery as had never
been considered before (as knowledge). The narrative was of process (experimental plastic surgery), practice (as experienced

by the patient) and the object (aesthetic outcome) that mediated a powerful and thematic truth to the stories being told.

Is this what fashion practitioners do when adopting a fashion theme and could such process, practice and object be

simultaneously considered for the purose of knowledge construction?

THE SYMBOLIC CONTEXT IS THE CHOICE OF THE FASHION PRACTITIONER

NARRATIVE 3 EXHIBITION APPENDIX

I want mg practice journey to be as powerfull

exposed as the work of Har“riej (2006). 1 wonder

59 mij practice reasommﬂs can be compared To the
surﬂeon‘s experimental approach o The new and
\arﬂeib unfested process of plastic surﬂerj and The
practice aesthetfic, as arfefact, fo that of the patient’s

experience and aesthetfic outcome?

PPPd 3O Y10 2y |

Har‘r\ej‘s curation of the artefact aimed to reconcile
with the oriams o€ surﬂica\ €acial reconstruction

durmﬂ the €irst world war.

gau(m\,\ g

The justification of Har‘r\egs work is ’rhroug\n The
cultural construct of a moment’s \msTorjA Har*r\eij‘s
practice outcome provided a uoaij of remembermﬂ
and o€ unders’ramdmﬂ The social narrative o the
Time. T\nrouﬂ\n mi\h‘arg—sfj\e c\o‘rhmﬂ The sculptural
representations of the lives lived af the time are fo

construct a power<€ul u\)a(j o seeina.

As I beﬂm To develop mg foiles inspired bij The Victorian
Art of the Lanﬂuaﬁe o% Tlowers I am both ex?\ormﬂ
and describmg a meﬂnodo\ogb of con‘remporarij £ashion

LULUT Y L

practice that is dee?itj rooted in culfural meaning, albeit

n a sajmbo\ic context, £from a chosen period and time.

LUsuILUBG 30 mepo

Does fThe onset of war or
£amine have an effect on
how practitioners prac‘hcef
Do such 3|oba\ concerns
influence frends as ‘r\neij
emerﬂef Is \T a mel‘rmﬂ pot
or does practice rebe)’ \)\)hj
do practitioners con’rmua\\j
look back tTo look

forward?

SUIOLY 2UOD UOUDASSUL S20P 242UM

Figure.25.Sketchbook Entry.
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1€ The method of in{uirb is ?rac’rice-based is it fThat

The practices of The fashion practitioner are fo be

) Y L

considered as a ?aradigm for the production of

U

spads UpD 2o1PpIg Uaiyon Ubnosul sbonb:

Kr\ou\)\edﬂe? The confext for consumption can be broad,
such as cultural, economic, social, etc. and where the
use of mixed media could support the narrative in
mang £orms. (\/\5 method of mctuirj, as studio practice,

NARRATIVE AS INVE NTION () Examples can be drawn from Hussein Chalayan's video dress or wearable furniture pieces (in happens as a complex Thinking and doing fhrough, in

Moritzwaldemeyer, 2007). Catwalk shows are no longer just for the buyers and press to enthuse and discuss the clothes presented before them, but to set the scene as an extravaganza of CE OF &l Ry G my practice.

experiential repertoire to inspire and direct the future interface of a new fashion aesthetic. Does this suggest discussion can take place at this critical moment in fashion’s discourse cycle to Could e Through, in and of practice contexts

encourage debate beyond frippery and whim? contribute Tfowards an alternative mixed-method
approach fo practice-based research; one which fashion
practice mab £ind a comfortable place in which fo sit

as an emergem‘ research me‘rhodo\o\cjzjf

Observations and experiences concerned with mij
practice lead the mcu/tirﬁ as 1 explore fools for Telling
a s‘ror:,) of practice that spur?ose»f’u\\fj documents the
inTferface between the narrative and the unpredictable
nature of a domg of practice. Throu\th The use of

mixed media a narrative of fashion practice can speak.

Figure.29. Looking inside, (Research Activity A(iii).).

Could natural selection versus 3eﬁe‘ric dri€t be
inferpreted fo rationalise what practitioners do in
‘rhouﬂh’r and action fo become the arc‘naeo\osjﬂ of
£ashion practice itsel€7  Could Darwinian Theories
be applied fo The fashion (pracﬁc,e) narrative and
The evolution of practice as p‘nﬁsica\ and material

Kmow\edﬂe?

guguoa\/\) Bug;wrr\)

1§ evolution results in diversification, then the
uniqueness o% m:j ﬂmnkmﬂ and domﬂ c,or\‘rmua\\:j evolve
also. 1€ 1 am to be 3overmed bt,j shape and £orm,
Theme and fabric, efc as commodities of practice,

then is it that mij ﬂmmkmﬂ and domﬂ simu\‘raneouslb

diversi€ly as my practice evolves!
.
THE DIALOGIC PRIORITISES FASHION PRACTICE AS KNOWLEDGE OVER FASHION E
PRACTICE AS AESTHETIC i
F\mdA \me§ lead my éo ‘ o
pencil whilst on the 1\

page. I have no idea what 1 am about fo draw until it
is commitied To canvas..this dri€cT is siﬁmﬁcan‘r and
perhaps provides some clues as fo whtj I €ind di\fﬁau\‘rﬁ
n \mkmﬂ T\neortj with mtj practice, as practice is just

what is done and is mos‘r\g Tacit until after the fact.

