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| This Noice

What is it that is meant?

PRACTICE D EVE LO PM ENT [ The voice of the engaged fashion practitioner interprets, through thought and action, the cultural contexts, visual traces and reflective interactions of fashion practice as it is lived. This

narrative (narrative 1) illustrates a journey of visual and literary note-taking through a doing of practice; sketchbook work and journal entries, 3D drawing using pin and pen, contextual referencing and anchoring, visual inventories, personal anthologies and journaled

interactions of a doing of practice to expose the complex and intuitive intelligences made of practice.
A telling of a doing of practice (as discovery) emerge as narratives of both a visualisation and translation of a lived reality of fashion practice. Through practice development the torment of self-critique haunts rational thought until a restored confidence is found through
actively engaging with the notion of reflective practice. The practitioner’s heightened obsession with theatre or symbolic storytelling becomes central to the evolving practice aesthetic as a craved state of knowing and doing through practice is laid bare. The practitioner

finds root in the language of flowers (as fashion theme) and meaningfully questions through interpretation of a process of practice what is seen, what is known and what is meant at the time of knowing to emerge as a truth to what is.

Whilst denying hierarchy of image or word and with limited logic or order; a tacit knowing is evident as the practitioner (as author) brings to bare a seeing of the development of the fashion practice aesthetic and a journey of looking becomes what is.

THE INTRIGUE GOES BEYOND WHAT IS SEEN TO WHAT IS MEANT

Figure.2. Sketchbook Entry.
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This voice, m:j voice, concerned with what fashion
practitioners know and do ﬂnrouﬂ\n, in and of practice
now needs to be heard. I am charﬁed as a provocative
communicator of my practice and as a mediafor of
This, a lived rea\h‘j of fashion practice. 1§ I ponder

This moment €or foo \orwﬂ a momer\‘rarj sense of fear

. and self” doubt questions the va\idi‘r:j ok’ mb claim, 1€
I, as a practitioner, do notT make claim of This doinﬂ as
a knowing of my practice who else willf.

LinkinSj ‘r\neor(j with ymj practice feels like an unknouwn

brbus auL 50 2D0N S\ L

known.  In confexfua\ismﬂ m5 practice I am cha\\enﬂed 0
baj The c,om;)\exi‘rtj of what 1 do, what I know and a-
what I mean? The imperative is To share This dee? ;\—?
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Figure.4. Sketchbook Entry.
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3 Thus Noice

When 1 draw what I am ﬂnmkmﬂ m:j practice beﬁins to
=
make sense. Could it be that this visual and \i‘reramj (%
\ar\guaﬂe o€ mtj practice will franscend the experiences Zk
and perceptions of what I do? 8
C.
<
T 1 feel empowered EjeT daunted bij mtj practice as a ‘f‘_
HE PRACTITION ER AS AUTHOR @ The practitioner’s sketchbooks, jottings and note-taking somehow merge into one: one thought, ey e discoverﬂ ReH 5 UneEriein By e very T
& . . . N Q
: . : : : . : : . : . Tion. i T . T

one meaning, one understanding etc. A visual and literary language is purposefully emerging to help make sense of the sense-making. As a lived reality of practice and as a curated context in definition.  Doing practice just happens. I don't plan
) . . ) . ) . . . ) . ) . o . what I am about To draw or make. A splif second ’8
its own right, could this telling of a doing of practice become a way of seeing: a visual and literary language that is concerned with the practice contexts, visual traces and reflective interactions b : 4 )
efween not Kmouomﬁ and Knoua\nﬂ leads ij hand to o

of the fashion practitioner? inferpret what feels like a complex revelation of what

mia\m‘ be?

The problem I have come fo understand is i£ This is what

i Think i do then how can i tell jou what i Think i dof

THE PRACTITIONER INTUITIVELY DRAWS AS PRACTICE BEGINS TO MAKE SENSE
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4 This \oice

In 1825 Hermj Phillips wrote of floral emblems and Z
emblems as pictorial images, or of culture and societu. g\'
IT is this notion of emblematic representation that I %
wish To explore as smﬂu\ar Tales evident within fthe 9,
spectacle of mg m
practice. g—_
T M
H E SPECTAC LE o The emerging spectacle places its cultural roots in the thematic foundations of the Victorian art of the Language of Flowers and is to indulge \’/ A g
a provocative fashion theme. A silent language that became known as Floriography evocative of the memories and practices of an etiquette that permitted feelings to be expressed rather -j;‘ \
than to be spoken. Through a process of practice, this floral code affords a visual and literary metaphor to construct a narrative of fashion practice as it was lived. The mischievous givings of —
the Peony and the heartfelt Tussie-Mussie mediate as muses to emerge as the mise-en-scéne of the fashion practice aesthetic. = ;I { / ' \.\ |
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art and \aﬂauafje of" such a coded practice. %
MIGHT BE D
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I Sind m:jse\f‘ inctuisi'h\)e as fo the breadth of :Q
The discovery that I am about fo make. 1T have v}
a Ejeﬁ To preface with a personal amﬂno\oag of 8
floral muse o evolve mtj practice ideas. CE
®]
)
I now have The foundations To build mg practice. )
&
£
I am daunted once again btj a heig\m‘ened sense fb
of Knouomj This is it, This is mtj fashion theme, g
v

a foundation of both meanmﬁ and message

with which To build mij practice around.
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A CONTEM PORARY CONTEXT o Butler (in Davies 2010, p.88) describes the ‘buzz’ experienced when an idea comes from

nowhere and the agonising feeling of inadequacy if ‘it’ does not appear. This buzz or knowing in practice, as an authored function of practice, can be elusive and an entity or state of mind not
to be taken for granted nor easily called upon at will. In the context of a scholarly activity and a constructed narrative as inquiry the truth of the practitioner’s telling is granted value through
reflection in and on practice. Is it that the creative authorship of this living portfolio resides with the practitioner's unabbreviated oeuvre, (as Foucault's ‘complete oeuvre' 1969, p.23-33) not
just of the finished artefact as spectacle but of sketchbook work, thought structures, crossings-out, journal-keeping, discarded works, notes and conversations leading up to and including the

finished artefact and practice aesthetic?

A VISUAL AND LITERARY INVENTORY OF WHAT IS SEEN, KNOWN AND MEANT AT THE TIME OF KNOWING
MATURES AS THE CORNERSTONE OF PRACTITIONER REASONING

Figure.l0. Beyond the Narrative
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Tl\ns NVoiwce

I am conscious that €ashion exhibition is often a
porfrait of cultural adoption with a Thematic bias
That does not allude to The practitioner’s masfer:j o€
Their practice. \A)\ntj is This® Are we not interested
in The practices of tThe Praa‘ri‘riomer.? Is it assumed
That The practifioner’s practice has little or no

value in the domain that T\neg prac’ﬁce? I wonder
i€ iT is_just because no one has ever asked tThe
cLues‘rior\ or the scene sef o appraise the works

o€ such masters of this domain? Once aﬁain

I am Tormented bj mS own presumptions.

I need To some how collude in the Knowimﬁ o€
others. To £ind an anchor that miﬂ\n‘r 5ram‘

va\idi‘r:j to mij own experiences of practice.

See Inside How I Teel

Tfeel how 1 Teel
See how 1 See
Touch how I Touch
Rear how 1 Hear
Share mj Drama
Sense mtj Senses

See Inside How I Teel

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure.l2. Sketchbook Entry.

TH I N KI NG ABOUT PRACTICE ®  Fashion practice plays an important role in articulating the concerns of the now, the contemporary

and also of historical memory. Evans (2007, p.6) argues that fashion is not necessarily the voice of its creator but an independent voice portraying inner and pent-up emotions representing
intrigue, desires and fear from past historical references, or of ‘what is or might be'. Fashion spurs a social and thematic narrative of cultural, political and technological debate. VWhat of
the practitioner's mastery of practice? The stage is set but the knowledge of their practice, as a tacit act, is lost to the extravaganza that shadows and steals opportunity for further debate

on their practice. Should fashion practice exercise its exclusivity and be considered similar to that of art-making (Rinaldi 2007, p.28-29) then practitioner thought and practitioner action,

INTRODUCTION NARRATIVE |

;

appraised as a constructed context of practice, could determine a way of seeing fashion practice in a scholarly context?

Figure.|3. Sketchbook Entry.
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NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I can't £ind The creative me. 1 feel under enormous
pressure To perform, as this is if..the start of m
pracﬁce\)’ourneﬁ, This precious creative me, consumed
bj a seremdipifj That is indiseriminate and is some houws

not me’ Where does the creative me 30?

The pressure To £ind maj creative sel€ and 3e‘r it riﬂh'r
unnerves me. I need to recogmse This as a moment of
£rustration, a state o mind and not fo 9o There. What
is iT but a moment of blackness, an eclipse that clouds
my vision adeudﬁememT? (\/\3 sense of mowmﬁ is

disabled and I cannot call upon it at will.

At this moment I can not €£ind mbseP? . I don't even
recogmse muself. The pressure To be creative, To
perform, has confounded mnj abi\h‘fj To be the \Jef‘j
person who I define mgsei? to be.
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THROUGH SKETCHBOOK WORK THE PRACTITIONER
CAPTURES IMAGE AND WORD AS MNEMONICS OF
WHAT MIGHT BE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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FAS H ION S DUALITY [ Over the decades fashion practitioners have been encouraged to display a freedom of ideas and vision that is to be celebrated

by its consuming audiences. Williams (2006, p45) argues that there are parallels to be drawn with the motor industry where concept models are regularly on show for critique by both public
and professional audiences, and in doing so granted provenance to the brand and drives success by association. In a contemporary context the fashion practitioner now needs to appropriate
their creative (scholarly) credentials to grant a freedom of their practice to inform and further the critical and cultural landscape of the discipline. Perhaps fashion, not too dissimilar to the motor

industry, has fallen too willingly into the trappings of commerce and in doing so denied its very chance to prove any scholarly credentials?

THE COMPOSITION OF STORY CONSTRUCTS THE SPECTACLE OF PRACTICE
THROUGH VISUAL AND LITERARY METAPHOR

Figure.l6. Sketchbook Entry.

NARRATIVE 3 EXHIBITION APPENDIX

Perhaps this is where Qadrgr v "u oNare. N
coneceptual Thinking ;)\aijs 3§;“'§‘&‘5M§\
- ANea~ Nesaa W
iTs part bezjomd masferb Qo concaBr 9 domeuron |
R \ Na dress Q”SQY
{ \qeoo ez

o% ?rac’rice? McQueen's

work, for example, as
concept, often dominates the
practice aesthetfic. This dress,
as a recogmsab\e e\)erﬁdab
ifemn of c\oﬂqmg, exudes such
\)h:jsica\ allure that I cannot

easi\ij ignore, I wonder why 1

Figure.5. Sketchbook Entry.

am drawn to such a fanciful

and visual definition of what

fashion isl

Why am 1 seduced bfj such visual exTravaﬁamce? A

1 umu\;i‘r‘\mﬂlb accep‘ﬁnﬂ The arficulation of the
conceptual inference and sculptural £orm over its
u\)earabi\i’rﬂ as a practical piece of c\o‘r\mnﬂf 1
am excited by the drama, stimulated bu The visual
sijm?hong That brmfjs fabrics, colour, proportion,
silhouette and the contextual references into «a

narrative space.

JOUdDLa\W [PNLSaDU0D) SP UOIYSDL SO 2DUDUIUIOQ 2U |

As I grow more crh‘ica\\tj aware of mg creative self,

T is fhis visual exfravagamce 0% The fashion practice

aesthetic That excites mg passion £or what mig\n‘r be.

e R
SN " s S gre sy

[FUN———————

xéme / seaig.

M3 obsessive need to hunt and 3a‘fher information
unknouwn is ‘rakmﬂ me auoa:j £rom The job at hand and

€ee\inas o% frustration and 3ui\’f shadow over me.

“SUNOY PUD SINOY JO3 buioo)

I have spent an exfraordmartj amount of" Time just

\ookina and I am not even sure what I am \ookmﬂ )?or?

The reference material I have come across is connected
and meammﬂ&’u\ to a ﬂee’hmﬂ moment or €inife
‘rhough‘f and feeds mb insatiable ara\)imﬂ £or inspiration

unknown and a meedmﬂ To see.
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Figure.19. Sketchbook Entry.
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M IXED NARRATIVES o Goody (1993, p.364-366) compares the brush movements of an artist to the long tradition of writings that have evolved

from the paintings and cultures of flowers and argued that the artists of the time, be it a painter or a poet, moved from a philosophical approach to more a poetic perspicuity of their practice.
Goody also described a community of artists existed who painted, composed poetry and penned in calligraphy concerned with the meaning and languages of the flower and described an

allowing of ideas and feelings to flow back and forth between the words and the pictures.

Goody's (1993, p.364-366) findings bring the culture of art and the culture of the artist together

A and recognises the toing and froing of a mixed narrative approach to achieve a common cultural

Figure.|8. Sketchbook Entry.
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Q*\*BQ“ o S?\g"\%\’( i @‘D\MM M&\ two cultures is where fashion practice and the practices of the fashion practitioner could be more
ﬂ‘éi\&- RS2 Qesor&o\vﬂs meaningfully perceived and understood?

“' &2 %cx&\ oAV Sans |

dialogue and understanding amongst the self and peers. Could it be this bringing together of the

TRUTH TO WHAT IS AS A MOMENT OF KNOWING

stroke is mear‘.mﬁfhl and heartfelt and balances

will be dealt To the spectator of the piece.

NARRATIVE 3 EXHIBITION APPENDIX

1 have pulled out all mn:) ﬁﬁure llustrations To explore v
silhouette. It's rea\B ms?irmﬁ me to consider theme, Q
0
mabbe £lowers, memories or somew‘hmﬂ To do with 0}
Britishness, or someﬂnima To do with the monarch, or @
some‘rhmfj That we celebrate? Mabbe the li€e and “rimest_g
of someone or some‘r\qmﬁ? Q
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1 so \ong o have a clear head, there is some’rhmﬂ inside >
me that \omfjs To have a clear head. To be able to work (’)U
‘rhrouﬂh The ﬂuidh‘b o€ what I am ‘r\mnkmﬂ direc:r\:j O
=
on fo paper; a clear head which means I can be %’u\\fj O
engafjed, or do I mean x‘u\\g immersed, in what I am >
‘rhinkmﬂ and domﬂ? A position of" c,\ari‘rij is needed? %
A _ ®
N\abbe iT‘sJusT mb inabi\i‘rﬁ to €ocus on_just one ‘rhmg Q
=
That hinders mtj Thmkinﬂ and doir\\cj.? X
e
As a practitioner, everb mark That I make 1 relate 1o ;
a painter when placmﬂ his brush on fo canvas. Each %
Q3
Kmow\edﬂe with skill fo ensure the messa:rje or meamng
8
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Figure.20.Sketchbook Entry.
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I am ‘rrnjmg To narrow down mnj f€ocus and define a
€ashion theme that has a sTrong sense of meamng and
importance for the Tuqeo‘rﬁfﬁrsf cem‘rurij. (\/\emorg and
meamnﬂ, culture, fradition and socie‘ffj need To underpin
and in€orm mj aesthetic direction. I am drawn to fthe

value and provenance 3&0@0 to national emblems.

THE H IERARCHY OF IMAGE AND WORD ° An emblem is a picforial image that represents or

epitfomises a concept in either abstract or representativ

g Swalquia [PIo|

5

£orm. The sovereiarﬁg o the imaje is upheld :(6[

sometimes accompanied by a short motio. Both image 2

and word sit side bg side to sijmbo\ise The abstract ce

represenfations. g

RO =

Rrous rﬁoﬁéf SLONESS - =

‘lh{}., ? As a practitioner I am ofTen frustrated by the )

hierarc\mj o€ imaﬂe and word. Why does word win over —

. : : J
%\9\( | . \ imaae Eje‘r The imaae is sustained in the mind?
: 4 ; C Nous

‘.-—'/_—‘ As a practitioner 1 fthrive on both image and word as
iy “",‘:?‘:5 *‘E:‘\\'smq,‘;l',e v N/

\\ D
‘ \iugocs \ \WAae N\ ‘7) : ‘---..______-____ communicative Tools That can externalise and actualise
m ‘ \\ m-&-“‘r\r\'ﬁw__ mij inner pondering. I am compelled 1o puf pen fo
N SC A O ..

paper at e\)er(j oppor‘rum‘hj and Tthis leads and in€orms

\
W o '—:)! . Iﬂh mj practice and everbdaﬁ actions. I even surprise

(: W.k_ m:jseW sometimes how an idea evolves out of mB mark-
\ / : makmﬂ and word associations.
7; o % b ﬁwgr" L4 é\r} Scribbles as ufterances

become mnemonics of

mu momentary Thougint

\"‘*-u iHusTraTm\Cj endless possibilities
GR‘ %&»\um ) %’“d\ﬂ\g aﬂmn—\\@tﬂ of what is or might be.
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= \wt?fﬂéh;v\
@ \nasodon,

£

Figure.22.Sketchbook Entry.

Figure.2 1. Sketchbook Entry.