Figure.27. To Flora Said.
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A VisuAaL PROPOSITION .
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Evans (2007, p.78-79) wrote of Hussein Chalayan’s ‘artful experimentations’ as an outward preference to

collaborate more widely with other industries and practitioners, acknowledging the value of the interdisciplinary whilst ignoring commercial pressures. The popularisation of the fashion

practitioner working in an interdisciplinary sphere suggests that mixed forms of narrative are more commonly sought as visual image prevails over fashion artefact. The fashion practitioner is

to become the director or curator of their visual domain,

orchestrating the creative direction of what it is that they
wish to say. Pugh (Fury, 2010) talks of his frustrations of
not being in control and comments on his belief of how
the audience takes away the image and not necessarily
the show as a mnemonic of the fashion artefact as

spectacle.

If this is so then the practitioner's mastery of his or her
practice might be missed or granted only a cursory or

fleeting glance?

Figure.32.Calico Study : Wilted Rose.

Figure.31. Calico Study : Under Me.
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Tl\ns NVoiwce

There appears To be a \nierarc,hij over imaﬂe and okgjec:r.
No wonder I am s‘rruag\mﬁ To consider m5 practice

beijond the fashion artefact?

I have argued The ‘nierarchs o image and word and
how Theij can sit side bij side fo inform practice. The
\nierarc\nj That exists between imafje and object is

not so easi\ﬂ argued. How we consume know\edﬁe is
c\ear\ij about perception and memorij and how this is
reinforced. The object is seen as momeﬁ'rar(j and the
leasT accessible whilst The imaﬂe has the ca;mci‘rﬁ to b

sustained ’rhrouﬂh imaﬂma‘rion and invention.

As a practitioner I am obsessed with the fashion
arfefact, the c,ravin\cj, The im‘ensi‘rg, The inspiration
efe. That have been mb £ocus and ij fjoa\ and (je'r

102(go pup a@vwx 30 guruwam U L

I wonder how accessible ‘rheﬁ are to others? What
do T\ne:j Saij? Can 1 Saij it better ‘rhrouﬂh imaﬂe and
word? Is it as obvious as thatf ilm, sp\no’fograsp\n,
sketeh, audio all have an innate able-ness fo sa:j more, a
\asﬁnﬂ moref The £ashion shouw prevails, as infonation
o% meamma or messaﬂe can fap intfo emotional
responses ‘rhrouﬁh The production of The show, but
exist on\j as memorable events of the moment and

€or Those who were There. More accessible Than ever, 1
am ven’ruring inTo a mixed narrative approach fo invite

cultural commem‘ar:j and debate of mtj practice.

I am uo\no\ltj consumed bg mb practice in ifs 3D state
and I have just realised it is The wrong ambition. 1

now feel m:j practice is in danﬂer of’ becoming lost.
1€ I am fo build The monument of m:j practice, as a
seeing of pracftice, The hierarchtj o%" word over image

and image over object needs To be recogmsed.

These images remind me of Da Vinci's drapery sfudies
(Popham, 1953). The dra?erij and fold of fabric

mesmerises mg senses. The Hﬁh’r and shade m‘rriﬁue a

20U 0D4g Qq P2ULNSUOD

\zieuomﬁ exyerier\ae and inuites emﬂagemeﬁ‘r bebomd the
practice and process of 3armen‘r construction. The
line and €orm excite and invite a seemﬂ that 1 have

not engaﬂed with or even noticed before!

THE VISUAL IMAGE PREVAILS OVER THE
FASHION ARTEFACT

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.36.My Heart. Figure.34. Our Love Collides.

Figure.39.Our Glory.

Figure.37. Forget Me.

|4

FASHION PRACTICE AS EXHIBITION o . e o e extibiion held st the renamed

seemingly not driven by commerce, created a perceived authority of their practice in that fashion is their art. Further, Clarke’s (Palmer 2003, p.221) reverence for
open dialogue involving both the curator and the spectator.

g‘ The gauntlet is firmly on the ground for a convincing argument that contemporary fashion practice could be

| construed as a high culture discipline and that application of the same critical theories stemming from the arts

| could be applied.

the surge in exhibiting fashion and the similarities that can be drawn from the art world.

THINKING BEGINS TO MAKE SENSE WHEN VALIDATED BY DAILY THOUGHTS AND LEARNING: A PROCESS THAT BRINGS
BOTH THEORETICAL AND CREATIVE THOUGHTS TOGETHER IN ORDER TO DEVELOP AND MOVE IDEAS AND PRACTICE

FORWARD

(2004) Department of Textiles and Fashion Arts at the Museum of Fine Arts in Boston, USA, entitled ‘Fashion Show: Paris collections 2006" Welters and Lillethun
(2008 p.385a) argue that one of the aims of the exhibition was to ‘re-create the excitement of the Paris runway as a tool for artistic expression’. Critics questioned
if this was achieved, but the unquestionable measure of its success was the goal of displaying and exhibiting fashion in an arts domain. Critics of the show enthused
over the visual and live experience of viewing the collections but commented on the lack of excitement that was gainfully experienced during the live shows. This

perhaps is where critical theory can declare an advantage. The significance of this exhibition places fashion as a conceivable spectacle for exhibition, acknowledging

The work of Viktor and Rolf as contemporary self-critics, for example,

display a higher order of creative application and cultural context with their practice than those with a more commercial parameter to work within. The design duo,

: ‘ challenging existing curatorial preconceptions situated contemporary fashion practice in provocative compilations by stimulating viewer-responsive engagement as an

Figure.38.Calling Card.

Thus Nowce

I am experieﬁcmﬂ a state of umcer'ram*nj as 1 ask
muysel€ The question How do others see what I seel
I attended a cognition seminar where King (2ot1)
discussed the moment’ fhat is experienced b3 artists
and the sigmﬁcance of meanir\3 durmﬂ The moment

That is experienced.

The discussion moved fowards inferences of fashion

guu UDT JOSS2404d

as art, noﬁnﬂ The distinctions that can be drawn of
£ashion practice and fashion desiﬂn. I am even more
convinced fThat there is a place for fashion practice in
a cultural context. These momenTs, \<m3 suﬂﬂes‘rs, are
eq}ua\lij experienced bb The fashion practitioner. Wh

is it in the ‘ru\)eﬁﬂj—ﬁrsf Cen‘mrs we as the €ashion
(desiﬂn) practice research commum'rj are on\jJusT
beﬂmmnﬂ To recognise fashions’ potential beijond social

and historic influences?

To curate the spectacle of mij practice I want fo =
determine a \)ieujmﬂ experience that is holistic; a g
\)iewmﬂ experience that is somehow at one with itsel€r o
One that argues a common cultural dia\oaue. exisTs S
and one that The discipline so needs. 1Is it that mb &
narrative of practice needs fo engage The spectator Q
Throufjh a more responsive, interactive, and themed L
approach fo actuate a deeper crifical emﬂaﬂemen‘r when %
\)iewmﬂ fashion practice as exhibition or in a museo\035 &
context? As a practifioner I am experiehcinﬂ a 9“

\)u\herabni‘rfj and a nakedness fThat can be disc,onc,er‘rmﬂ O

at fimes. AT this moment I don't even know i€ 1 can @

do this, 3iven The comp\exi'rij of Thinkmﬂ and domﬂ 2\-

That T am experiehcmj I can relate To McQueen's i

‘Bridegroom Stripped Bare’ (McQueen, 2002), as my ce

conscious Thoufjh'r is stripped and laid bare on fhe

paﬂes in £Tont of me. Per\ncq)s This is what McQueen

alludes Tof A brie€ window into seeinﬁ how McQueen

sees per\naps?

Could a curated intervention of fashion practice >

progress a Kﬁow\edﬂe of Prac’rice? Could mg e\/erfj— §

daij fruths construct a narrafive of practice in a o)

con‘rempomrb context? é
(M)

a0

()
_(%
v
Q
5
o
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Figure.35.Journal Entry.
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In order to build a value system for fashion practice, Taylor (2005, p446) suggests that it is necessary to understand

the value of an object and position that object in a wider context in order to build a framework of reference. Fashion’s shift towards a high culture position is gathering momentum: Storey (1996,

p.3) describes the consumption of culture as a dynamic construction of everyday truths. Spectators are poised to readily accept the contemporary view that fashion as a discipline could share,

equally, the same cultural landscape as the arts (Taylor, 2005, p457). Canaday (1958, Vol 4. p.25), art editor and critic for the New York Times argues that art flows from the deepest sources of life

and that the world that we see consists of emotions and intellect that are part of the world of painting. Canady discusses the linkage to the cultural status that the arts easily manage to achieve

and an innate ability, if not invite, for discerning critique of the art itself.