EMBLEMS REPRESENT ONE THING TO THE EYE AND
ANOTHER TO THE UNDERSTANDING

Henry Phillips, 1825
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UTTERANCES .
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NARRATIVE 2

The language of flowers as a context to construct a fashion narrative exemplifies the very foundations of the literary and cultural inference that

Goody (1993, p.364-366) referrs and conceivably places the engaged fashion practitioner and their practice in this cultural arena. The mixed narratives that this portfolio of practice evidences,

as extensions of practice, are echoed by Cross (2011 p.8) who claims expert practitioners cultivate ‘deep-seated cognitive skills' and Davies (in Cross, 2011, p.9-10, Kolko, 2010, p.6) who claims

that design thinking, as reasoned intuition, manifests abductively. It it that such utterances of practice are to become a theory of doing practice?

e

Figure.24. Sketchbook Entry.
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Figure.23.Sketchbook Entry.
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NARRATIVE 3 EXHIBITION

I offTen take for 3rarﬁed The sense of Kmou\)mﬂ that 1T R
experience ‘Through mtj practice. When it comes 1 am 8
in constant fear that I maij never experience i1 aaam, g
I can't let if 9o, This infuitive and \)er(j precious sense C_g
o€ what works, what is rig\n“r or just what is? _\
3
This state o mind resides at the hands of serendipmj 8
- or so it feels. (e
S
v
Q
5
0o
O
1 361‘ 1o} mamij T\nouﬂh‘rs. T\nouﬂh‘rs That rush ‘rhrouﬂh g
mu mind in an instant. Sometimes 1 €or3e“r Them jusT -(é'
as quickly Q
2
IR
Is it that 1 unu\)i‘Hmﬂ\nj manage These T\nrouﬂh wuj visual 8
nm‘e—‘rakmﬂs ? These utterances 1o and €Yo between o
ima\Cje and word and subcoosciousig cause me To '/h
reflect, look back, and engage more deesp\fj; a personal ;\_Q
reference \ibrarij or im}en‘rortj o€ what I think, see, (—3\-
know, understand or mean at that \)erg moment. ((’8

THE PRACTITIONER FINDS MEANINGFUL
CONNECTIONS WITH FLEETING MOMENTS OF
THOUGHT
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SOMETHING TO SAY .

Fashion practice’s imperative is to have some‘r‘ning

to Saij’ a statement cor\cernmﬂ our everjdaij Truths.
1€ fThere is noﬂqing to sag Then what would be the
?om‘rf The ?rivo\h‘b of just dressinﬁ ‘up is driven bﬂ
marﬂin and proﬁ‘rabi\h‘j in a commercial context and
is not relevant fo m:j fashion practice as a research
endeavour. 1 wonder €or a moment i€ mij practice

is To be considered as too se\€—indu\3enf or of a

QDQ oL Euguu_awog

lesser value” 1€ research is a\uoatjs considered in a
commercial context then we mig\m‘ not encounter the
new.

THE LANGUAGE OF FLOWERS Once aﬂam I am unnerved bij mb assumptions or

idiostjnc,ra'ric claims je‘r animated bfj a sense o*?\jourrweg

In eastern lands they talk in flowers, as my discover:j begins fo unfold.

And they tell in a garland their loves and cares

29th May 1872 . The words are recorded as ‘by Percival’)

Each blossom that blooms in their garden bowers
On its leaves a mystic language bears.

The rose is a sign of joy and love,

Young blushing love in its earliest dawn;

And the mildness that suits the gentle dove,

From the myrtle’s snowy flower is drawn.
Innocence shines in the lily's bell,

Pure as the heart in its native heaven; VWHAT IF THIS DWINDLING TRADITION BE ECHOED THROUGH FASHION PRACTICE !
Fame’s bright star and glory's swell,

By the glossy leaf of the bay are given.
The silent, soft, and humble heart,

In the violet's hidden sweetness breathes
And the tender soul that cannot part,

A twine of evergreen fondly wreathes.
The cypress that daily shades the grave,
Is sorrow that mourns her bitter lot;
And faith, that a thousand ills can brave,

Speaks in thy blue leaves—forget-me-not.

1S9z 24N

Then, gather a wreath from the garden bowers,

And tell the wish of thy heart in flowers.

James Gates Percival, 1859, p. 361

Musical Score 0, Edward W. Elgar (aged 14 years), composed a musical sheet, ‘The Language of Flowers”,

Figure.25.Elgar, [Musical Score] 1872.
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The Language of Flowers: The Language of Flowers

Amanda Roocroft, Reinild Mees

Elgar: Complete Songs for Voice and Piano Vol. 2, track 5/22, disc 1/1

2010

Classical

253.5353

eng - 
Amazon.com Song ID: 217385382



Figure.29. Sketchbook Entry.
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TH E LANG UAG E OF F LOWE RS o The Victorians lived by accepted codes of propriety essential for mixing in the elite social circles

of the day. Popular codes for the giving and receiving of flowers and codes for the giving and receiving of calling cards grew as recognised unspoken languages. Matters concerning correct
etiquette led to a social expectation of literary liaisons and an essential ritual for introductions, invitations, visits and emotional display. The language, as protocol, was accepted, understood
and practised by both men and woman with equal intent as to the sentiment. An extremely feminine tradition that has a darker side, as the intent was not always in favour of the receiver.

Such social comments, personal messages and heartfelt display became known as ‘Floriography’. Does the fashion practitioner always need a theme, a coat hanger; in order to start practicing?

THIS RICH LANGUAGE AND SENTIMENT LEADS THOUGHT AS INSPIRATION IN PURSUANCE OF
A DEEP ENGAGEMENT WITH THE EMERGING FASHION PRACTICE AESTHETIC

Figure.27. Floral Blooms at Bicton Park Botanical Gardens,

NARRATIVE 3 EXHIBITION APPENDIX

I have just found what I have
been iookmﬁ for. A book b
Hemrg Phillips That describes
The meamnﬂ and etiquetie

of The laﬁﬂudge o€ flowers
£irst published in (825, 1

am momen‘rari\j content with
This rich and oriﬁmal source
o material as inspiration

for Res practice. 1 stop for

a moment To consider Phillips

Figure.28.Phillips,H (1825), Floral Emblems.

as The author and what he

SJoMO(4 30O aEDY)EUD’) 2U

miﬂ\m‘ Think o€ ij Pondermﬂ

comc,ermnﬂ his works €rom almost fuwo centuries ago.

I wonder i€ he wrote the text Kmowmﬂ That this miﬂ\n‘r
remain his epitfaph or memor(j sfone representative of

his passions at the time.

This coded \anﬁuafje embraces the visual metaphor. A

\amguaﬂe o% elaborate messagmﬂ open To inferprefation
bi,) both 3iver and receiver. Fashion practice, as visual

metaphor, has a lot in common with this €loral code,

ssoLublc PUD SUWRIGUIS PIO|

as each provides a \Cja-rewag <or \h‘erarﬁ and creative

expression.

This €loral eTicL)ueT‘%e o€ ten por’rrabed N uori‘rmﬂs, poe‘rrj %
and pam‘hnﬂs o€ The Time reflects the siﬂmﬁcamce —
of an accepted and understood coded \amjuaﬂe That i’
Translates Throuﬂ\n arfistic and creative endeavour. The _(i:\.
Lahﬂuage o€ FTlowers with Illustrated Poetr bj Trederic 9‘_
Shober), 18%8 is_just That. We don't write like This amj 8_
more. r\/\asjbe T has a\readij been said? Yef ’rhrouﬂ\n o
The \anauage of mg practice I feel there is more that 8
can be said. .._ﬁ"

-

Mij practice needs 1o have some‘ﬂnmﬂ To Sa5 else 1 fear
T is in danjer o€ bema viewed as flippant and with no

meamng or value €or ofhers to emﬂaﬂef

This is mg imperative, mj manira To move Freeltj
and aomﬁdem‘\b £rom practice concept fo practice

conclusion.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.30.Sketchbook Entry.

INTRODUCTION
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THE CoEXISTENCE oF IMAGE AND WORD .

NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

A Jourﬁenj o m’rerpre’m'ﬁom arousmﬁ the emotional >
senses could provide a rich foundation in de\)e\opmfj a (6
fashion theme. 1 want fo visua\lij express the meammﬁ C
=

and messaje o€ the \amjuaﬂe of The €lower and not D)
: : ) ) ) [
Just \“SMQHS represent it. How do I brmﬁ This deep cCC
sense of s‘rorij To m:j €ashion ?racﬁce? Silhouet+te is (e}
mEj s’rarﬁnﬁ point, and a\'ﬂnouﬁ\n I am led b(j The drama /h
—

This some how feels Too obvious. D)
=

)

D)

7 o

(™

. S

—

0]

D

Figure.32.Sketchbook Entry.

I am compelled to doodle whilst I read the fexts

on fﬂoriogray\mj. The endless possibilifies to express
an emofion or a heartfelt desire is provocative and
com?e\\mﬂ. 1 €eel a respomsibi\i‘rb to reir\\)iﬂora‘re This
lost art or \aﬁﬂuaﬁe. U\)\nj have we let such a rich
tradition die? As I mention The Theme 1o ofhers there

is an instant €ascination and a uocm‘hng Tto knouw more.
(\/\(j sketfchbook manifests an energfj, a plethora of
what i€s and what abouts. Mu creative sel€ has

aspPeared and 1 experience of rush of ideas.

I am in a constant state of ctutes‘honmﬂ as 1 capture

S SHNOID LoUm PUD S LDYUM

imaae and word as mnemonics of what miﬂ\n‘r be. 1
notice a randomness of \ooking ‘raking place as e\)ernj

act of \ookmﬂ is experienced as an OQPor*rumh”b and

mia‘m‘JusT lead o the answer I am \ookmﬂ «—”orl2

VISUAL AND LITERARY NOTE-TAKING INTUITIVELY AND SIMULTANEOUSLY

FLOW AS PRACTICE HAPPENS

Figure.31. Sketchbook Entry.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.33.Sketchbook Entry.

EXTEN DI NG M EMORI ES ®  Asa collection of meanings and memoirs the language of the flower has a powerful story to tell. A representational

process that has evolved its own language and folklore. Pickles (1990) and Tyas (1869 p.I50-151) in discussing the language of flowers described the Peony flower that was believed to have
mischievous nymphs hidden amongst the petals. The association of the nymphs were to become synonymous with the meaning of shame or bashfulness whilst they hid away guiltily within
the bloom. The Peony thrives best being left alone and if moved provides just punishment by not flowering for a number of years. The established Peony, however, produces glorious scented
blooms annually assumed for the nymphs to comfortably hide their shame. This language and context explored through fashion practice extends the memories and practices of the time

acknowledging a coded language that was attributed to the loves and lives that cared to adopt such literary rules. Is this a fashion theme, a language by which this fashion practice can speak?

Thus Nowce

This emﬂaﬂemen‘r with F\oriogra9h¢:j aufjmen‘rs mb

sense o€ journey. I am Now onN My creative way.
J

The Phra5e0‘035 as a riech source and muse of mij

practice is m\)iﬁora‘rmﬂ and intensifies my need to start

ske‘rc‘ning ideas and deve\oping silhouette.

I know I am now readﬁ

THE PRACTITIONER CAPTURES A TRUTH TO WHAT IS KNOWN AT THE TIME OF KNOWING

U0 3O 2suUag

b




A FLORAL CODE @ Phillips (1825, p.25), in his writings concerned with floral emblems, suggests that a ‘floral grammar’ exists, a language that is silent yet

also governed by a set of rules. Shoberl (1848) wrote of Floriography that grew out of Victorian tradition when feelings needed to be exchanged and words may have been forbidden or not
possible. These translations through the ‘Language of Flowers' were held as meaningful to those whom the message was meant. This literary and artistic floral code is still evident in today's
haute couture and more often synonymous with the beautiful. Brunelli (2008, p.26) compared the pollination of the flower to fashion trends and discussed it as a metaphor of beauty. Brunelli

argued the very fabric of society had a desire to be considered beautiful and this pollination of ‘beauty’ was based on association or adoption of fashion or fashion trend.

The exuberant use of flowers in fashion is epitomised by Galliano's extravagant autumn/winter haute couture collection in 2010/2011 for Dior. Shown in Paris and entitled ‘la ligne florale’,
it is said to be inspired by the floral images captured by the photographer Nick Knight and the 1950s chiaroscuro images by Irving Penn. The collection is a celebration of the theatre and
breathtaking colour that flora and fauna offer; and demonstrated the creative draw the genre has for the fashion practitioner: Fashion in the twenty-first century is recognised with authority
as having something to say, a ‘bigger voice’ (Knight in-Baron, 2012, p.6) that is gathering momentum as a creative endeavour that articulates, albeit symbolically, a coded voice that bridges the

boundaries of a post-modern cultural world.

Fashion practice and or fashion Image can articulate the world's wants and concerns. Lipovetsky (Evans, 2007 p.6) argues that fashion is socially reproductive and this social protocol is argued

to provide depth and scope for meaningful interpretation through fashion practice.

THE EMOTIONAL ENGAGEMENT WITH MEANING AND MESSAGE CONSUMES THE PRACTITIONER

Thus Nowce

I can beﬂin To see how this \anguaﬂe constructed \]ef‘j g\
personal messades bt:j The 3iver and heifj\n'rehed The 7
expectation of the receiver. —
&

It is This construction of \anguaﬁe That 1 wish To "—S\'
explore ﬂnrouﬂ\n rmj fashion practice. 1 am fo consider (%\,
The fashion practice aesthetfic as a canvas That visua\l:j N
constructs a coded \anﬂuc{ge of £lowers. g
3

Mueh like an artist MS composition of sTorij will create C
The spectacle of mg practice Throuﬂ\n \i'reraraj me'ra?\norc_%
(]

Is this a recipe? Is the cijc\e of fashion a social recipe %
or mirror o€ our memories, wants and concerns?’ N
g

—(_2\_

ce

il

:\—J

0]

&

n

\ o
),
\ [/ w
v IS
\ /1 w
| /1 A




 NamraTVE | Namratve2  Narratve 3 ExWBTON
I This Noice

I am drawn to the siﬂmﬁcahce That the Victorians ~

placed on the pleasure of 3i\)ing To sigmﬂj the art (%\.

That it became. A coded \cmﬂuaﬂe that has been ®

lost in Today's vastness of choice with liffle fime to =

ackmow\edﬂe The flower be:jond major ceremonies such (§

as weddiﬁﬂs and funerals. %

A CONSTRUCTED NARRATIVE o The Victorian Tussie-Mussie became a commonplace ceremonial ritual for expressing Receiving a White Lily with Lavender wrapped in Black Q,%
j e v

sentiment in many complex arrays, perhaps to a loved one or as an expression of anger, hate or due respect. Once rhyme-based, the origins evolved from the earliest western tradition of Mulberry would suggest an offering of’ purity and

S . - . . . ) ) o - . sweetness shrouded by the notion of distrust and
floral symbolism in expressing mythology, medicine and religion. Phillips (1825) made the link between the language of flowers and the Tussie-Mussie by aligning explicit grammatical rules

suicidal intent. This message ot unreq_‘ui‘red love beinﬂ
for their presentation and meaning. The infenfion of fhe suitor is magnified by the woeful
»Fee\mﬂs That he hides?

The poetic language that describes flora and fauna demonstrates how passionate the Victorians were about flowers and their meanings. The governing rules that Phillips (1825, p.25) ,
The \)erij depth of The words and meanings are To be
alluded were depicted firstly to a flower leaning or observed to be, leaning to the left and refers to I or ‘me’ VWhereas a flower depicted leaning to the right was said to mean ‘thou’ or e fleaied in my practice. Is fhis possible? My waking

‘thee’. However, when the flower was represented through a drawing or image then the ‘rule’ was reversed. To add to the complexity, the rules of Floriography also determined that the hours are now consumed S s be?l

flower should lean towards the heart of the person with whom it was to communicate with. Further, when a rose was presented upright it was believed to signify 'l fear, but | hope' but if

I am daunted b5 This Fee\mﬂ o% not Knouomﬂ,

the rose was presented downwards this denoted ‘neither hope nor fear'.

(47881) SJomMO(L 3O agongum S

Could such semiotic values be presumed as integral to the practitioners thinking and doing through their practice? Is this where theory might be situated when doing practice?

THE PRACTITIONER EXPERIENCES A CONSTANT STATE OF QUESTIONING
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17 This Noice

‘Ofher Men’s Flowers’ bfj Field-Marshal Lord Wavell (1996)
was an amﬂno\ogﬁ written bg Wavell in 1994 A soldier

who had made a considerable mark in his professional

guyugaaq

career. Wavell became, in his lafter years, president
of the Ro‘ja\ Socie‘rg o% Literature Toge‘rher with the
Ki?\iﬁg, Browmnﬂ, Poe’rrtj and \Hrfji\ Societies. Wavell
appeared 1o have found an escapism ‘r\nroulfj\n The

PERCEPTION OF PRACTICE o Wavell (1996, p.25) refers to poets who chose words for their beauty and when read, ‘Dance a tune, writfen word and valued this (non) space fo move in

create both glamour and illusion” Wavell (1883-1950) claimed that this illusion offered a world that ‘ought to be' had men designed it rather than the gods. The magic, music and mystery that Cifie Gl GAT i el e 11 e e pefemec

Wavell describes provides a distraction from the everyday stresses, perils or pleasures of the world in which he lived. He recognised no need to always understand the obscurity and cryptic Making this fransition, as Wavell did, is not necessaril

nature of his readings that remained idioms of the time. Wavell sites the work of T.S. Eliot as an example of this! Could the very depths of the fashion practitioner's thinking and doing be about ability but about conviction. T want to develop
considered in this way? Is this what happens when the practitioner is deeply engaged with meaning and message? i) URECTERETS] OF SREdive anel eSSy Lriing]
To extend the narratives of m:j practice, perhaps b(j
prose, poem or verse? This Though'r unnerves me as 1
am noT a writer or poet but 1 wonder i€ I can explore
The creafive word fo extend fhe perceptions of m:j

sprac:hce?