The 2009 exhibition, ‘Weird Beauty, Fashion Photography Now' held at the International Center of Photography, New York
described by Woods (2009) of the Daily Telegraph as an ‘Exhibition of cutting-edge image makers. The images are described
as ‘compelling and edgy’ yet without commercial meaning or necessary relevance. This connectivity of the disciplines, as fashion

image or constructed artefact, is where the magic happens (Formichetti on England in Baron, 2012, p.97).

Is it this object-focused and experience-centred dialogue that fashion practice now needs to consider?
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Weird Beauty: Fashion Photography Now
exhibition preview

Once upon a tima fashion photography was about showing off desirable clathing on
beautiful models, And now? Judging from an exhibition of culting-edgo image makers,
WE'TE HONS 100 Sune,

By Wicki Waoods
Lasi Updabp: 12:43PM BST 23 Apr 2000

T Tt s EE
=] Emad this articio
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Stells Magazine [
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Everyhing in fiiiven photograchy has shanged. Again: ‘Camoufiags” by Beive Surdibe

Figure.40.Woods, V. 2009, 23/04/2009-last update, Weird Beauty:
Fashion Photography Now exhibition preview [Homepage of
Telegraph.co.uk], [Online]. Available: http://lwww.telegraph.co.uk/
fashion/stellamagazine/5207127/Weird-Beauty-Fashion-Photography-
Now-exhibition-preview.html, 2009 [screen shot, 5/14/2009].

THE COMPOSITION OF STORY CREATES A SPECTACLE AS LITERARY METAPHOR

CONSTRUCTING

NARRATIVE 3 APPENDIX

EXHIBITION

The exhibition "Weird E
Beaufd is a collection _,(2
of €ashion imaaes from -
<40 Phofographers and %’
has appeared on the 8
pages o€ a number of QE

6

mid-”ro-\mﬂh culture-led maﬂazmes such as Pop, Purple
and Another (\/\aﬁazme. The images are s‘rrikma and
iT strikes me fThat €ashion appears 1o be considered a

£ashionable \/ieu\)iﬁﬂ experience.

IT is this method of imaﬂe capture that I £ind mijseP?
drawn fo and Locm“rmﬂ To explore. The partnership
between Formichetti, as the sfj\isf, and Sglve Sundsbg
The Qho‘r03rapher in The image ’Camowﬂaﬂe‘ bares
Testament to the emerﬂma eq}ua\h‘ij o% The disciplines
and how fashion practice can be considered in its

widest context? Knight (Baron 2012, p.9%) extols

CNON| gqckwgo;oqd UoYsoL

Formichetii's mas‘fenj of ‘radical imaﬂe makmﬂ. 1
pause £0r a moment as 1 realise That €ashion (as a
dialogue of lasﬁmﬂ visual Know\edae) is still in the
hands of the imaae rather than the artefact.

The ‘ruoem‘tjwf\rs‘r cem‘rurg is consumed by The visual g
imaﬂe extracted and constructed of fashion practice (%
much like Salvador Dali in the 1920s when acquainting 2
Elsa Schiaparelli with his distincet ideas of when art _):
meets fashion. The disciplines are emerﬂmg as eq}ua\, -+
The p\noTographer is No \onﬂer Kmﬂ. The €ashion %
practitioner, the p\no‘rongher, The s‘rﬁlisf and The make- (3’
up desiﬂm are partners of The imaﬂe creation je‘f L dhe O
superiorh‘j of The image still resonates over the €ashion g]
aesthetic (as artefact) and this €rustrates me? %l

=

>
I want the spectator o become a Keﬁj stakeholder >
of" The practice outcome, as Knouo\edge, and ac‘ri\)eib g
respond to mj practice. (\/\3 portfolio of practice is a
To be orﬂamsed as a curated project acknom\edamﬂ (—B\—
the conditions of possibilit N
That Kant (2008 [1790]) in The By
Critique of Judﬂmen’r‘ arﬂued ) L%
\ong ago. (_3‘_

A I arﬂumﬂ The values of a
priori know\edge as crifical gaze
or gaze of practice That is fo
become an extension to The

narrative of mﬁ pram‘ice?

AUz >00qy2193S *|#24n3I4
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Figure.44.Corrompu dans nos triomphes désir [Corrupt in our triumphs desire] (4 series), Research Activity A 9vi).
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FASH ION AS ABSTRACT M ETAPHOR ° Loscialpo (2010, p.9) observed a trend for exhibition of fashion practice where the

norms of chronology or taxonomic organisation was not recognised. The curation ‘listens to the traces’ that the garments portray as cultural contexts, or moreover, the art of creating taradiddle
or far-fetched narrative as exemplified by John Galliano's pirate collection in 2009 or Alexander McQueen's Plato’s Atlantis in 2010. The reference points are abstracted and extreme, testing and
exercising viewer understanding, and encouraging critical debate. In an interview about his first retrospective exhibition ‘Fashion and Back’ held at the Design Museum, London, Hussein Chalayan
(2009 [Audio]) described his work in narrative terms. Chalayan explained his fashion practice as cultural and social metaphors. The presence of themes appear as indulgent lived experiences
evolving from, or reacting to, Chalayan’s ideas and interventions. Film, image and soundscape have an important voice in the exhibition, that vitalises the collaborative nature of the contemporary
fashion practitioner. Each collection, as an epic and thematic installation, was described in meticulous detall as to its meaning and message.  Chalayan’s avoidance in describing the garments in
relative terms to clothing or fashion clearly signified a choice to see them as abstract metaphors, albeit an unconscious choice. This supported the view, presented by Cosgrave (2008), of the

surge in ‘catwalk curators’ acknowledging a redefinition of the traditional notion of static display as the use of mixed media takes hold when exhibiting fashion practice.

THE EXPERIMENTAL CREATOR . i

(2010) discusses the progressive role of the experimental curator and describes the practice as ‘mirroring

fashion theory’ where a curators role was purposefully a tool for ‘listening, interpreting, plotting and re-

plotting' This argument in the context of a curated intervention of practice considers both practice and
theory as a construction of narrative towards exposing the practices of the fashion practitioner: Fashion

practice is distinct in that the experimentation of the practice is both a visual and conversational landscape of references interlaced with meaning and metaphor:

Could sculptural form, abstract statement, technological proposition, cultural and or social inference serve as starting points, where tacit knowing translates into a visual language of meaning and

message as the fashion artefact is to be exhibited and curated for the purposes of knowledge creation?

THE PRACTITIONER NEEDS TO LOOK IN ORDER TO BE INSPIRED

Tl\ns NVoiwce

I have come across an exhibition ce\ebra’rmfj 20 Ejears
of (i Edelkoort af Trend Onion that explored fhe
deﬂmnﬂ £ashion Themes of the period. The exhibition

was curated as a \ab:jrm'r\n 0% experiential and

EO\oaDu\wV

inspirational S‘raﬂed sets. Interior and \i€e5‘hj\e S‘rtj\ing

strike a keen balance with €ashion imaﬂe and dressed CE

mamneq}ums to become a series of what could be best %
described as thematic installations? o

R
The mix of 2D imaﬁes and 3D artefacts of both 4
fashion and art aﬂam fest the boundaries o€ m E:\—
assumption that The fwo disciplines can co-exist in The _%
same cultural space. (U

5
n \)ieuqmﬂ This exhibition I have encountered a cura‘redc/c
project that mixed visual mefaphor with abstract 8
references to tell a sTor5 o€ fashion theme. Edelkoort a
has created a landscape of visual metaphor ﬂnrouﬁ\n her %
ouwonN e:jes. (\
I am €ee\infj vulnerable once aﬂain, The siﬁniﬁcance g\_
and \omﬂe\)i‘r(j of tThe researc\n\journeg 5 becommﬁ (7%
apparent to me as I ask mijseh-” why I am umder‘raking 8
such an enormousJournej o what msﬂm bel 1 don't j\_

know what I don't knouw. (\/\atjbe i€ 1 Tell m5se\€ this
J‘ournej is of disaoverﬂ and has Se‘r to surrender the

c\ari‘rij that is needed...”