W PUD 20UODId g\/\) sandsul oy

As I move in and out of mg practice, umuoiﬁmﬂ\:j The

THE THEMATIC FOUNDATIONS AFFORD CULTURAL INTEGRITY AND ARE THE BASIS OF ALL _
words seems to €low. I am not sure I am c{)uahﬁed to
PRACTICE DECISIONS make aJudﬂememT o%" Their value but Thet:j do represent

a fruth o what 1 see, what 1 know and what I Mmean
o% mij pracﬁce." These creative words are to coexist
with rmj practice. I am disturbed, provoked and
c‘narged bt} Their re\)ea\mg honesfs and confessional
\)u\ﬁerabi\i‘rij.
)
Love's LosT

THE PETAL WILTS

THE BACKBONE IS WEAK

SADDENED AND BEWILDERED BY THE LOVE LOST
MY FLORAL BOUQUET IS DOWN TRODDEN

MY ROSE IS NO LONGER IN BLOOM

SEE HOW MY HEART BLEEDS

JUa2g S\ Loum ‘@185 J-2\ssn |

g

o

P

S

>

wn

=

<<

L

o

g

B 0

= Can I call These poems a verse or an ode’ I am not 8
sure what qualif€ies me To write in a manner ofher than 9\.
academic or reflective but I am compelled to capture (%
These creative L.ori‘rmfjs as The3 surface £rom deep g
inside musel€. An inner illusion that is fantasised b‘j ':1
mu creative sel and €or others to see mb practice as 1 5
dare for it To be seen, as Truth, as pleasure, as obscure,(—g

as Wavell (1996, p.235) concluded earlier.

Am I to prompt the perception o€ others to see how 1

see ...Qer‘na?s?




Figure.37. The Moss Rose [Postcard circa 1905].,, Postcard Circa 1905.
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THE LANGUAGE OF FLOWERS . POST CARD &

e e Canada

THIS SPACE MAY BE USED FOR CO.RRESPONDENCE’
74,1/»070;//%67,/"’/:/ ﬂ?‘
L L v o 9(; Cinss

DON'T WORRY DEAR | WILL NEVER FORGET YOU FOR | THINK OF YOU BY DAY AND DREAM OF YOU BY NIGHT FOR YOU
AND | FEEL SURE THAT YOU WOULD NOT FEEL AT ALL A LOVE IN THIS LIFE AS | WILL BE A DEAR FRIEND TO YOU

W.M.Jones circa 1905.

NARRATIVE | NARRATIVE 2

U. S. and

ADDRESS ONLY o2

Uprs M 5.

‘GO DD P0G pID2ISO4 ‘9S0Y SSOW 2y Q€ 24nSi4

ARE THE FLOWER OF MY HEART

Figure.39. Floral Study, Bicton Park Botanical Gardens.

NARRATIVE 3 EXHIBITION APPENDIX

This \anﬁuaﬂe o€ love feeds mt) passion To speak
‘rhroua\n my love of £ashion practice. I am moved b
The sentiment dis‘.?\aged b5 W.M. Jones To Miss MK,
in 1905, A modern valentine discreet in ifs tone 3e‘r
heartfelt with demonstrable pain as i the love is

uncertain.

Ha\)mﬂ unearthed fhis borrowed memorij I €eel a sense
ok respomsibm‘rg To keep this love alive ‘r\nroutﬂ\n m5

practice.

I am readimﬂ about the Tussie-Mussie That was a

favourite form of floral presentation durma the

QJDJaL}’) N Lapay gw 40 JoaMO|4 UL 240 NOL SO

Nictorian Era. This €loral assembltj, o€ ften consis‘rmﬂ

0% a small posy of flowers contained in a decorative

—
vessel deep\j embedded with mood or message, provides g’
a rich source of material o develop my ideas. I am 8
drawn fo the drama o€ The €loral notations and with D
the seq}uen‘ﬁa\ references fo the heart€elt sentiment
received or rejected btj another. The practice of
This €loral code has stood the test of Time al‘rhouﬂh
without the deep engaﬂemen‘r o€ the sumbolic meanma
€avoured by The Nictorians. Could this seq)uem‘ia\
re«—”eremcmﬂ o€ meammﬂ and messaﬁe Translate into mg
practice thinking?
A ' £ o,
< ®
=
A recent visit to a ((g
botanical 3arden has -‘E)\_
inspired mij sense of 6
shape, form and love of J
colour. (\/\5 inexperience %
®
[N
Q
of assiﬂmmﬂ «€orma\i’f5 To their 5
osifion or rank in the €lora world e
P

leaves me €ee\m3 madectuta‘re
once agam. Each flower earns
mi.j respect based on what I

see rather Than what I knows.
Aesthetic merit is driven by m
perception of a beau‘rij that is. 1
am content with this ‘r\nouﬁ\n. 1
must learn to value hmj perception

o€ what is p\easma to mb eije.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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E

LITERARY PASSAGES .

PRIMROSE (YOUTH TO WOMANHOOD) THE FIRST VISION OF THE MORNING WITH EARLY BLOSSOMING FLOWERS THAT EXPRESS
SOFT COLOUR OF VIRGIN LIKE QUALITY. THE VELVET TRANSLUCENCY OF THE PETAL PREJUDICES A YOUTHFUL TRANSITION THROUGH TO WOMANHOOD.
THE PERFUME IS DELICATE AND COMPOSITION WILD. THIS IS A FLOWER WITH ATTITUDE AND INDEPENDENCE YET LIGHTHEARTED AND UNIMPOSING IN THE
COMFORT OF ITS BOTANIC ENVIRONMENT

Mock ORANGE (M EMORY) AN UNFORGETTABLE FRAGRANCE THAT PENETRATES THE MIND TO GIVE THIS VERY FEMININE BLOOM THE
CAPABILITY TO BE THE GIVER OF ONE'S OWN PLEASURE. THE PROFUSE AND EXUBERANT NATURE INSPIRES A DELICACY OF PRESENCE THAT PROVIDES A
MNEMONIC FOR EVERY OCCASION. SUCH MEMORIES ENJOY THE STAYING POWER AND ABILITY TO INSTIL A MOMENT IN TIME THROUGH THE SENSES BY WHICH
WE ARE BORN

VIOLET (RARE AND DESIRABLE) A POWERFUL SCENT THAT PORTRAYS VIVID COLOUR IN OUR HEARTS AND MINDS. ONCE A RARE
BLOOM, THIS SMALL FLOWER IS SOUGHT IN BUNCHES OR POSIES. INSIGNIFICANT ON ITS OWN BUT A PERSONIFICATION OF BEAUTY WHEN PRESENTED EN
MASSE. COLLECTED CASUALLY WITH LITTLE FORMALITY THE HEART-SHAPED PETALS OF WHICH THERE ARE FIVE DOMINATE THE GROUND WHERE THEY WALK

THROUGH PRACTICE IN THE MOST EXPRESSIVE OF FORMS

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY

NARRATIVE 2

NARRATIVE 3

I have found a multitude of
literary dictionaries that were
published durmﬂ The late
nineteenth century that provide
a Hbrarj of reference and
cross-reference in support of
mfj undersfandmﬂ o€ this €loral

code.

I am cons”ran”r\ﬂ and insatiabl
needmg To know and understand
all ‘rhmgs unknown to feed mtj

practice.

This need to know and
understand consumes m
uoakmfj hours. The exhilaration
o% The seemﬂ, as Knomima, is

momeﬁ”rartj and ﬂeeﬂnj. I need

to translate these “rhouﬁh‘rs NTo visual realities or

EXHIBITION

Figure.41. Sketchbook Entry.

APPENDIX

DISSNW-21SSN ] UL 30 LA Y |

mnemonics of what 1 see in mg mind's reali‘rg. I am

beﬂmmnﬂ To sketeh and doodle as ‘r\noug\n’rs and ideas

pass in £ront of me.

In this context, and as mnj anticipation heiﬂ\/ﬁens,

the notion of a mmﬂ sketcn emerﬂes as a sianiﬁcam‘

method fo realise mfj practice.

THIS LANGUAGE OF FLOWERS EVOLVES AS A CONTEMPORARY INTERFACE THAT TRANSLATES



Figure.44.Sketchbook Entry.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I am Thankful €or the internet. 1 have just sourced
This wonder€ul book dated 1881. The padges are \zerij
)?ra\Cji\e and worn but provide a rich source of origmal
source material and \anauaﬂe £rom The Tfime. It is
laid out as a dic‘riomarij and
on geTing To T 1 notice
a number of powerful and
THINKING AND DoOING . s e e
That The \anaque o€ €lowers

was believed to speak.

I shall die fo-morrow - Gum
— e Cistus
I shall noT survive 50M - Black
(\/\uiberrij

Power and (\/\c\gesfg - The L”j Figure.43. Burke (1881),

188) ‘StomMOlt SO Cu;aod PUD agonguwoq PalpALsn|il U |

8 A T\nouﬂ\n‘r and potion of love - The lllustrated Language
oy iy [ ) Pamsij and Poetry of Flowers, st
bbamriff Mo ed. G. Routledge, London.
TO THE POETS AND PAINTERS x’\.
mm;ﬂmn, - ; A b The third section consists
Witosz Works have so eminently contributed to raise the "7 ~. 1 \ .
B f U gt s i ok sty | N a collection of poems That are made up £rom The
other nation in modern times, the author most respectfully 7 N J_‘,
presumes to dedicate this collection of * Floral Emblems,” 4 ~ . .
e o e o i ?e’ lanquages of" the flowers alluded fo earlier in the
his memory, {0 the time he has the honour of subscribing Qe . ) . .
e N dictionary. The book is a precious £ind that auﬂmerﬁs
‘And humble Servant,
Bighton, ey 25, 105, ARGRTRIES ~eoiy = = mj growing affection £or the subject.
Ve e ] S b
< <
i i
S S ] These l\'rerar(j passades will €form the basis o€ mnj
5 S practice o ensure a distinctiveness of interprefation
2 )
R, 9 b and fo capture the complex meamma and messadge That
wm v
) Ne) :
2 3 This €loral grammar exudes.
[0 [
— —
> >
o o
L L

I have a\wags loved flowers (not as in 3ardemr\3> but ;
€or Their sense of meammﬂ and inferpretation. When Q
I set out on ThisJourneij ’rhouﬂ\n, I had no idea that ©
I would 3e‘r drawn this uoaij, I was first \ooKm\Cj at é
3\oba\ concerns, war, polifics ete..a lonﬂ maj au\)aﬂ. (i)\_
o

The inspirafion £or mg fashion practice is bound b ©
\Ts meamﬁﬂ and message. There must be a line of 8
THE PRACTITIONER'S MIND WANDERS WITH A VIVID RESOLVE OF WHAT MIGHT BE ! communication..sometiing 1o say. 1 have embraced Tre 3
\amgudﬂe o€ £lowers to remember a Forﬂof-kem \anauage g
and 1o keep the etiquetie alive. 5
Q

Bui\dmﬂ visual theories around practice must be 6\'
meamnﬂﬂx\, £or me amjuoa(j é\j)
ce

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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SKETCHBOOK ENTRY AND PRACTICE DEVELOPMENT .

THE COEXISTENCE OF IMAGE AND WORD EXTERNALISE PRACTITIONER REASONING AS OTHER

NARRATIVE |

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I attended a second-hand book <air 5esferda and
came back with a number of books. 1 don't reai\s
know what I am iookmﬂ €or until I see it but when 1

see iT I know it will be what 1 am \ookmﬂ <or.

The Aﬁdij Warhol diaries, edifed b5 Pat Hacket (1989>
" and described as “The

Oltfimate Sel€-Portrait”

2|09 JOppLoadg aU |

provides a casualised journal
o Warhol's dai\g li€e. 1 am
mTrifjued bﬁ The wri‘rimg

stule which is an accounT

That is often \)erij personal
but not rea\lﬁ emoTtional or
a\!udmg to Warhol's inner confemplations. These brief,
3e1‘ inTimate exposures, construct the perception of

Warho! as he would want me, as spectafor, To see and

re€lect on his life.

‘l’rac3 Emin has mastered her art

C,rea‘rmfj m‘rriﬁue surroumdmﬂ her (%
uormnﬂs as provocative moments O
of Thoufjh‘r. Emin describes her /\'\
uqri‘rm\Cj as a uoatj o€ makma sense 9‘_
o her life. I am makmﬂ sense g
of’ Mj fashion practice life, and (_R
1 realise ! 6
‘r\nrouﬂ\n mij Figure.47. Popham, A.E. (1953), Plate 158, =]
. o Draher =
re€lections Cast of Drapery for a Figure Kneeling to the 3
. i Left, The Drawings of Leonardo Da Vinci, (_Q
oS e € 2 Ed, The Reprint Society, London. n
enﬂaﬂemeﬁ‘r
of’ Mj practice can be.
The Drau\)mﬂs of Leonardo Da Vinci, £irst published in >
1996 demonstrates 8
Da Ninei's innate D)
_\,
ableness of ama\ijﬁca\ O
lookmﬁ when _,g
capturing his object 5
P S ) a1
of s‘rudﬁ. The Ve
drawings, equall ©
g5, equally o
supported b5 Da C
s J <
inci's note ‘rakma, =
o . D)
provide msg\m‘ into ®
) ) Figure.48.Popham, A.E. (1953), Plate
S CemnEEE 272 (left) Two Studies of Rushes in Seed
Jourme:j. (\/\5 viewing and 273 (right) A Star of Bethlehem
experience is and Other Plants, Cast of Drapery

for a Figure Kneeling to the Left, The
Drawings of Leonardo Da Vinci, 2
Juxtaposition of image Ed, The Reprint Society, London.

and word.

enriched by Da Vinei's

This \merarch:j o€ imaﬂe and word are dissipa‘rimﬂ as mij

visual world cannot discern one without the other.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.52.Sketchbook Entry.

THE PEONY (SHAME AND BASHFUL) .

MISCHIEVOUSLY AMONGST ITS PETALS. THE ELEGANT CREATURES WITH HARMLESS INTENTIONS INDULGE THE EMOTIONS OF
OTHERS TO THEIR DELIGHT. OQUT OF SIGHT BUT INFLUENCING THEIR ENVIRONMENT WITH OUTWARD EMOTION AND TEASE,

ity ol Smncctant s ded=
anciad & e b ancther of
Hofcira offar dipl Seagons

Figure.53.Sketchbook Entry.

INTRODUCTION NARRATIVE |

2

Lifarary passage’

Tha Facay {Shana and Bashall = A dowar s5d to fava naphs wiiok Nd misedias
vias Sl derongst 'S pafels. I amidige alagaed crafured with forelass intantiond ta
indlesigm Ehm amctions of cfhars te Chair . Dard od sita S ind img Edpair
arironemanty dod in Che cdte of Wasa! aadihalios, anfancing Che capaklity of inktardaction
LAA Pha niadrar o vk,

Fantinne e

NARRATIVE 2

A FLOWER SAID TO HAVE NYMPHS THAT HID

NARRATIVE 3 EXHIBITION APPENDIX

As I remind mgse\{’ o% the Peonj and ifs meanina,

mfj practice overwhe\ming\b be\ijs To make sense and
connects with my sense o€ Knouomg. (\/\5 purpose is
clear, 56'1’ The sTorLj as a reflective and crem‘i\]e\journetj

is still untold.

The visual \mkaﬂes excite me, the notion of which I
crave like a coveted addiction with no wam‘rma £or an

end N siﬂ\n‘r,

I am on a creative \nifjh. I am me. 1 have found me!

The me That knows who I am.

The accomplishment That These set of drauqings and
mood boards brmﬂ To mij prac‘rice\)ourmeg is immense.

(\/\3 acute sense of what mifjh‘r be presents ifself and I

Lgga;q.a}f)cbvo\/\b C’\/\J sp sguyqu ugssaq

am assured, relieved and mi\dlj presumpiuous of what

The practice aesthetic is to become.

The drawir‘.ﬂs are bfj Nno means the €inished ideas but
a sTar‘rmfj point, a canvas, with which I can now build
on and work info with a sense of Knowinﬂ. This
feels like a momerﬁarg and silent Trop\mj; an escape
route Throuﬂ\n The complex obstructive and sometimes

desfructive 'nof»Kmowinﬂs‘ o m:j practice.