| i

ﬁ \4) \ /

Figure.43. What is it that is seen ?
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In placing fashion practfice in a curated context am 1 »
cons‘rruc‘rmﬂ an unbiased in\}em‘rorfj o€ c,orresPondm\Cj (3
visual and writden material? As moments o€ reflection .S%
emerﬂe as meammﬂﬁﬂ commen‘rarj I am consfrucfmﬂ (%\—
The manb unwritten contexts of m‘j ’rhouﬂ\m“s and ol
actions. O
O
A C C g
URATED ONTEXT ) Granata, (2009, p.377-378) describes the ‘allowing’ of practitioners to become involved in the curating of their Mj visual and “Te“‘rj reflections accumulate as neufral Q
, , , . , L . : and performed functions of wuj practice. It is Oﬁ\(j as 4
own work and this modern panacea, observed by Granata at The Mode Museum (MoMu), Antwerp in 2008, during the exhibition of Bernhard Willhelm's ‘Cabinet of Wonder' exposed an :
the whole emerges that I can comﬁdem‘\b h:jpo‘rhease
experimental and surprising curatorial approach. Willhelm chose to work with a number of visual artists in the staged environments and involved museum staff directly as a series of grafitti &F my T L Terps py
style proverbs were translated onto placards.
(\/\3 narratives are to be ca?‘rured N action usmﬂ
. - . . . . . . N Pho)roﬂm?hfj and £ilm, creative wri‘rmﬂs, audio, sketch
The authority granted of the practitioner and spectator in the curating of the work is now affirmed. Could this be considered a meaningful recognition and engagement of all key stakeholders el e e e Tirese e retbes vl e
when viewing and engaging with creative practice in a curated context? to the visualisation of my practice. The enormity
o€ the cha\\enﬂe sits hea\mj on mt) shoulders as 1
contemplate houw 1 mig‘n‘r begm to make sense of it all?
DISCOURSE SURROUNDING THIS POSTMODERN VISUAL CONTEXT SUGGESTS
THAT CONTEMPORARY FASHION PRACTITIONERS PRACTISE ON THE
EXTREMITIES OF BOTH ART AND FASHION
9“*‘& s The Stage
)S‘_? (Curatorial Intervention)
27 . TIhe Narrative:
B See Inside How I
1 | Teel ..
l Teel how 1 Teel Am I fo authenticate Al research £indings through >
\d;:;- 4 Monument of spectator eﬁﬂagemen‘r? A case s‘rudaj That arques The (6_
-»‘;1 (SZE&ZZTe) experiment in support of ry findings seems logical, _%
) . et This approac,h req)uires a Quesfiom before 1 have D)
) What do I = s , o 0
S ® onel 1 do not have a question just yet. 1€ the cCC
= Redlops — sNva_upi J
\i KﬁOU\)... NO\}\) 0 i Truth be known I am not even sure that I have an %
g RS, 1 PSR VR, (v . . .
g TH}\T I KﬂOU\) A = explanation of what I am domﬂ or where I am 30\03. o
¢ Pl T Can 1 sab This ouf loud? Is it OK fo not know? =.
E what I know! ‘ &
E NS (“r.-.\ﬁ«\\ [CRESY)) O
D T n e o a2 1 My confidence wanes as 1 ponder the realit Z,
& ‘ e J J Q
- 'm P orfancele %jém of mo\zing foo far C(antj £rom mfj research CB
‘é‘ o€ reflective | Qo o coed vasovey intention. I do not fully know or understand
Eﬂ practice W ; where mij\)'ourmefj o discoverfj is \eadmﬂ.

I have ijeT To discover what I need To know
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FAsHION EXHIBITION .

dialogue negotiated between the fashion image and/or fashion artefact and the viewing experience. The communication channels are laid bare in that viewer participation is invited with the

The exhibition SHOWstudio, ‘Fashion Revolution’ (2009) led by Nick Knight explores the interactive and experiential

viewer seen as very much part of the creative process resulting more in an immersive and sensory experience. This interaction with the fashion exhibition affords a sense of art-making in that
the viewer assumes an intrinsic and responsive role of the infinite possibilities in the creation of the fashion image or fashion artefact. The spectator’s interpretive senses are fascinated with
the use of mixed and trans media experiences and the installations attempt to link fashion and art as participatory and interpretive. The curator has granted the fashion image or artefact a

function with which to be critiqued.

Knight's aim is to demystify the, often intuitive, creative process and explored process, performance and participation with Knight interpreting the critical reference points that exposed the layers

that contributed to the fashion image or fashion artefact. Does Knights playfulness redefine the relationship of the viewer when engaging with fashion as exhibition?

THE THINKING HAS EXTENDED BEYOND EXHIBITION
RECOGNISING THE IMPORTANCE OF WHAT IS

£
(18
0

" PLEASE US|

* TRACKBALLJO
Pfggsx THE
< i I $

| would you have been Influenced by
n you were a teenager in Margate?
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1 recenﬂg experienced a w‘ransf’ormimaJourmeS o%
recogmﬁom That helped inform m$ ThimkimﬂJourmej. 1
was overwhelmed by a deep sense of Knou\)imﬂ That

1 had not experienced before. The fashion exhibition
SHOWStTudio was curated as a Qar‘riai@a‘rorb experience

p\ajﬁmg disaermmﬂ of The process, performance and

participation of €ashion IS ] . TN

practice.

I was inspired by an
imaﬂe o€ a model
uoearma a fanciful and
f’rmb shirt that was

\abered wifth sound as

‘UOLNIONDY UOWUSDL [OPPNLSNOUS

I was invited To move

a fracker ball over the
imafje. A umictue piece

of sumphonic sound echoed The complexities of”

The decorative shirt as I moved the cursor over the

a short

imafje. The decorative shirt was described b

(6007) by

€im To the side in fcm‘rahsmﬂ depth and extended

The seemﬁ o tThe artefact b(j s\narimg The senses and
experiences of others. As the spectator I experienced
a aommeaﬂvﬁg To both The creation

and crea‘h\]i‘rtj_

Immersed as an emﬂaﬂed spectator

194D

1 become part of The creative

1(]

ISMOHS ‘5940

process. As I moved T\nrou&gh each
exhibit 1 was conscious of the part
I was P\ajmﬂ N The narrative bemfj
Told. IT was momer\‘rarj until mij

footsteps were covered b:j anoTther.