The silhoueties have evolved out of The personal
ar\‘r\no\o\Cjies That I have mused on surroundmg The

mnjr\n or meamng of each of the floral studies. To the
spectator Theb mig‘m‘ not look like mueh? It could be
assumed fThat 1 have mere\j happened upon them which
belies The fruth and forment that I experience of mt,)

practice.

This tacit moment of Knominﬁ has opened a door
That up until Nnow has been shut. 1 don'+ a\wabs knouws
where fhe Keﬁ is but I know I have €ound it and I can

Nnow Mmove m‘j practice forward.

(\/\3 creative \mgh endures and 1 am contented btj this.

THE VISUAL LINKAGES EMERGE AND EXCITE
THE PRACTITIONER SELF

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.54.Sketchbook Entry.
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2

I £eel at a crescendo. I am pu\lma Toae”r\ner all mg :\-]
visual resources in order to start deve\oPmﬂ mij pram‘ice(—-Q
ideas. 1 some how need To feel comforted with all
mnj fools in place in order to make a meanmﬁﬁ,{\ starT.
(\/\3 favourite pencil, the riﬂh‘r paper, mb collection of
ﬁﬂure drauomﬂs and a quiet place all maﬂm€5 This
state of anficipation and fuel the \neiﬁ\n‘rened sense

LAVENDER (DISTRUST) . AS POISONOUS SNAKES LIVED UNDER THE BUSHES OF THE LAVENDER of creativity that This anficipation brings. To be at

my MosT creative r\oﬂf\mfj can Sef N The “6‘5 o% The

PLANT, THE LAVENDER WAS NOT TRUSTED IN APPROACH SHOULD A POISONOUS ASP DWELL AMONGST THE EXTENSIVE O €T o (S €70 s O A s G T

STALKY AZURE. THIS TOGETHER WITH THE DISTRACTING SCENT REPELLED MOTH AND CRAWLING INSECT YET PERFUMED SITARAT & Sl AMARH R SLER ©5 GASpEriEmeine] s
moments of immediate expression. Mu craving for

SOAPS AND EAU DE COLOGNES AND AS HERBAL REMEDY REMAIN OF HUMAN ATTRACTION e e 6 et Ovemé\mmﬂla

SUOUDILSN||IT UOIUSDL PUD SauNn

It is om\ij at This point, when
mij mind is filled with visual, — =
culfural and theoretical

Litarany pessige reference points and with
Leywndar [Istrest) = A5 poisonoes Seafas fwad dnder Che Sushes of the Lvander
ity Che Lovandar a.if ol Erasted in qiptoat s Showld 4 polfonons aip deel amcngst J o =
e atansive Sl diera. TS fogather ot the oiSdrocting Scan wch cind o " LR T croenali dZote Saie e
s sing inSact yat parviiomad Soqpd and et da Colognes and of hardal ramady rescing - ) : e Pha firan of Cha diy odarous of enﬂafjemen“r with mij practice
oo fesepdn afraction, Frash facindar drd Sasmat Hazh.

all my Tools laid out in €ront
o€ me, That 1 feel That the

can be\ij,

Figure.57. Sketchbook Entry.

@]

I consider whj my practice D

is To be =r

S

®

m

= o

< concepfual and on the outer (_(.%
=

E edﬂes o€ commercial need. The o

é deep engagement with the whtj‘s, 20)

§ how's, when's, i€'s efc.. are N
(D]

o paramount fo my waking Thoughts 8

“ J 0

3 and actions. Before I even befjm C

%,J To put pen tTo paper these what o)
L

€5 and what abouts, as perceived

reasor\m\cj, are To engage mij mind.

I cannotT see or visualise practice without the force
of what I know, mean or understand 1o provide the

£oundations with which fo base mn practice upon.

THE CYCLE OF FASHION IS A SOCIAL RECIPE OR MIRROR
OF OUR MEMORIES, WANTS AND CONCERNS

Fleaid —t £l et e : =

Figure.55.Sketchbook Entry.
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Figure.59. Sketchbook Entry.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

As I engage further with the lamﬂucﬂe o€ £lowers
mj interest has intensified. 1 beﬂm to Translate the
meamnas or siﬂmﬁers o% This celebrated €loral code

info practice ideas and concepts. It’s all in mu head and =Z-

WONOADN]

I feel eachh moment now needs to be constructed as a (CQ
commum-rij of ?ercei\)ed meamnﬂs that can translate

‘rhrouﬂ\n )Wj practice process. A narrative of absolute

LiLy (PURITY) N AS A SYMBOL OF PURITY THE LILY HAS LONG SINCE BEEN THE CHOICE OF MANY A engagement with my practice for others 1o engage
YOUNG VIRGIN WHILST ON A PASSAGE TO MATRIMONY. AN ANCIENT, IF NOT THE MOST ANCIENT, OF FLOWERS THE LILY o 19 emerging Threugn my visul and experientia
HONOURED THE VIRGIN MARY AS A SYMBOL OF HER PURITY UPHELD FOR ETERNITY. THIS STATELY SILHOUETTE SUGGESTS | |
INDEPENDENCE, TRANQUILLITY AND THE MOST OF FEMININITY, LEST WE FORGET EVE'S TEARS AS THEY DROPPED ON o m;},':{Icmi;fh;ga?mfndif;mgw
LEAVING THE GARDEN OF EDEN. As I move Through This journey I constantly surprise

mijsei€ as 1 learn To construct what 1 see, what 1

o
C
D
S
narratives. (e
(@)
o
g
o
S

know, what I do and what I mean into a narrative

SPG{(‘,Q.

: ) I am making sense of mu thinking and doing.  Althoughh
i 4 S The Lily J J J N N

one blink o an eye and My sense makm\Cj makes No
Lidy (Purity) = A5 o Symdad of purity Bha Lily A3 fong dean tha chcice of many & ij Ej

,:: m:,.: :fﬁ?aqmsqff;aﬁnw_ﬂ#:rm,;a; e ancst m:r--'.:r xR “’fﬁ,ﬂ_ rﬂﬁ sense af alll The comp\exrrij ot mfj Thinking and domg
atarnitly. Thw Stctady Silfccatt snm?:f; i parciancta, Erdnguility ded Ehe mmast o f:'g:‘ Rayfising donccak prss- is palpable and exists on\(j as an instance of what s’

Flampininlly fast wa Forgal Sie's fard af Chey dropsed fading Bhe givdens of fdan,

\_ Peerety

at That moment.

I have just purchased a de\iﬂ\/ﬂ”ﬂx\
handbook by Treble (1931)

on Enﬂ\is\n composition and
\cmfjuaﬁe aimed at joumg

children which was €irst
pub\is\ned in 922, The use of
\cmfjuaﬁe more than eiﬁ\m”ij

uoUDNESUT guuauu,b@

plus Ejears ago is descriptive

and 3enTee\. The e\eﬁanae and
simplich‘j of" The texT capiures
a level of detail 1T €eel is often

lost in more con‘rem?orarj

Figure.58.Sketchbook Entry.

uori’rmas. (\/\5 pram‘iceJourneb

s comPe\lm\Cj me To look at the

pasT lives of a socie“nj and culfure that I know ver
litdle about, and I am not sure uo\nj mij fascinafion is

\eadmﬂ me this wag?

I know I musT 30 with mj instinets and to value this

Jourmeg as a momem‘rarﬁ existence of what is.

TIMES PAST ARE CLOSELY FORGETTING THE
ART AND LANGUAGE OF SUCH A CODED
PRACTICE

Figure.60.Sketchbook Entry.
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Figure.62.Sketchbook Entry.

INTRODUCTION

2

AS PRACTICE HAPPENS .

NARRATIVE |

NARRATIVE 2

For the fashion practitioner a non-space, a frontier ...between an inner and outer world, as Tyson (2009) describeds

to bestow a value to the practices of the fashion practitioner prior to accommodating commercial reason is needed. A critical moment during fashion’s discourse cycle when the practices of

the fashion practitioner can perform a dual role, one of commercial consideration and the other to purposefully incite engagement of a more critical visual nature.

THAT TRANSLATES AS EXPRESSION

THE PRACTITIONER BECOMES ENSLAVED WITH EACH LINE

Figure.63.Sketchbook Entry

NARRATIVE 3 EXHIBITION APPENDIX
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Figure.61. Sketchbook Entry.

I am \zisua\ismﬂ the male suitor ?ursumg his beaux

Throuﬁh this €loral \anﬁuaﬁe.

Adopted bij the Nictorians, the etiquette be\omﬂed o
the socia\\ij—enﬁaaed who took this coded \anauage
\Jerij serious\b. Respected bij The respectable and

S\WYL Bussubhssf\

drau.)mﬂ on The tradition, I imaﬂme The 3em-ree\, The
proper, The 3roomed, The male facade with immaculate :\"]
embellishments fo his all but mi\i’rarij ’rai\ormﬂ. in
anticipation of the fafe That awaifs a \arﬂer*ﬂqam-
li€e posnj spresen‘rmﬁ iTsel€. A sentimental tribute that
contemplates rejection and the broken heart that mig\n’r

£ollow should fhe love be umrectuh‘ed. This coded

shbonbun, o0

\anﬁuaﬁe sugges’rs im‘riﬁue and passion: a constructed
\anguc{ﬂe for others 1o inferpret. These words feed mij
imaaina‘hom and beﬂm To arouse The creative me. 1 am

inmersed in m(j practice.

The critique o€ mij ownN
work can be the most
’rormem‘rina o actions
and experiences. As a

practifioner this is msj

Chere are o more guestions,
nothing to enpose. Extend-
= Zhe arrative cam enly ' b’

I that it.is that my Dar-
wirinan Theary'? A con—

The practice aesthetic.

burden, as satis€action
is rare\j achieved and
eureka moments are
rare. However, s‘rriving
€or these moments of
pure and immediate
expression provide a
sense of Kmouomﬂ and
are the dri\Jih\Cj €orce
in m‘j pursuit for

perfection in achievmﬂ

I am ﬁndmﬂ This continual C’ijde o€ reflection a

Torment and a dailu £rustration. Iromcallj This deep

emaagemem‘r with reflection is also experiemced as a

source of extreme exhilaration. I am addicted and

in pursuit of a space where creatfive \mﬁhs €low and

I can be reconciled bﬂ mb ‘rhmkmﬁ and domﬂ.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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2%

The theme and inspiration <or m5 €rst foile (m
de\)e\o?merﬁ) is inspirec\ btj MS perception of what

I see, what I know and what I understand o4
ﬂorioaraph:j. The Peomtj was said To have mischievous
nﬂmy\ns hidmﬂ amongs‘r iTs pefals and The sofT pinkish
blusihh of colour revealed a bashfulness and sense o€

shame, drau\)ma The male suifor To claim his prize.

Aug 300qys193S 'G9 a.undl4

PRrRACTICE DEVELOPMENT .

The S‘r:j\e lines beﬁin To speak. In front of me the

Toile, as ij canvas, emerdes and is connected To m

‘Thmkmg and domﬁ....somehow at fhe same timel The
de\)e\oymﬂ Toile beﬂms To Tell a s‘ror:j and the Fee\mfj
o% oneness with mfj practice is infense. I am in that

space, a space where I am so connected 1o the doma

Qg u ybnosu L shuwl busuu L

of m(j practice - noﬂmnﬂ else matiers. Ideas are
ﬂowma Thick and fast.
1€ 1 stop fo think for a

momenTt ‘r\netj miﬂ\n‘r stop "g
coming? g
INSPIRATION IS OFTEN FLEETING AND SURPRISING '
I €eel a buzz, an
exhilaration. I am on a
creative ‘niﬂh,
3
These moments are rare and =
I wonder wh ﬂqe:j come g
and go- 1 ponder i€ these g
highs were a constant in =
my life what would lie be
like?
Would I be happﬁ, content or would I be devoid and
unaware of the 3roumded rea\i‘rij That mmﬂ li€e brmﬂs
when I am not in this ss;ace? I need To il My Mmind
with all ’rhmfjs unknown, as inspiration is o€ ten ﬂee‘rmﬂ
and surprismﬂ,
Every decision I make leads to another and another and —|
This continues until a moment’s Kmowmﬂ Tells me to a
stop. This moment is noT predefermined, it just arrives (@
g and I_just know. T
5 3
S I am soon To be frustrated as when 1 leave and refurn
% a new seeing Takes over mij Knouomﬂ. It is as 1§ 1 have g\
3‘7 seen aﬂam, €or the €irst time, a new emdmﬂ or a new p-
% beﬂmninﬂ that \)ersisfs with mfj torment o€ not beinﬂ 9
E} able to stop Thinking and doing? cc
N o
I €eel this torment is the evil of mg creative Kﬁou\)ings. C—(Q,D
Without these moments of not )mouomg I would not %
know I knows. 5
Q
n

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.69. Sketchbook Entry.
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z

MEANING AND MESSAGE .

as a mise-en-scene of the fashion aesthetic. Edelkoort's vision encompasses fashion's mastery of conceptual and contextual metaphor but considers little of the practices of the practitioner.

As evidenced in Edelkoort’s exhibition ‘Archaeology of the Future’, in 2009, the spectacle of fashion is curated

This method of curation challenges the perception of fashion by deconstructing fashion as trend but with no cognisance of the practitioner and their claims of thinking and doing practice?

Qord aodova =gt R
DA DVe  ondn Sm\(’ Sovaswa onde
Sced | PeDNC suse deseda

Q0 e
N vy e -
B el

&
; < [—

S .

X

TO THE POETS AND PAINTERS

@reat Britain,

Witoss Works hive 0 emisently contrbuted to_ maise the
fume of these kingdom o lova of that of sny

perfonnances have afded. bi
b soemory, 1o the time bo bus the honour of sutseribing
himadf,

>
e

&

| brighton, May 23, 125,

R

Figure.67. A Visual Note.

THE PRACTITIONER MAPS OUT THE ARRAY OF SWATCHES TO SEE, TO IMAGINE, TO
HOW THEY MIGHT TRANSLATE BOTH THEMATICALLY AND STRUCTURALLY

VISUALISE AND TO ACTUALISE

APPENDIX

NARRATIVE 3 EXHIBITION

Emsurinﬂ meamﬁg and message can be interpreted
‘rhrouﬂh mij practice is paramount. It is easg To 3e1‘

carried au\)afjJ‘us‘r because of The aestheftic.

As a meﬂnodo\ogaj perhaps hmj doodles, sketches and
noTe—‘raKmﬂs are emblematic represem‘a‘homs o€ maj

inner practitioner sel\f.

guu gugsg\muap@

MSJourna\s and sketfehbooks are fTools that externalise
my visual ‘rhmkmﬂ and become personal fruths and

Treasured assets of hmj practice.

Without mthourma\s and sketehbooks 1
could neither practice nor be a practitioner

as I need o draw (and now reflect and

sbusuL L forsin

wri‘re} what I am ﬂqumﬂ at The tTime
or else the moment is lost and 1 have
no recall of mvem’rorﬂ and am unable fo

describe mij ﬂqumg about mij practice.

|D21UDI0gG D4 U0IDIg ‘APMIS (DI04 ‘9 9inSI4

The subtlety o€ word takes ?riorh‘sj over mﬁ sense of
aesthetic. V\)hg is this? Imaﬂe and word must coexist

Ea practice is to make sense in a sc\no\ar\ij context.

Perhaps imaae and word are to be equals in this
research and reflective practice context? 1 am aware
o€ a Tension between mij practitioner self and m
researcher self. 1Is this deep re€lection buF{“ermﬁ or
himderiﬁg mij creative €low and sense of Kmouomfj?

I dont knows?

PJOY, PUD agwa S0 g_L’a\_LCIY)S U  suepioo
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Figure.7

SELECTING FABRIC .

T

1

gure./2.Sketchbook Entry.

Fig

® o o ®
TN ISl

INTRODUCTION NARRATIVE |

A VISUAL MUDDLE IS EXPERIENCED

Gk

110

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

I am drawn To The fabrics that speak To me. It seems
€ar foo ear\ij To be makmg mij €abric selection as 1
have not even determined ahﬁ £inal practice ideas. 1
like The structure, the flounciness, The simple and the
embellished. I have 1o start someuwhere! 1€ 1 ook at
an ear\g sketches then structure and volume appear
fo thread Throuﬂh mg visual narratives. I don't want
The practice

aesthetic to be

Thte Flowers begn ta Speal throcgh fadric
- Thanslating in to Fadric
Emational

oo obvious or
Too \iferal. 1
am NoT even

sure at this

Cogted Lrens wlf alfows Structire

moment i€ 1
T'-.wfum_u’}%m
can achieve SHgpredech

The Pecny (Shame and Bashiud} - A fower sad to hae njmphs
wlich Wd miseheveusly anangst il 5 pefals. I emisae elegad

it Aarenfess inbentions Do indsilge The emctions o
others to their delight. Out of Site b inflciencing Cheir emiren—
ment, and in Che case of visua/ aesthetics, enfantirg the capalil-
bg this. ity e inderation aith the awarer or vieasr.

This or even

what I mean

Figure.70. Sketchbook Entry.

I never know whu... but I am obsessed with fabrics.
Tor me, €abric comes €irst. The sensual and factile
o€€erm\cjs tease mij passion €or what mi\cj\n‘r bel
Ge’r*mﬂ The colour s‘rorg and fabric choice ri\c“j\n‘r ?\aijs

with mij confidence.

What £ 1 3@# i uoron\cjf Am 1 readg to decide’ 1 feel
like I am about 1o take a leap of faith as The fabrics
in £ronT of me morph info a sweetie shop with an

a\lurm\@j Temptation. With wools, crepes, brocades, linens,

Jersebs, all betjond the scope of what I need, I am

reiijmi‘j on ywj infuition to make The ria\d’f choices. In
the fabric store it occurs to me that the comp\exh‘fj
o€ my considerations are bejomd aesthetic values.
Texture, colour, £inish, uoei\cj\fﬁ, feel, drape, stretch etfc.
further complicate mij Pomderinﬂ, Whilst I am in The
fabric store a sudden *?ee\mﬂ o€ muddle rushes over
me. I need to find order, space and calm To 3a‘rher
m5 Thouﬂh‘rs, I can't commit o amgf\mmﬂ when faced

with such mai,jhem in mj head.

I am not readtj To make These decisions.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure.75. Sketchbook Entry.

CoLouRr AND FaABRIC STORY .

Figure.74. Sketchbook Entry.

INTRODUCTION NARRATIVE |

2

THE MIND IS FILLED WITH ALL THINGS UNKNOWN

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I need o \Jisuc{\lg map out The arran:) o% swatches That
I have collected info colour, weiﬁh‘r, structure ete. I
need to see, 1o imaﬂme, To visualise and To actualise
how ‘T\neg miﬂ\n‘r Translate across 1o my theme. 1Is it
That intuition takes over or That I draw £rom a vast
and prior Kmow\edﬂe? 1 imafjme i€ I were a composer
assembimﬁ all mij notes and insfruments Togeﬂner Then
This miﬂh‘r be of a similar experience. A harmonious
arramﬂemen‘r or sbmp\non €or others fo derive a

sensual pleasure or critical unders’fandm\cj?
IT can't be serendi?ifzj, al‘rhoufjh it does feel like That?

(\/\akmfj practice happen feels randomised as there is
no preconceived plan. No criferion To follow or map
aﬂams‘r. (\/\‘j practice '\nasp\)enmﬁs‘ (i€ I can call Them
‘rha‘r?) are a\maijs unknown until after the event. Mij
practice decisions are lagered and complex and happen

in a split second of

Kﬁowinfj, To begm To

understand the houws
and uo\mjs o€ This feels

.
e

. . Y
ummagmab\e?

\’UO_LS DUGDL PUD NOI0D UYL Eusdcko\/\; pUD Busss\mnsu\

I don't know how 2 | 2
These ‘nappemﬁﬂs
hapPer\? 1,
/‘ [@ G Orpendis

z’ o

[ loe~

515 ((Oen

e Ofca 150 oyal Callge Svoot. Camndon Town, Lordon NYV1 OTA
1707485 6247 Fox +44 (0207482 0950 wavkcohovss.com omal: o

ovmousacom

Aiug ooqyd1e¥s £/ 24314
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Figure.76. Colour Story.
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CoLouRr AND FaABRIC STORY .
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IS IT THAT INTUITION TAKES OVER, OR THAT THE PRACTITIONER DRAWS FROM A
VAST AND PRIOR KNOWLEDGE !

NARRATIVE 2

Figure.78. A Visual Note..

Figure.77. A Visual Note.

NARRATIVE 3 EXHIBITION APPENDIX

Trom a \)ertj ear\ﬂ s‘raae in The development cfja\e I am
drauomﬂ on mg chosen theme to support the fabric

choice not Omij in Terms of colour but also of weiﬂh‘r
and fexture. These feel like biﬂ decisions to make and

1 feel a desperatfion as I ijearn To experience mb sense

ok Kmowmﬂ To ensure that I make The riﬂ\m‘ choices.

Whu is it That I place such expectations on the other
o€ me. The me that knows. This €ee\ing o€ Kmouoma
is not some‘rhmg That I can draw on at will and I am

more and more appre\ner\sme o€ mg noT Knou\)mﬂ.

A muted pink wax-coated linen catches mg 856 as The
fexture and structural ctua\i“nj sufjges‘rs it would hold
iTs shape well whilst remaimna
modesﬂj £lirtatious in colour.

I have also chosen a starched
or\Cjaﬁdie which is moToriouslS
difficult o work with but fthe
crisp, transparent and starched
€inishh would support the

Y sculptural ambition I have for

m3 pieces.

I need to make The rifj\n‘r (approspria”re,\jusﬁ@ab\e P)
£abric selection as evergﬂnima depends on if. I need To

somehouw move outside o€ me to 3€T N8 rii:j\q)r,
The other of me sur€aces with a sense of knowimﬂ
and 1 am relieved. The other of me that a\uoafjs

appears To knouwos.

I Nnow know I kNow.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY

SUOISIDaJ SUO\SIDD

CNOUY T CnOUY T



Figure.80.Sato , S. (2010) TR Pattern Workshop.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I came across
S\nmﬂo Sato, who
has published a
Nnumber o online
demonstrations
of his TR pattern

Tec\qmq)ue. I am

TRANSFORMATION AND RECONSTRUCTION o “Transformation and Reconstruction” (TR) is a technique

described by TRP Design Studio as a method of constructing patterns in three dimensions rather than as a flat pattern.  This is an

in’rriaued and
want to know

more. 1 attended

ancbsuqoa ] UJaLipd F L

advanced modelling and pattern cutting technique that evolves on a studio mannequin The method leans towards the notion of art-

Figure.79. Example TR Pattern Technique.

a masterclass To see i€ 1 could build on the Technique
making rather than commercial fashion (design) practice as the technical mastery becomes the principal methodology that shapes the within my own practice context. TR consists of a

evolving practice aesthetic. Could such mastery or skill be integral to the situating of such semiotic values as the language of flower Sifgelier enel prineipe R EegY 2 TEeiInigeE finet

‘ evolves on The stand in 3D. —— ~=
through pattern making? : : by 7 i
P\‘Hemdmﬂ This advanced

Technical workshop leads

me to consider how 1

mia\q’r engage with a ’

method of consfruction

such as this?

‘onbiuyoa| uJI21IDd Y| 9/dwDxT |§ 94nSi4

I have had some Time fo experiment with the TR
Technique. The technique has provided me with the
foundations of a new skill and I am veru pleased o
have happened upon it. The meﬂnodo\oag of The TR
Pattern Tec,hmctue is art€ul ije’r The de;rr\q o€ intent
has uet To be fully explored..for me, an how? Once
The method is mastered advancement beuond the
Trans€ormation and reconstruction is needed to enable
a sense of enﬂaaememf with myu practice. Now That
I am more familiar with the TR ‘rechmct’ue iTs purpose
can be dis’rmauishab\e £rom €ashion practice in That

fashion practice seeks enﬂaaemem‘r with a deeper

an(byuu\’aa ) Fl UL Euua;so\/\}

concepfual meamnﬂ rather ThamJusT Technical mas‘ferﬂ

o a ’Tec\nmctue.

FASHION PRACTICE'S IMPERATIVE IS TO HAVE SOMETHING TO SAY ...A STATEMENT CONCERNING OUR EVERYDAY TRUTHS

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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>

P

Whu is it That these moments o€ Knou\)iﬁﬂ\jusf arrive’ C

Out of The blue, unexpected and unannounced, bcma Sr

there it isf I am m‘rense\3 aware That The moment C

matj disappear as unannounced as it arrived. This /\\

comes with a pressure To capture what it is that 1 see, g

know or mean ..no matter how abstract. I am aware =+

’ That a seemir‘.ﬂ\g 3ood idea will most er\fj notT make ?

EXPLORING SHAPE AND PROPORTION . g e 10 e emorto .
I am doodlmj and scribb\in\ci with a sense of relief. 1 L_a

3 must be quick or else what is will be Nno more. Either e
} p& bij pen and paper, or bj di\th‘a\ means, 1 am compelled 85
> To capture fthese ’rhoujh’rs, These moments of” seemg. ((R

In €act what ever is at hand will do. a

a

Why is it fhat I am now ready to practice’ I had no 8

idea that it was 3oin\<j o happen Todab, Whij Todaﬁ,, (\/\Ej 6

stress levels are q)ui‘re \mgh but some ideas €or mEj next

bu

9iece are ﬂoa’hng around in m:j subconscious.

I don't mean in antj detail but emoufjh of a ﬂeeﬁng
3\ance or a virfual mood board that onlu I can see.
This is if. Am I readﬁ To 30? With no idea of how I am
fjomfj To cut The cloth, I am aware That mg practice
will determine an abstracted kind of beauti€ull A

statement o€ me and what it is tThat I see, know or

understand.

Oversized f€loral blooms are suoir\mfj around in mij head.

Techmca\\ij I have no idea how 1 am 3@03 To execute

such visual \na@pemnﬂs that are emerﬁinj inside mfj

head.

</¥ This deep passage That is winding, some Times dark

. and difficult and ofher times light and unending. Out
of the dark comes the \i\Cj\m‘. out of the not kmouomfj
comes The Knouoinfj. I need to not know before I can

knouwo.

P

i \ Is it that mEj noT Knowinﬁ is £ollowed b:j mg Knowiﬁﬂ.

REVEALS ITSELF AND THAT IN TURN LEADS TO A KNOWING

A % AS THE PRACTITIONER REASONS WITH PRACTICE AN ASSEMBLAGE OF DISCOVERY

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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MAsSTERY BY CHANCE .

W00 SJOM DUL UT

CHALLENGING YOURSELF WITHIN EXTREME CONTEXT, THE YOUR
UNEXPECTED ALWAYS BEING A SOURCE OF INSPIRATIONS. WHEN | AM GOING
TO EXPLORE ON NEW INSPIRATIONS, | DEAL WITH LUCK AND CHANCE,
SOMETIME DISCOVER BY CHANCE ACCIDENTALLY FOLLOWING WRONG
WAYS. TR TECHNIQUE IS AN APPROACH TO CREATIVE PATTERNS CUTTING
THAT INCORPORATES THE ABILITY TO MANIPULATE INTUITIVELY
AND ARTISTICALLY FROM THE PSYCHOLOGICAL PROCESSES OF
TRANSFERRING IDEAS & CONCEPTS INTO 2-DIMENTIONAL PATTERNS,
WHICH THEN RECONSTRUCT IN 3-D CREATIONS. MY PATTERN PIECES
ARE NEVER STAY STILL, THEY TRANSFORM AND ROTATE THROUGH
DIFFERENT PERSPECTIVES AS A PIECE OF PUZZLE OR GEOMETRICAL MAPS
EVEN AS TIE THEMSELVES UP IN MENTAL KNOTS. HOWEVER THIS IS TO SAY
THESE STYLES WOULD NOT BE “BREAKING RULES" INDEED YOU SHOULD
RESPECT THE CONVENTIONAL RULES, IT'S BY BRINGING TOGETHER THE
RESPECT OF TRADITION AND “‘SAVOIR-FAIRE" AND THE WILLING TO THE PRACTITIONER IS DRIVEN BY THE VISUAL EXTRAVAGANZA OF THE FASHION PRACTICE
EXPLORE NEW DIMENSION AND TRACKS THAT YOU PLENTY WILL BE ABLE AESTHETIC WITH AN UNRIVALLED PASSION FOR WHAT MIGHT BE

TO EXPRESS YOUR POTENTIAL CREATIVITY. TR TECHNIQUE SEEMS TO
BE QUITE INTUITIVE AND ORGANIC AS OPPOSED TO THE STRICT
MATHEMATICAL +1/-1 CONVENTIONAL PATTERN MAKING SYSTEMS AND
THIS TECHNIQUE IS AN APPROACH TO DESIGNING THAT ALLOWS FOR MANY
TRIALS AND MAKING MISTAKES, DISCOVER BY CHANCE SCRAMBLING
TRYING TO FIGURE OUT YOUR TRICKY COMBINATIONS AND CHANGING
VIEWPOINTS ON ALTERNATIVE VISION. SOMETIMES YOU COMPLETELY MESS
UP EITHER SOMETIMES THE MISTAKES ARE REALLY MUCH BETTER THAN WHAT
YOU WERE HOPING FOR AND COULD BE GOOD RENDERING FOR THAT
WORK. PERHAPS YOU COULD DO CHALLENGING THE CONVENTIONAL
RULES TO STRETCH FURTHER FROM MANY EXPERIMENTS. PLEASE DO
NOT ASSUME YOUR PROJECT WILL BE FINAL-FORM ON YOUR FIRST TRY BY Shingo describes ms dechmique as a skill That is

TR CONCEPT. MANY TRIALS COULD READILY IDENTIFY AS RELATING driven by luck and chance’. I ponder at The depfhs
TO THE YOUR PROJECT AND PROMISING GOAL IS TO HAVE THE BEST F AP S N—— by wanting
LOOKING PROTOTYPE BASED ON YOUR POTENTIAL INSPIRATIONS more £rom my practice. Mastery by chance is nof

enouﬁ\n.

Figure.84. In the Work Room.

The €iner detail of
Shinao‘s response
describes The intuitive
and orﬂamc process That

he experiences whilst

Figure.83.Shingo Sato, 2010.

?racﬁsmg his art.

That can be achieved of practise bnj such chance-

oEuMg 108 SUOILSBND BUOG

Sato (2011), TR Pattern Workshop, (Email correspondence, 15/01/2011).
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VISUALISATION AND TRANSLATION OF PRACTICE .

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

The visual \mka\cjes are emerﬂm\cj and I am in awe.

Some times my creative sel€ moves outside of me

and I am lefT womdermﬂ with apprehension i This
momentum o Knouoinfj will endure! This is not

some‘rhmfj I can call on af willl I wonder why I am

bostur) sy

not in command o€ what miﬂh‘r bel 1€ I think about

The cultural boundaries of art practice and fashion practice are challenged by the intensive engagement and literary approach that has evolved through haute couture and leading edge (high - \é
B Q’»&\VQN\ )

culture) fashion (design) practice. Integrating such mastery of modelling and pattern cutting techniques aids the thematic storytelling and the practitioner's ambition of the mise-en-scéne of

the practice aesthetic. It is this appraising of a visual and cultural dialogue by the fashion practitioner that deepens and extends the meaningful engagement with the fashion practice aesthetic.

and that this portfolio seeks to convey.

Figure.85. Sketchbook Entry.

THE FASHION AESTHETIC IS MOULDED ON THE MANNEQUIN AND EVOLVES THROUGH A SERIES OF CLOSELY

SPACED AND UNINTERRUPTED ASSESSMENTS OF LINE AND FORM, PROPORTION AND SILHOUETTE

This foo much a destructive \nesi'rcmctj beﬂms To shadow ((/0)
over me and I am lefT warﬁinﬁ,
S
S
i
v
o
o
Na)
<
3
[0}
java
(Y9}
)
@
g
=
[0
L
The process of’ mn practice development has become g
a procession of dynamic resolutions and reasommﬂs %—’
made simul‘rar\eous\ij in space and Time. This process  (Q
draws on mg prior Kﬁou\)\edﬂe o% mode\lmﬂ and paftern O
cu“r‘ﬁmﬁ direc;r\ij on fo the stand. In‘rui‘rivelb I make (or B
—
see, or visualise, or reason with) on-the-spot resolutions 3_
To achieve a desired practice aesthetic. These are <
ﬂee‘rmfj moments o€ aesTheTicJudﬂemen‘f That call on (:;
D)

mzj intuition as well as m§j Technical abi\h‘ij,

The \aijers of infent appear buried in this infuitive
process. Each practice decision resolves both the
problematic constraints of” ac\me\)inﬂ The three-
dimensional solution (§rom a two-dimensional material)
as well as main‘raimmﬂ the aesthetic im‘e\eri‘rtj and

\anﬂuaﬁe of mb chosen theme.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.87. Calico Study.
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The enﬂagemeﬁ‘r o meaﬁmﬂ and messaﬂe is franslated

and led bj both the ‘rhinkmﬁ and domﬂ of” mb practice.

I wonder i€ these momen‘rarj
S\imyses o what I Think and
do can be made meanmﬂFuH«j

explicit?

FAsHION PRrRAcTICE AS VisuAL METAPHOR .

Fashion practice is led by the translation of context. The process of practice is often tacit and abstracted from a chain of granted fhat 1 just do

I have always Taken for

. . . : . . tice. Somethi
influences, experiences or reference points. Fleeting moments of thought as visual and literary metaphor are the language of the prachice. =ometning

inside me franslates the

fashion practitioner. complexity and fhen

practice \nczypens.’D

T\nroufj\n reflection I am

Figure.88. Pinned Toile.

IX2LUOD) bub(suDn ‘L"}o 2oUo0Ig DY L

consfruc‘rmﬂ a narrative
of" fashion practice as it happens. A \i\)iﬁfj porifolio
That is o be the truths of mfj practice. For a moment
I ponder the vulnerabilify that The exposition of me
miﬂ\m‘ feel like. Will 1 like 0 Lefﬁﬁﬂ people in I mean.
1 feel like an accomplice To maj own secret world. The
world That exists in my head when the other of me
engages with the chaos of mgj practice ‘rhmkmﬂ and
domﬂ

WHEN THE WATERS RISE, HUMANITY WILL GO BACK TO

THE PLACE FROM WHENCE IT CAME ...BUT THEN AGAIN

I'M NO NOSTRADAMUS

(\/\3 practice development is visualised and translated
T\nrouﬁh a series of sketfches in both two dimensions
Alexander McQueen, 2010 and fhree dimensions and then de-constructed back
info a flat pattern. As a process this chal\enﬂes m:\j
aesthetic ambitions with what is or is not ‘rec‘nmca\\g

possible.