Each of mj experiences were

umictute To me; a moment of seemﬂ
That was o be Nno more. These lostT moments construct
a narrative of seemﬁ beﬂond what is meant o what
is understood, 5e‘r are lost fo a moments seemﬂ as

Kmowmﬂ_

I will Take These moments of inspiration info mij J
practice and explore the nofion of communication
as a w‘uoowoaij experience £rom concept T\nrouﬂ\n
The

600¢

To conclusion of The practice aesthetic.
vital clues are offen infrinsic within the
creative process as Kmﬁhf (ZOO9> attempted
7o expose The senses usmﬂ an arrag o

inferactive media in a museologb context.

ATIVE OF FASHION PRACTICE AS INQUIRY
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"The Bridegroom Stripped Bare’ (McQueen, 2002), as fashion practice, exposes

McQueen’'s immediate thought and action much like an artist transforms his canvas by a fluid set of unplanned brush strokes. McQueen'’s thinking intrigued as the immediate and pure

Figure.49. McQueen (2002), Transformer: The Bridegroom Stripped Bare, SHOWStudio Fashion
Revolution, Exhibition, Somerset House, London, [multi- media] filmed by author, 2009.

expression revealed the conceptual ideas of the constructed
fashion artefact as it evolved. A sense of knowing or a rush
of ideas takes over McQueen'’s thinking and visibly the senses
appear heightened. The spontaneity and immediacy of the
creative act exposes an ingenious demonstration of draping

and cutting purposefully metaphoric in its ambition.

Although there are no neat boundaries to cultural acceptance,
is it that fashion practitioners such as McQueen, situated on
the experimental edges of the fashion discipline, now borrow
from the arts (as an elitist domain) where discerning critique
and observation concerned with how a practitioner works

through his composition and technique are apparent?

Click fo Niew, sftop and p\ag

BUTLER EXPERIENCES AN EXCITEMENT AS THE TIME PASSES UNNOTICED AND ENJOYMENT
OF THE MOMENT SUPERSEDES ANYTHING ELSE (IN DAvies, 2010 pG.88)

NARRATIVE 2

Figure.50. Sketchbook Entry.

NARRATIVE 3 EXHIBITION APPENDIX

The exhibition SHOWstudio: Fashion Revolution at
Somerset House (2009) led bij The work of Nick
Kmﬂ\m‘ and Ruth Hogbem has no doubt made ifs

mark on me. I am drawn To the short €ilm entitled
‘Trans€ormer: The Brideﬂroom Stripped Bare’ that
captured the work in progress o€ Alexander McQueen
in 2002, whilst a brideﬂroom was frans€ormed into a
bride. The sPom‘ramei‘rij and immediaab o€ the creative
moments capture MceQueen's imﬂemious and infTuitive
demonstration of draspmﬂ and cu‘Hmﬁ based on

The human £orm. These are offen private moments
of disco\)erg rare\ij seen or captured as part of

The fashion practifioner's creatfive practice process.
McQueen’s performative act of confidence 1o simpl
create these dgmamic moments appeared STﬁkmﬂ\ij
effortless eviderncmﬁ a \neiﬂh‘remed sense of Kmowinﬂ
whilsT in T\nouﬂ\n’r and action. The use of video and
audio capture provided an eﬂqmograp\mc dimension that
I had not considered before. This Thmkmg aloud as «a
performative act may provide a deeper narrative when
coms‘rruc‘rmﬂ practitioner ‘rhough‘r and action? 1 am
compelled b(j The possibilities as a narrative of seemﬂ
emerqes facilitated by video and audio capture of the

practitioner whilst in ‘r\noug\n‘r and action.

I can relate To tThis \neiﬁ\fﬁened awareness as a

rush or a moment of Knouoma. I am some-how
connected To These moments but as a practifioner I
am experiencmﬂ These moments as an onlooker as £
I am \ooking outside o€ me at mef What I cannot do
is predefermine these moments? These moments as

instantaneous reflections on maj pracﬁce\)’us‘r \naspPem

and Progressi\/e\ij become what is. 1Is it that immediate

reflection whilst in action heiﬂ\m‘ens mtj sense of
knouwsin 3 e

\ BEAUTY.
Forr-ntows Rosg.---Rosa
) ) “ Emblem of beauty ! for to thee it is

‘ That passion likens woman’s loveliness.”

Fitzjohn.
“ Rose! thou art the sweetest Hower

That ever drank the amber shower ;
- » - »

Lven the gods, who walk the sky,
Ave amorous of thy scented
Moo

Coeo .
\ B
Soevedo
Serse—

< oS

oxwes -

As immediate reflection appears im‘rinsica\\j connected
To mg process of practice This sense of Kmowmﬂ

intfensifies.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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A C U RATE D I NTE RVE NTIO N ®  DelaHaye. & Clark. (2008) argues that curatorial intervention contextualises and informs interpretation

and provides the viewer with a series of location points to decipher and interpret the qualities, peculiarities and characteristics that contribute to the act of practice. The role of the fashion

practitioner, as researcher; as curator is to transform the exhibition purpose and the way in which the viewer, as spectator; situates, relates and responds to fashion practice as knowledge.