®
0
—+
R
=
)
2
3
S
=
©
)




Figure.89.A Living Sketch.

DRAFTING THE TOILE .

36

THE SPECTACLE OF FASHION PRACTICE IS CURATED
REFERENCING THE ANTHOLOGIES MADE OF PRACTITIONER

THOUGHT AND ACTION

Figure.90.Process of Practice.

Thus Nowce

This is where M(j prqcﬁric,e\journeij beﬂins in 3D. I am ——S-\
To construct a visual irwer\‘ror(j of mb £ashion pracftice o
process and deve\oxpmﬂ practice aesthetic. 1 can now _-?
see the path in £ront of me and that feels like a 3ood (%
place. =+
o
I now feel I am on wuj creative watj, &
0}
<
5
e
As the draft toile emerges I consider the en‘m‘j T has g
become and how \)er:j precious it is to me. 1% am:j'r\nma (26
should happen fo it then I would be dis‘rrauﬂ\n‘r. I am S
verfj close, almost mesmerised bj . As I 30 To sleep at Q
mfjwr I cant help drauoinﬂ and re drauoma The lines, the o
balance, the proportions, The silhouette over and over B
aaain in m:j head. é"
&3
3
Y]

I €eel obsessed b«j iTs \)e_rij existence and 1 can't put it
down or even let it go. (\/\3 practice is me, The other
o€ me, The me That no one knows. When I am in fhis
space 1 am driven se\ﬁs\n\ij and se\ﬂess\fj bij mfj want
fo create, To produce, to be. This space can be iso\aﬁnﬂ
but one That 1 crave and escape fo when no one is

\ookinﬁ

M ske‘rahinﬂ is done - I am soon to draw and commit
The ke sfﬂ\e lines on fo a second drafT toile. I am
nopeful this will have a visua\\«j simp\iﬂjmﬂ effect to
ensure the practice aesthetic can be meaninﬁﬂ,ﬂlj

engaﬂed with and with no visual distractions.
I am nervous of This moment.

As a painter conserves his coi*ji'ra‘rions ‘r\nroufj\n his
sketchbook work, mu sketchbook is Hving and is To be
dismantled at each and e\)ertj incarmation. ¥or a brief
moment I €eel envu of the endurance
That a painter affords 1o his craf+T.

Al

Bum,n:) UJal|og Ul Cu;aod 2U L

My Toile is soon To be dismantled and
I €ind this \)er:j hard 1o accept and
To do as mﬂ \ivinﬂ sketeh dies once

more.

I must let 30 E3 mij practice is To
incarnate once more and a new aesthetic is to be

reasoned with.




Figure.95. Note Taking Through Practice.

Figure.93. Note Taking Through Practice.

Note Taking Through Practice.

Figure.91.

NoTeE-TAKING THROUGH PRACTICE .

Figure.94. Note Taking Through Practice. Figure.96. Note Taking Through Practice.

Figure.92. Note Taking Through Practice.
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37 Thus Noice

THE SILHOUETTE IS ESTABLISHED FROM THE OUTSET.

THE THREE DIMENSIONAL CONCEPT EMERGES INFLUENCED BY EARLY SKETCHES.

THE LINE AND FORM IS APPRAISED AS THE PRACTICE EVOLVES IN A THREE

DIMENSIONAL FORM.

Tre rrocess of CREATIVE PATTERN CUTTING s INHERENT

TO THE FASHION PRACTICE PROCESS.

EXPERIMENTING WITH CONTEXTUAL MEANING REMAINS INTEGRAL TO THE

EMERGING PRACTICE AESTHETIC.

THE PRACTICE REASONING IS CHALLENGED AS THE CONTINUAL FLOW OF
IDEAS IS DISTRACTING.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure.97. Pin and Pen Study.

Figure.99. Pin and Pen Study.

Figure.98.Pin and Pen Study.

INTRODUCTION NARRATIVE | NARRATIVE 2

3

A CoNscious REASONING .

THIS (PRE) STATE OF NOT KNOWING PREDISPOSES A STATE OF KNOWING

A TACIT KNOWING OF FASHION PRACTICE IS ACKNOWLEDGED YET INTANGIBLEO

THE FASHION PRACTITIONER IS CONNECTED TO THE PROCESS OF PRACTICE.
A CONSCIOUS REASONING OF THE PRACTICE AESTHETIC IS IMMEDIATE AND KNOWING.

THIS METHOD OF VISUALISATION ENABLES A FLUID TRANSLATION OF IDEAS

ENGAGING WITH THE FASHION PRACTICE PROCESS IN SUCH DEPTH IS PROVOCATIVE AND CURIOUS.

NARRATIVE 3 EXHIBITION APPENDIX

I am in awe of the other of mg practitioner sel€ as
an unkmowma o m5 Knowing unnerves me. Why is it
That when I need To experience this knowinﬂ T often
remains elusive and Mj confidence wanes? Sel£-
doubt fakes over and 1 consider the other of me as a
€ictitious character; a £raud that does not exist. I am

no \omﬁer mel

Like writer’'s block, the €low of ideas are not alwaus
obvious or planned. 1 am beﬂimnmﬂ To see and
experience that disco\)erg of pracftice is ‘rhroug\n a
conscious reasomnﬂ. As I reason with mu practice an
assemb\age of disco\)er:j reveals ifsel€ and that in turn

leads To a Knowmfj.

Eugmou\»\ 30 Bugmousfuo S guouauadxg

As I move Throuﬂ‘n This PracTiQeJourneb I am sh‘ucmnfj >

mijsew in a state of conscious reasommﬂ. These tacit L—Q
momenTs or happenings or reasoninﬁs are m‘reﬁra\ To mg (%\,
practice. o
I am no \orwﬂer smﬁu\ar o The ‘re\lmﬂ o mnj prac‘rice. ?3
The ofher o€ me is emerﬂinﬁ amid The ’renmﬁ o a %
Knouqmg o€ a domﬂ of mtj practice. 8
0]

This voice of mg practitioner self” moves outfside of me. &
I am connected to this voice that is no \onﬂer me <or i‘rj(&)
is The ofther of me. Q
S

I am addicted o the other of me. %
Q
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Practice Development.

Figure.102.

Practice Development.

Figure.101
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DOES THE EMERGING TOILE SAY WHAT IT NEEDS TO SAY !

QUESTIONS OF PRACTICE .

Practice Development.

s T POSSIBLE o acrieve ?

Practice Development.

Do e PROPORTIONS \vore? s tvere BALANCE ?

Figure.105.

Figure.100.

THE SUBTLETY OF LINE AND FORM ARE EXAMINED

Practice Development..

WHAT FABRIC WILL WORK IN ORDER TO HOLD THE STRUCTURE !

Practice Development.

Figure.103.

Does THe COMPLEXITY of une work ?

Figure.104.

WiLL THE seaming DETAIL T IRAINSLATE sack into Two piMensions ?
canve PROPORTION A0 SILHOUETTE ¢ oerervined ?

THE PRACTICE EMERGES CONNECTED TO A THINKING AND DOING....SOMEHOW AT THE SAME TIME

_



Practice Development..

Figure.107.

1

As PracTIiCE HAPPENS .

THE LINES FORMED USING A PIN AND PEN METHOD ARE RE-DRAWN, RE=-FORMED & RE=SHAPED.

CONTINUAL ASSESSMENT AND CONSCIOUS REASONING OF THE PRACTICE AESTHETIC TAKE PLACE.

THREE-DIMENSIONAL DRAWING USING PIN AND PEN ENABLES EARLY SHAPE AND SILHOUETTE DIAGNOSIS.

THE PRACTICE PROCESS IS SIMULTANEOUSLY CONSIDERED THROUGH THOUGHT AND ACTION.

THE LIVING SKETCH ENABLES AN EVOLUTION OF jUDGEMENTS TO BE MADE.

INTRODUCTION NARRATIVE | NARRATIVE 2

A Living Sketch.

Figure.108.

Pattern Lay.

Figure.106.

NARRATIVE 3 EXHIBITION APPENDIX

As I work in 3D I am conscious of
the H\/ing and e\)o\vma process. 1
am comsw‘ruc‘rmﬂ shape and £orm,
‘roae'r\ner with drcu.omﬁ The STS\Q
lines on the toile. The decisions

1 contemplate are simuh‘aneous\g
coupled with aesthetic reasomng
and practical resolutions.  The
style lines are To become The

structural architecture of m:,) tToile.

The im‘eﬂri‘rij o% each seam line is fundamental to ifs
Translation back into the €lat. This is an added \ajer
of com;\exh‘g when ﬁﬁma o
The contours of the human
£orm. Whilst I do not want fo
compromise the e\)o\\)mﬂ practice
aesthetic, this two-dimensional
material determines what is or
is not possible. Is this The same
as an archifect who is bound b
The construction methods and
materials of a bm\dmﬂf Fashion

practice is no different.

A tTension exists between the practicalities o€ ac‘nie\/ing
The flat pattern and the fashion practice aesthetic
That I had not considered before when uoorkmﬁ in

This way. It is the defermination and the fixation

o€ my want o overcome such hurdles that drives

The com;p\exi’fij of" the paftern construction. I am

aha\lemﬂed and That's how 1 like iT.

THE PRACTICE JOURNEY CONSTRUCTS
STATE OF CONSCIOUS REASONING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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A Living Sketch.

Figure.109.

CoNscious REASONING .

INTRODUCTION NARRATIVE |
4

Practice Reasoning.

Figure.l10.

THE FLOW OF IDEAS IS NOT ALWAYS OBVIOUS OR PLANNED

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

I £ind that I have To keep

Practice Development.

wa\Kmﬂ auocuj and c\earmﬂ mb
mind o€ what I am seeing. The
fervent sKe‘rc,\nm\Cj and mode\lin\cj
is both reasoned and applied
5@# The deve\09i03 Toile emerges

Figure.ll1l.

as clumsy and uncom<£ortable.
E\)erg line tThat 1 draw is reasoned
5@# The emerﬁing aesthetic lacks balance of line, is

Propor'ﬁona‘re\g erratic and is not riﬂh'r.
As a practitioner I can never c{)ui‘re put into words what
is not workmﬂ or what is not riﬂhf...}JusT knouws it is

nott

There is no doubt mtj cCONSCious reasonmﬂ \S

jH BULD0T) T AXaN UL PUD Lt 2007 T 2iNUiw U0

over-comy\icm‘ing mj practice infent. I am
‘r\mnkinﬁ faster than I can sketch and I am
cognisarﬁ That the spor\‘raﬁei‘rﬁ of mij practice
mafj be\jeo?ardised i€ I don’t commit Tto the

ideas as and when T\neij emerge.

(\/\3 practice is e\)o\\)inﬂ ’rhrouﬂh a vag sketeh and Nnow
assumes the canvas that I am to franslate the practice

aesthetic.

There are moments when 1 am deesP\g enﬂaﬁed in

mtj practice process. This is when I am at mij mosTt
content and mEj sense of Knowmﬂ is experienced as
heigh‘rened. I am conscious of not T\nmkinﬂ Too deep\g
about such moments otherwise I mau \ose m5seh‘ in

a nom—rea\i‘hj as tThis sense of Kﬁowinﬂ is the 00\5

wau to be. Tor a moment I consider how consumed
and selfish this pursuit of Knowmfj can appear; a
remarkable contentment and fulfiiment be:jond msj

comprehension is experienced, if not craved, at Times.

Qmoaz UON © Ul 3—\asg\/\; EU}SO’)

This is msj space, a complex and private khowing That

appears impossible to put info words.

As a research practifioner I wonder i€ This deep sense

o% engagement with m ractice grants validitu to such
NN 9y ® N/ )

conversations with m:j Prac’ri‘riomer se\F.P
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Practice Reasoning.

Figure.l12.

MARK=-MAKING AS IT HAPPENS .

Practice Reasoning.

Figure.l13.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX
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Practice Reasoning.
Practice Reasoning.

Figure.l14.
Figure.l15.

A SENSE OF ANTICIPATION HEIGHTENS THROUGH PRACTITIONER REASONING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Aesthetic Reasoning.

Figure.l17.

AESTHETIC REASONING .

Aesthetic Reasoning.

Figure.l18.

Aesthetic Reasoning.

Figure.119.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

43 Tlus Nowce

The visual m‘re\lifjence and visual meanmﬁs transiate mfj

N\

iNnNnate sense of Knowmﬂ ‘rhroutfj‘n The visualisation and

Translation o4 mtj practice.

I am 3ui\‘r5 of beaomir\3 infatuated with \ookmfj; a
compulsion fo see betjond mtj practice at what is. I
pomder ..is This seemﬁ some’ﬂmnﬂ I have contrived or

conceived or is it a natural evolution of Mj Prac‘rice?

From each umictue and momen‘rarij 3\aﬁce 1 see

some’rhmﬂ I had not seen before. Each \ookmfj

2 UOUD(SUDL] UOLUDS\|DNS

ca'ra\ogues an irwervrortj o€ inTimate moments o€ seeinﬂ

[9))
A visual im}em”orb o% abstract messaﬂe or meamng (—%
knouwsn Omij To me emerﬂes as a Knowmﬂ o what is.
o) ob oo
< < <
c < IS
2 3 3
o S o
[0} (] (]
@ o o
RS RS o
D 9] o)
Ry < <
> > >
[} (3] (3]
< < A S
S - ~
o o a
o o ¢
S > )
.90 .90 .90
L [N L
PRACTICE REASONING COMES WITH AN EXPECTATION TO PERFORM
=
= I am witnessing a beijond state >
L
~ as the other of mfj practitioner ™
S \
é . ‘ 1 ] sel€ emerges and a heiﬂhfeﬁed C_/g
§ LAEILI AN | sense of knowinﬂ and q)uesﬁonm\cj 3
X 1
- b | ' is experienced. I some times do o
: not recognise mbse\{' when This L_je
L] A .
Akt happens. It is as i€ 1 lose mtjseH’ (%—
g o'l .\3 N a p\ace in mng subconscious that
°§ &{1\‘ . is £amiliar and intense, and 1 just
oo
[

Journetj faster and deeper inside.

Ideas €low Thick and fast and I can't keep up with mn:)
Thinkinﬂ.

I like this place.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Practice Reasoning.

Figure.123.

GRAVITY OF REASONING .

s

INTRODUCTION NARRATIVE |

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

I have just £inished mfj €Arst foile and 1 have met with
a €ee\ing of wronaness.’ The deve\09i03 Toile just is
not rifj\frr and I am not ex?erieﬁcmﬂ The \neiﬂ\n‘rehed
sense of Kmouoinfj That I crave. 1 wonder how I can
reposition M(j practitioner self to experience The
Kmowinﬂ o€ mij prac,‘ric,e.'} I cannot call upon This
Kmowinﬂ at will and The €rustrations of not Kmouomﬂ

appears overwhe\minﬁ,

2004 T 1PUL guymouﬂ 3O SLUBUOW 2524 |

thj am 1 »€ee1mﬂ under such pressure? As the tension

builds the cmxie‘rj That I am €ee\ir\3 is c\oudi03 m5

Q_LED(U\J

aesthetic reasomnﬁ and practitioner Knowimﬂ.

Mij crossinas-ou’r whilst in practice are af least
decisions but are )?rauﬂ\n‘r with anxie'rij as 1 know mij
practice is not riﬁh‘r. I need 1o determine a set of
rules or criteria That mifj‘n‘r prompt mb practitioner
state o mind To move forward. Mij sense o€ Knowmﬂ
needs 1o be open fo what miﬂ‘n'r be and not 3e’r
disconcerted bﬂ such am‘ragomsﬁc blocks That feel

er\d\ess\b unproductive.

This is a \zerﬂ singu\ar, iso\a‘ring and \onekj place.

guguosoaa J2UOLLDDIY PUD

THE INABILITY TO REALISE THE PRACTICE INTENT CAUSES A DEEP SENSE OF BLOCK THAT IS OFTEN

EMOTIONALLY TENSE AND FRUSTRATING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Practice Reasoning.

Figure.126.

TRUTH TO WHAT IS .

4

INTRODUCTION

5

NARRATIVE |

NARRATIVE 2

/712314

Aug yooqyo1a3s

RATIONAL THOUGHT PROPOSES A TEMPORARY EMOTION CAUSING AN INABILITY TO EXPERIENCE A SENSE OF

KNOWING THAT IS CRAVED

NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

I have not had a eureka moment or moment of
Kmouoi03 £0r some Time. It is an uncomfortable sense
o€ loss, as i those moments are some sort of natural

hiﬂ\n and an addictive state that 1 crave.

Both image and word facilitate mij visual im‘e\\igences
To construct a \amﬁuaﬂe o% mfj practice. This extension
of me, msj ‘rhinkmﬁ and domﬂ, repositions m<j conscious
reasomnﬂ so tThat I can ask more ctuesﬁoms £rom a
different place or viewpoint fThat miﬂ\n’f result in a

Kmou\)ina,

The de\}e\o?inﬂ Toile emerﬂes
on The maﬁneq_’um and a sense

of deep eﬁﬂaﬂemen‘r happens

Practice Reasoning

Throua\n mg ‘rhmkmﬂ and domﬂ
no matter of its 2D or 3D

representation.

I can now see and wvj Knouomﬁ

Figure.124.

returns.

[PRLUDLD JQOY UsDL 29 OL LON 24D SLUBUOW DMain2

A three-dimensional vag sketeh, as a visual
proposition of the practice aestheftic, is emerﬂmﬂ
before me. (\/\j \)racﬁce\journet,) 1S unknNnouwn je“r The
Toile, as mij canvas, can Now speak. M5 sense of

Kﬁowinﬂ is arficulated T\nrouﬂ\n

UIeNOUS| LON

The line and €orm as a visual

conversation o€ what migh‘r be.

A Living Sketch.

Throufj‘n mnj practice 1 am daunted
by The provocative and curious
moments o€ not Knowmﬁ, Is

it okay to Not know! Is this a

20U0DAd W

vahd insecuri‘f:j of practice and

o% The fashion Prac‘h'riomer?

Figure.125.

These moments o€ not knowmﬂ
appear as siﬁmﬁcarﬁ as tThe moments of Kmowinﬂ

that 1 experience; a sort of (pre) state (o€ mind) in

.
anticipation of what miﬂh‘r be? These moments of sz:
not Kmowinﬁ daunt mtj practitioner-self, but £ ﬂneﬂ O\No
were not to exist, tThen perhaps m '
Kmowing N practice mig\n’r not bef

W S)
This realisation brinﬂs a sense of relief {ﬂ , =3
as this (Pre) state o€ not Kmouoing 4 %
predisposes mij state of Kmowing, I am ~
le£t womdermﬂ i€ This \neiﬂh‘rened sense %D

o€ Knou\)mﬂ can on\j be experienced

after a moT—KnouoinSj o maj prac‘rice?

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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1 need 1o draw what 1 see of the toile on fo paper as
the balance of fhe S‘rij\e lines €rom an aesthetic view
need €urther consideration? Does it Sab what I need it
To saﬂf Do 1 need it to sag more? I am uncertain of

the balance of line and £orm.

T S When 1 Pu‘r pen To paper I can see and scuj more o%

HE LIVING KE I CH ) Conscious reasoning and knowing translate the context to continually question the visual ambition of the practice aesthetic. what's in my head. 1€ I draw what I see the answer
will come.  IT miﬂ\n‘r also be that I draw what I don'f
see and The answer happens durmg a moment of

Kﬁowina,

Does This mean That 1 experience the domﬂ o hmj

practice in Two wags, one oX reasoning and one of

WOV [\ JoMsuy YL onpaQ T 3T

Kmouom\cj'.} Sometimes when I am comscious\:j reasonmﬂ

with Mtj practice mfj Knou\)iﬁﬂ\jus‘f \napPeﬁs.

A Living Sketch.

A Living Sketch.
A Living Sketch.

A source of frustration is That mfj reasommﬁs lasts €or
hours and hours but mg Khouoinﬁs are momerﬁarg and
can be m‘roxica‘hng at Times. 1 am leXt with a sense

o€ 3am That me\)i‘rablb leads To a sense of loss.

Figure.129.
Figure.130.
Figure.I31.

A Living Sketch.
A Living Sketch.
A Living Sketch.

Figure.132.
Figure.|33.

Figure.134.

THE PRACTITIONER WITNESSES A BEYOND STATE AS
THE OTHER OF THE PRACTITIONER-SELF EMERGES
AND A HEIGHTENED SENSE OF KNOWING AND
QUESTIONING IS EXPERIENCED

A Living Sketch.
A Living Sketch.
A Living Sketch.

Figure.136.
Figure.|37.

Figure.|35.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Note Taking Through Practice.

Figure.138.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION

47 This Voice

NoTE-TAKING THROUGH PRACTICE .

Note Taking Through Practice.
Note Taking Through Practice.
Note Taking Through Practice.
Note Taking Through Practice.

Note Taking Through Practice.
Note Taking Through Practice.

Figure.139.
Figure.140.
Figure.l41.
Figure.142.
Figure.143.
Figure.[44.

NOTE-TAKING AND FREEHAND DRAWING OF THE LIVING SKETCH EMBEDS A SENSE OF KNOWING AND EXPOSES THE
IMMEDIACY OF PRACTITIONER THOUGHT AND ACTION

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Style Lines with Pin & Pen.

Figure.146.

STYLES LINES wWiTH PIN AND PEN . s

Style Lines with Pin & Pen.

Figure.145.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

48 Thus Noice

1€ 1 look at each of the

seam lines in isolation

0% each other then each
holds its ouwn fascination.
The \ifj‘n’r and dark

shadows are sinﬂular\ij

practice aesthetic that I

Toile Development

had not seen before.

Figure.[47.

20U0DId UL [d2DU0D S0 Nhiung ay |

As I draw and sketch on mg Toile I beﬂm To €orm a
deeper relationship with it. ij Toile is Nnow an entity,
a muse, That stimulates ms enﬂaﬂemeﬁ‘r and desire fo
practice. M:j senses are heiﬂ\m‘er\ed as I am seduced
b‘j The €low of ideas. As I work into the foile I am

exp\ormﬂ and reso\\)mfj The human €orm as both an

Uad PUD Uig

aesthetic and functional object. 1 feel connected To
The result of mij actions and that these actions stem
£rom a prolific frain of momerﬁarb ‘rhoug\m‘ with
in{inite comp\exi-r:j

Is it That this foile is a pinned version and a workmﬂ

model That reflects m:j finite practice reasomnﬂ?

THE SKETCHED PIN AND PEN LINES TRANSLATE A REASONINGS OF PRACTICE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Visualisation Translation Design.

Figure.148.

INTRODUCTION NARRATIVE |

r

VISUALISATION TRANSLATION DESIGN .

THE BALANCE OF THE PIECE IS PARAMOUNT WHEN
LOOKING AND SEEING

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

The pin and pen seam lines on the calico foile translate
The fthree-dimensional foile back into a two-dimensional
flat patiern. 1 don't want fthe lines fo defract £rom
the sim?\ic,i'rg o% the scu\?‘red €orm? I wonder i€

These lines need to be concealed, or £ fTheu are to

become intrinsic to the emergmﬁ practice aesthetic?

241) OL SBWOD HOOGUDLaYS Buwy g\/\)

Visualisation Translation Design.

Figure.150.

As I reflect the s‘rij\e lines appear less siﬂmfﬁcar\‘r?

Some time awau and with £resh eijes mfj anXieTies are
comforfed. 1 know the complexity of line and form
works and now that I know, I know others will know
t00.7

I do not consider m:j Knouomﬂ To be
arrogam‘ or presumptuous but 3amed
£rom a visual \i’reraaﬁ That 1 perceive

£rom my experience of practice.
fj P P

Visualisation Translation Design.

Figure.[49.

gugmouq D 3O bUlaL © 3O NODIBL) [PNSIN
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Transactional Values.

Figure.151.

Transactional Values.

Figure.155.

VISUALISATION AND TRANSLATION .

Transactional Values.

Figure.156.

Transactional Values.

Figure.152.

Transactional Values.

Figure.153.

EVERY LINE THAT IS DRAWN HAS A NUANCE OF

H INTRODUCTION _ NARRATIVE 2
50

NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

M(j practice is sgmbo\ic
o% a social statement of
meamnﬂ and cultural e'hctue.'r*e
s:jnor\tjmous durmfj The
Victorian period. T\nrouﬂ\n

practice I have deconstructed

A Visual Note.

a code of fransactional values
and emotional sentiment. The
visualisation and translation

is abstracted ‘rhrouﬂ\n The

aesthetics of line and £orm.

Figure.154.

1 ponder mfj engaﬂemen‘r with
The practice aesthetic. I am captivated b(j The dar\dtj
as a refined poseur, was acknow\edge_d To be a notable

role of the Nictorian male suitor at fhe ftime.

T\nrouﬂ\n The visualisation and franslation of practice,
mS cape represents the shroud of amorous infent. The
underﬁarmem‘r full of” 5oung peonies w‘a\linﬂ into s?rmﬂ
under The bow of the full bloom. The inspiration

£or fabric is drawn from The ?eonij To Siﬁhi’€5 The
mischievous intentions hidden beneath The €lushed
cheeks of the suitor who is uncerfain of fhe riposte
That awaifs.  The spirit of the nymphs empower the
courtier in pursuit of the love befrothed and if is with

confidence fthat the suitor presents himself.

I have proposed a masculine collar influenced bﬂ The
\ictorian 3eﬁ'ﬂeman as suifor with notions o€ amorous
intfent. The oversized bow stjmbo\ic, o% The bou{uef \s
presented as a mark of wanton love. The floral blooms
Tfempt and fease and the rﬂuidi‘rij o€ line meanmﬂ'ﬂ,mij
undulates the path about to be trodden bj all.

IMMEDIATE THOUGHT THAT BECOMES MEANINGFUL AT THE TIME OF

KNOWING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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This 9rac:hce\journe(j has amplified mb Tendemcﬂ £or g\
procrastination. M ‘rhmkmﬁ and doinﬁ construct =
endless possibilities That excite, cha\lenﬂe and Torment o
mtj uoakihfj hours. This can be a verg dark place af &
Times; a place that is uncom<forfable and confronts 7
mtj c,rea‘rivh‘tj, or so it £eels’ 1 am sometimes beside %
mtjse\€ with what is or is not righ‘r. I am aware of an o
THROUGH THOUGHT AND ACTION . Fhreme sense of toak. 1 et ses past or througn @
This place and 1 need To walk awag. -(’\Bj
%_.
These ‘rhoug\n‘rs can hold me to ransom and a a\osmfj D)
in over shadows me and I am incensed. I am \earmng Q
That I can rise above Tthis often \)enj dark and —Q—g
de€ea‘ri03 place and reason with mij practice. ((g
When mij practice is riﬂh'r T can be a 3ood place, an
addictive place, a place That 1 5earﬁ To be consumed
bij.
THE SPONTANEITY OF PRACTICE MAY BE JEOPARDISED IF THE
PRACTITIONER DOES NOT COMMIT TO THE IDEAS AS AND WHEN
THEY HAPPEN
I consider the de\)e\Opmﬂ practice aesthetfic as a visual 2@
arranﬂemen‘r: a sijm?hor\(j that is com?osed of an %
aesthetic Tune. I pause €or a moment and ask myself ¢
whtj I have a need To anchor what I do as a metaphor g
That a\iﬁns o The professions of others? Z
Q
Perhaps it is about perception and value of what I do? L_g
0
The working Toile is near completion and I start To see g
beijond iTs present incarnation. Once in fabric I can ¥

envision a perfect kind of beauti€ul filled with in’rriﬂue
and story. Am 1 assummﬂ a kind of beau‘rj knouwn Omfj

10 me or will others see how I seel

Emerging Practice Aesthetic.

Figure.157.

Draﬂ Mouse over Smage Tto Rotate

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure.158. Practice Development.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure.159. Practice Conclusion.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



In the Work Room.

Figure.160.

THE ToiLE AS MAQUETTE .

INTRODUCTION NARRATIVE |

54

So, what are the supervenient forces? Is if

NARRATIVE 2

NARRATIVE 3

Tl\ns NVoiwce

EXHIBITION

Dismar\’ﬂmﬁ a Toile is both dispiri‘rmﬂ and remardiﬁﬂ.

On the one hand, the developed aesthetic is To be no

more, but on fthe other it is a positive step Towards the

evolution of" the practice aesthetic.

The notion of foile as mactue'r*e s beﬂmning To inferest

mel The endless possibilities To explore shape and

£orm teases mi.j sense of what miah‘r be. I am at the

edﬂe o€ a creative \mﬁh.

APPENDIX

conceivable That wuj ‘T‘ninking and c\oinﬂ momeﬁ‘rari\s
collide or meet, and mij practice emerqes T\nrouﬂ\n

The evolution of The process of practice itsel€T

Mtj ctues‘ﬁonmﬂ 'S never )?u\\tj resolved as the
dunamic evolution of practice has no beﬂmmng nor
end. There are no conclusions but a continuum of

\ookmﬁ and seeinﬁ at what mi\Cj\n‘r be.

A Visual Note.

L3UQ DUBUDS SNSIan UOLLDD|2S [DANLDN

AN e\)o\u‘ﬁonar(j sijn'r\nesis o app\ied reasonmﬁ S
experienced That presents itself Throuﬂ‘n a visual and
H‘rerarzj 1ahﬂuaﬂe,

Am I doinaJusfﬂce To such a 3rcmd claim?

THE MEANING AND MESSAGE IS ONLY LIMITED
BY THE MIND'S RATIONALITY

A Visual Note.

Figure.161.

Figure.62.

M«j senses are engaﬂed and I experience a winmﬂness

fo be seduced bt} mij reasoning (s) o€ what I know or

mean or understand. As a state o mind this heiah‘rens

mij anticipation and 1 wonder i€ This openness and
accepting of what 4s (‘Thcﬁ 1
know, mean or undersfand) are as
momentary frufihs that lead m:j

Knominﬁ (s) o mij sprac’rice.”

A Visual Note.

Figure.63.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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I am draugma and re—drauomﬁ, modenmﬂ and re-
mode\\mﬁ, dra§>mfj and re-dra?ing The seaming detail
within an evo\vmﬂ shape and £orm. I have become
obsessive about the siﬂniﬁcance o% each line in
support of the silhouette and Thematic infent
of m3 practice. 1 wonder how this
insatiable, compulsive and obsessive
behaviour is sustainablel (\/\j sense

of isolafion is evident in mu pursuit

Practice Reasoning.

of perfection. Inside the beau‘rﬂ
o€ line there is an ug\iness o€ the

whole. Tor me, The foile must

Transitfion Toward a spuri'hj of line
and €orm that is balanced, lucid

and efXorfless.

Figure.65.

I am exyeriencing a state o€ not Kmowing and msj
£rustrations are immense but I Nnow know mij state of

Kﬁowiﬁﬂ will emerﬁe out of fhis c\naﬂrm.

I am tormented once aﬂam bij This level of crifique
That I place upon mgse\{ 1 need to open m:,; mind,
clear m:j head and experience an almost aacep‘ﬁng

Truth to what it is that I know, think, understand and

2oy 2yl S0 ssauugn UD Sl 2Jayt Ninpag aUlL op\sul

mean at a 3i\)em moment. That is when I know I will

knouwo.

THIS TACIT SAID IS THE KNOWING
OF THE PRACTICE OF THE
PRACTITIONER

A

Figure.164. Seeing of Process.
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Calico Toile, Back View.

Figure.167.
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Mij preoccupation with ij

fashion practice as a process of’
practice is disconcer‘ring. Workmg
with a \ivinﬁ Toile means endless
incarnations o€ a three dimensional
aesthetic where the nuance of

c\nange would not be noticed

Practice Development.

THE TORMENT OF SELF-CRITIQUE .

bs even the most c\iscerninﬁ o€
spectator. Tacit

decisions are made

Practice Development.

based on eye rather

Than rule. M

Figure.170.

practice feels like a

anbUUD 3B SO HUBUWUOL UL

?i\ﬂrimaae into the

unknousn.

Figure.166.

I don’t know where I am 3oir\3 or %
The next manipulation will sux‘"ﬁciehﬂij inferpret what I

am Trajmﬂ To scuj.

IT is clear af This point That fashion practice is not
£ashion desiﬂn, (\/\3 practice is not driven bij market
Trends or social demand but bj arficulation and
expression of a voice, mB voice. As a function of
fashion practice the practitioner voice has a role fo
?\afj e{ua\ to that of the artefact The c\na\lemﬁe is
how To externalise This voice mecmmfj€u\\tj Domfj

practice ﬂnrouﬁ\n moments o€ visual and literar

2OUODId 3O SUOLDUNL

discoverj are facit and based on Mtj intuitive ege <or
what I think is riﬁh‘r or will work. There are no rules

and liftle or no Kmow\edﬂe o what has 3ome before.

[\/\5 process of practice is umiq_)ue To me and Be‘r the
practice aesthetic be\on\cjs o the s?ec;ra‘ror'.; I am an

author o€ this work much like a writer or Pairﬁer.

The verj future of mEj practice be\ongs To the
reflections of others. I am daunted bj the \)erj

%- % ‘rhouﬂ\n‘r.
“ “ A KNOWING WHEN PRACTICE 1S NOT RIGHT IS ALSO
3 S EXPERIENCED

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Evolution of Practice.

Figure.171.

INTRODUCTION

57

EvoLUTION oF PRACTICE.

INTERPRETING THE SIGNIFICANT FOR CRITICAL DEBATE IS A CHARACTERISTIC OF FASHION PRACTICE

NARRATIVE |

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

A €inished toile is not €inished. It's Too obvious. Wh
is obvious not enouﬂh? Once the piece is concluded
There are Nno more quesTions, moﬂqinﬂ To expose?
Corws‘rruc’rmﬂ a narrative of m:j practice can orﬂ5 exist
i€ there are more q}uesﬁons to ask. I am consTam‘\ij
questioning what I do, know, or mean in order o
capture, understand and expose fhe immediactj o mnj
Thmkmﬂ and doimﬂ, € mtj practice is to make sense
The spectator will need a curated context with which

To view mb constructed narrative of practice.