TH EMATIC FASH ION PRACTICE ) Museum curators are developing a more thematic approach to exhibition work. Beyond

the obvious of looking for new artists' work or new artwork, Hart (2010, p.12) cites Rudolph, curator of the Akron (Ohio) Art Museum, who believed that it was important to consider new
ideas when curating an exhibition and that establishing a theme or point of view could offer new perspectives or responses. Hart discussed the notion of organising material in this museology
context from a thematic perspective and how a current theme, from one gallery owner, emerged out of reading an anthology of poems and tales that provided a connectivity for the purpose

of curation.  The fashion practitioner constructs his narrative through the production of ideas and the mise-en-scene of their fashion aesthetic.

Is it that the contemporary curator takes inspiration from such assemblies and this trend for thematic representation is personified through the curation of the contemporary fashion
exhibition, as seen in ‘Chanel: Designs for the Modern Woman" (Mint Museum Randolph, North Carolina, USA, 2011) or Alexander McQueen: Savage Beauty (The Costume Institute, NY,
USA, 2011) or ‘Fifty Years of James Bond Style’ (The Barbican, London, 2012) for example?

BUTLER (IN DAvVIEs, 2010 pG.88) DESCRIBED HIS EXPERIENCES OF ‘EUREKA MOMENTS AND TO NOT

ACTUALLY KNOWING WHEN DIVINE INSPIRATION WILL STRIKE

H CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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2 Tl\ns NVoiwce

I wonder why I am nNnot In command of what mig\m‘
bef 1€ I think about this too much feelings of
inadectutac,:j beﬂin To shadow over

me.

,

S
Ve
)

Figure.55. Sketchbook Entry.
Buymou>1 1ON 30O \ﬂaUJY)OP \/

i,
&
IR\

A H IG H C U LTU RE D I SCI PLI N E ° As contemporary fashion exhibition, the Haute Couture or high end Ready-to-Wear markets

suggest a construct of ideological expression, a fascination in dressing the human form and an indulgent creative think-tank for innovative and sometimes extreme ideas (Melters and Lillethun,
2008 p.385b). Fashion, as with the arts, seeing in the flesh leads to fuller appreciation. This thinking may lessen the link made to commerce, which appears to be the cultural stumbling block
in support of fashion's status as a high culture discipline and worthy of exhibition and critical debate. It appears the unique expectation of a cyclical renewal of style (Taylor; 2005, p.445) and

the pedestal that designers are placed upon in the twenty-first century demands innovation and is fraught with high expectations?

AT last, T am c\osmﬁ The cbc\e, or so it feels. 1 know I %

know.. I am at peace with m5 practice. This is me, an m

exfension of me, I am me and 1 know who I am. X

_\.

[N

D

0,

C

D)

o (0]

E Ay
3

i s

o [N
0
D
S

= I am reminded of fThe thematic in€erences of Gareth -
o

= Puﬁh‘s autumn/winter 2009 collection; Pugh‘s curiosi’rj g
m

2 €or the dark, the anﬂular and The sinister mixed with )
=

- medieval futurism juxtaposes both mood and theme &

To QMbOd(j a coded \anﬁuc{ge knouwn ormj To Puﬂ‘n. §

Tashion as metaphor is the \amﬂuaﬂe of The fashion %

practitioner and I £ind Puﬁ\n‘s creative rwo‘rorie'rij \)isucd\fj ;

mesmerismﬂ. Q\_

Q

.—U

A nonverbal communication abstracts itsel€ g

£rom more orthodox semiotic values and elevates O

be:jond invention and imaﬂmaﬁon. As a spectator

I am m‘rriﬂued bfj what is not knouwon.

th iT is That The practices of The practitioner
remain elusive and 8enera\l:j losT To infinite
KNOWING IS NOT SOMETHING THE PRACTITIONER CAN CALL ON AT WILL moments o€ disco\)erj? Why is faeit knowledge
so elusivel Onders‘randmg more of The practices
of The fashion practitioner appears as a missed
oypor‘mmfj, I know \)er(:) little of how 1 and

oTher practitioners Think ‘r\nrouﬂ\n Their practice.

Figure.56. Outfit 5 & Cape.

Is iT commercial pressures or a perceived lack of
confidence and value to the hows and whys of

what is known, meant or understood of fheir prac‘rice?

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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A NON-VERBAL COMMUNICATION ABSTRACTS ITSELF AND ELEVATES BEYOND INVENTION AND IMAGINATION
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