I am m‘rriﬁued b:j The emotional
J‘ourneﬂ That I am exyeriemcmﬂ
of mtj practice process. 1 feel
drained, sapped bfj The \)erj depth

UDUD2S2 SD 20\ 0DId SO SUOL Do

1 have happened upon.

Evolution of Practice.

AS a H\)ing sketech my toile is
modelled and re-modelled until 1

(‘r\na‘r eureka momerﬁ) happens.

Figure.l72.

I am emo‘rionanj attached fo mj
practice af this moment. IT is

representative o€ me, maj inner Thousj‘n‘rs and ambitions

SLUBUWIOW DY2un3

that are externalised ‘r\nrouﬂ\n a

Te\\mﬂ o m:j practice.

Evolution of Practice.

Everij s‘rij\e line that 1 draw is
a visualisation o€ mtj practice
reasonina; a ma;)Pina out That

translates both The aesthetic and

Figure.l73.

Technical into a Two dimensional
object. (\/\5 Toile needs Yo be cuf,
in fact dismantled, and it is this moment that m
emoTtions are forn. This mapping enables a flat patiern
To be drafted.

1 have a connection with the developed foile that is to

be no more and 1 need to let 9o € I amn to construct

Buguosoaa 200G PUISIDNSIN

mij narrative €urther.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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The style lines, or seam lines, are now determined.
:j ) )

The tension between The aesthetic line and fechnical

possibilifies are careﬂul(j balanced.

This is tThe moment when the toile will be cut awatj

and refurned to its Two-dimensional state.

I have formed a deep relationship with the practice

aesthetic. 1 have de\)e\oped an inTimate af$air with

S210N gJDJal.s’) PUD DS\

e\/erj fold and drape that 1 have engaﬂed with. This
is and was a surprise 1o me as the afttachment is \)ertj

s‘h’onﬂ and \)erij personal..in €act overuo\ne\mmfj.

The practice aesthefic is soon To be revealed beijor\d
The domain of mg authorship. What will become of”
ms practice now that it be\onﬂs To the spectator. The
visual Terri‘rorij is no \onger mine and I wonder what

Theij will seel

I am on a creative \mﬂh as the practice conclusion is
deftermined. Tor me, I just know This \)erij complex and

almost sgm?\nomc arraﬁﬂemen‘r wOorks. IJus’r knouwo.

The decisions I have made, a\'rhouﬂ\n Tacit, are visuall

ex?osed. This is a critical moment where mfj £ashion

=
0
<
g
Q
)
o8
S
g
S

practice pauses whilst in this \)irain sfate. The practice

aesthetic, as object 1o be cri‘ric‘tued, remains uNworn

s

and unadopted in abebance of its infended purpose.

The cultural m‘re\eri‘rS, The visual and literar
in‘re\liﬁences of mg practice, are to be considered
‘r\nrouﬁh This constructed narrative of m«j ‘Hmnkina and
domﬂ,

2o orid YO Sa’auagg|\a4_u[

TACIT DECISIONS ARE MADE BASED
ON EYE RATHER THAN RULE

Technical Possibilities.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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A new confidence is corﬁribu‘ﬁnﬂ To the evolution of
my practice. I am de\ibera‘re\g and conscious\j beinﬁ
True o the €inite and some times in€inife moments
of discovery. As I beﬂm To understand this narrative
space that I work within I am able To position mfj

ﬂqumﬂ and domﬂ more €ree\5 and at will.

St {pUm OL UinJl

FINISHED TOILE WITH STYLE LINES .

N

as a moment o€ Knowinﬁ s arﬂued;
e 3ra\)i‘r§j ok mfj reasomﬁﬂ performs

0

Now That The deve\opinﬂ practice aesthetic is

concluded I am needin:*j To translate fThe toile into

THE PRACTITIONER FORMS A PROFOUND RELATIONSHIP
WITH THE PRACTICE AESTHETIC

a workini:j £lat patiern. Am I bound by mu own
limitations when it comes 1o Technical know hows © Is
i That this dualitu of a technical skill and a visuall

aesthetic outcome are af odds with each other?

Perhaps The mastery of one limifs
the resolve of fThe ofher?

s2U1) BIhLS U 2101 PaURLRYS [PUlL

1 momen‘rari\ﬂ consider mnj practice as a performance;
a performance of’ m5 ‘ro-mﬂs and f”ro-mﬂs as I move
in and out o€ this narrative space. Ofterances that

are concerned with The evolution of mb practice.

AT this momenT I am the sole pro‘raﬂoms‘r
of the piece and I ponder how others
miah‘r crh‘ica\\s gaze upon mt} work?

Draft Toile with Style Lines.

JRUOLLODIS BUL 30 2|04 DALDUIIQSS2d U |

Figure.l75.




Draft Toile.

Figure.176.

PRrRACTICE DEVELOPMENT .

:

INTRODUCTION

0

_ NARRATIVE 2 NARRATIVE 3 ExHIBITION APPENDIX
Tlhis Noiwce

The Tussie-Mussie

M«j heart pours
Fixed on love
Emotions break
Rquui‘re no more
Gitted gaze

Intent

DISSM\-21SSN | gw

Passion

A suer f€or the hand
Touched my soul
Awkward echo

Yours.

A GLIMPSE OF WHAT IS OR
MIGHT BE

H CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



A Living Sketch.

Figure.177.

A LIVING SKETCH .

A Living Sketch.

Figure.179.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

7

Mij mabi\i’rﬂ To realise The practice infent is causinfj >
a deep sense of block That is emotionally fense —
and Frus‘rrcmnﬁ. I don't like what 1 have done and %
ex]eﬁj‘r\nma I do is not ria\n‘r. Rational ﬂnouah'r tTells "8
me That this is «a ‘rem?orarg emotion that is aausmﬂ B
mtj mabimfj o experience a sense of Kmowinﬂ or The CE
eureka moments that I crave. m
3
The perception of this is obsessive. No doubt as 8—
a sculpiress works on her c\atj ma%uef#e and in a %
moment o€ block sq}uis\nes T To a pulp, Takmﬂ T back
To the point where it : o e
was €irst conceived. This ; i e °’§
moment of block is where 3 ’ ‘ : . %
: ; i -

I am now. This is a \)erj

dark place.

I cannot let this emotion

3e‘r The better of me and
I am mind€ul o€ reasoning
with mij ‘r\nmkmﬂ and
domﬁ.

\A)orkinfj with a \wmﬂ Toile means endless incarnations
and I musT accep‘r this as imTefjra\ to the €ashion

practice process.

706/ D212 ‘pID21S04 Siomol4 Jo a8pndup]

A Living Sketch.

Figure.180.

THE REFLECTIVE PRACTITIONER IS MINDFUL OF CREATING A RECORD OF EXPERIENCE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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62 Thus Noice

(\/\(j role of practitioner is now the engaﬁed spectator.
I am ari‘ﬁca\\tj e\)alua‘ﬁnﬂ The practice aesthetic with
£resh etjes, The rﬂuidh‘b of line, shape and form beﬁir\
To make sense and I can see ‘r\nrouﬁh To a practice

conclusion.

Te Flowars bugin te Speak throisgh fubvic.

Ted”m\ofﬁ has enabled

me To view The practice

OBjJECTIVITY OF PRACTICE .

Coatad Lirns witl alious Structitre

aesthetic more o}g)'ecmve\ij.

Giga stits

Jopioadg pagbgug 2U L

This is mtj n\mﬂ sketchbook.

Sketchbook Entry.

Figure.181.

FASHION PRACTICE CAN BE TOO ABSTRACT
AND NEEDS MORE INSIGHT IF WE ARE TO
BUILD A FUTURE KNOWLEDGE

Practice as Object.

Figure.182.

Draﬂ Mouse over imaﬂe To Rotate

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY




Draft Toile.

Figure.183.

PuURrITY OF CONCEPT .

Draft Toile.

Figure.185.

INTRODUCTION NARRATIVE |

z

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

I am dra?‘rmﬂ m:j second Tfoile of The cape To ensure

balance and a\fﬁm‘rﬁ with the dress as the under-

—
>
wn
3armen‘r, The bow is 3rowr\ as an extension To The o
main bodﬂ of The cape. All mecessartj seammﬂ is hidden, 8

D)

and i€ not, m‘regra\ To the

s‘rtj\e lines. The <loral moti€ o
The back is unresolved as (je'r.
The petal shapes are co\lapsing
and I am hopeful The use of

Paper Toile.

m‘rer—\mmﬁ mag help with the
shape and rigidi‘fﬂ without
conﬂxsmﬂ The Puri‘rtj o The

€loral €formation.

JOLD PIPNOIUS U

Figure.|86.

This paper toile is not
uoorkmg. The balance of

The proportions do not

Paper Toile.

work with fthe under-
3armem‘r4 I need To make
the €ront 100361‘ and add

more drape 1o The £ront.

Figure.|84.

THE FLORAL SWIRLS, AS MOTIFS, AND THE LINES THAT CONSTRUCT THE

SHAPE AND FORM ENGAGE THE SPECTATOR

Not e\)er:jﬂnmﬂ s
3oin3 o plan as The

neckline on mu Third

Translation of Practice.

dra€t toile needs
<urther design
consideration. The
stule lines around

The neck do not

Figure.|87.

Translate inTo a
fat patfern piece.
This added dimension or consideration when de\)e\opmﬂ
such complex sfructures needs 1o be resolved without
com?romismﬂ The €orm (or ﬁ‘r) and fhe silhouette as
intfended. This is not necessari\ij a concession or a

compromise but a ﬁndinﬂ o€ a new answer?

20UODId W [d20U0D) S0 g;ur)d 2U L

There is a\u\)ajs another answer.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Complexity of Judgement.

Figure.189.

COMPLEXITY OF JUDGEMENT .

64

~ Narrative | Narratve2  NARRATVE3  ExHBITON
Tlhns NVowce

As I work on the cape

1 imaﬂme the role of

The male Nictorian suitor
s:jmbo\ic of The effeminate

masculinitu That existed

A Visual Note.

at The Time. The ritual
o% starched collars and

inmmaculate ‘dress fo

JDUIUIDLS DOGUUNG

impress’ That sometimes

hid the dismﬂenuous intent

Figure.|88.

of the suitor becomes the
grammar of the piece.
The sumbolic inference of the Peonu, said o have
n:jmp\ns \mdmﬂ amongs‘r The petals, is obscured bj
The tailored prowess of the 3roomed 3emﬂeman. The
%‘orma\i'rij and sense of occasion deceives both 3i\)er
and receiver as the uﬁra\)eninﬂ affair represents fhe

shame and bashfulness POHTe\ﬂ £elt.

I am ske‘rc\ning «-’urious\g o capture This ssmbo\ic

exc\nange.

I still dom't know what I mean? As I 'rr:j To nefjoﬁa're
The fuz2iness in my head. T am compelled To pick

up paper and pen. As a practitioner wh3 is it That
m:j 'r\mnkmﬂ becomes clearer when I Turn fo a more
visuc{\lg based medium? Is it That m<j resolve emerges
as a moment of fortuitous expression.? A kind of
visual workmﬂ Throuﬂ\n: a L,oa:j ok’ remembermﬂ what
is subconscious\j in my head and the experiences, as

moments of knowinﬂ, are heiﬂ‘n‘rened?

One blink of an eye and The moment is gone with no

SsaulzZNL UL Euu.bu.oga\\]

recall after the €act. Moments o€ knowinﬂ, as a rush
of ideas, flow Throuﬂh mfj hands. These are m:j mosTt
prosperous moments, and a\‘r\nouﬂh ﬂee‘rmﬂ, are valued

begond mtj comprehension of what is.

The ofher o€ me commands mb €louwo.

WHAT IS KNOWN AT THE TIME OF KNOWING




In the Work Room,, Side View.

Figure.190.

IN THE WORK RoomM .

i i e

In the Work Room,, From-‘//'ew.

Figure.191.

In the Work Room,, Three Quarter View.

Figure.192.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION

In the Work Room,, Side View 2.

&

Figure.193.

MINDFUL OF THE STARTING POINT THE PRACTITIONER CAN NOT STOP LOOKING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Pattern Piece.

Figure.|96.

é

In the Work Room, Pattern Lay.

é

Figure.194.

PATTERN MAKING .

Complex Deconstruction.

Figure.195.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I was Talking with The \Jerij skilled patiern cutter who ;
is he\?mg To make up my first dress £rom foile. The Q
meﬂnodo\ogg is intfense and we both acknou\)\edﬂe That ®
The method of paftern construction needs To adopt a 0
new process of production. >
g
Throuﬂ\n aum‘omomij of process we dismantle the toile (5;
and draw a pattern direcﬂij £rom it. The pattern pieces =
are a set of complex and curvaceous pieces That are E
umrecogjmzab\e once deconstructed £rom the toile. C/%
Each patiern piece is numbered, notched and marked =
with precision and Then laid £lat o ensure the pieces
are workable when reverted in Two dimensions. 1€ The
pattern piece cannot be laid flat then we defermine a
new sw‘b\e line o resolve the problem.
The notion of ouomershi? beﬂms To haunt me at This >
point, 'm not sure wh 7 Others can now Take the 6
patiern pieces and make the 3armem‘r without mb %
nand. 5
3
I no \onﬂer have exclusivhﬂj To the finished or evowmﬁ %
practice aesthetfic as 1 tempt The choice of fabric to o
lie in The hands o€ another. Learmmﬂ To let 9o is To be %
the natural conclusion o€ m practice endeavour. I am %
Q

perfurbed and aware that mij ‘r\qumﬂ and domﬂ is fo
be at the behest of a \ookmﬂ and seemﬂ o€ others.

FROM EACH UNIQUE AND MOMENTARY ANGLE SOMETHING
IS SEEN THAT HAD NOT BEEN SEEN BEFORE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Pattern Making.

Figure.197.

PATTERN MAKING AS AN ART.

EACH OF THE PIECES STAND ABSTRACTED AND ISOLATED AND THE ORDERED
RE-CONSTRUCTION OCCUPIES THE CAPABILITIES OF THE PRACTITIONER

Pattern Making.

Figure.198.

INTRODUCTION

6/

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

Lajmg The patiern pieces on the cloth readij for %)
c,u‘r*m\cj captivates mij CONSCIioUs seeiﬁﬂ, The intfrinsic Q
comsp\exi’rj 0% The pattern \ag, whilst in its 2D state, CE\,
mesmerises my comprehension. What is it That I am
\ookmﬂ at? Each piece bears no resemblance to The »
patiern block and c‘na\\enﬂes The \oaica\ processes of” Q
patiern construction. 8
S
As a collective The pattern pieces become a sTriKmﬁ set %
of abstract shapes with each ha\)mﬂ a role to ?\a(j n X
The construction of the practice aesthetic. Xndi\;iduanij ;

The patiern pieces each command a sense of space

Bug

and umq_’ue recogni‘rion for their complex beau‘rj,

Pattern makmﬂ is a fransformative act of practice. As
inanimate objects, The patiern pieces are broufj\n‘r To
lie and fused Togeﬂner To become a 3D object. I am
distanced £rom their infended fate as each pattern
piece captures mg attention as i€ 1o be applauded

rather than unifed as one whole.

Wh5 is it That we, The practice commum’ﬂj, ““”“”3\5
deconstruct the aesthetic of fthe €inished artefact,
361 This moment of practice process often goes bj

unnoticed?

This moment of seema warrants its ouwn Sj\Ort)'

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



NARRATIVE |

The evo\vinﬂ production process is mosaic-like and
Siﬁﬂu{\ar\tj linear. Each pattern piece is deconstructed
and reconstructed piece bij piece, otherwise fThe
compiexi‘rb of" construction could not be captured or

recalled easi\j.

Each patiern piece is cut on the sfj\e lines and a

modus operandi is adopted.

UODNILSUO DD 20U 0D1g

De*rc(chimfj mijse\f” £rom the de\)eio@mﬂ toile is a \}ers
personal ‘rhmﬁ. I need fo draw The sfyle lines in order
for The piece fo be franslated §rom 3D back in To 2.D.

The purity of line and form need To be maintained,

g 1 2J0829

‘roae‘rher with the fechnical constraints and possibilities
of cloth as a Two-dimensional construct. The foile
will Then be dismantled 1o form the pattern pieces
€or The €irst translation o€ the €inished foile.

This is a moment that I can om5 describe as
a sense of loss? A personal attachment has
emerﬂed I now need fo let go as The toile is to

be deconstructed in order fo be re-constructed.

I am q)ues-hommﬂ The automatic and compe\\mﬂ

need <or sbmme‘rrﬁ That is mosﬂﬁ practised in a
commercial se*ﬁmj M'j practice process has technical
constrainTs p\aced upon my aesthetic wants. I am
empowered and fulfilled as £ 1 have just 3Nen

birth to someﬂmmg new. 1 consider the experience
similar fo a maternal bond and the res?omsibm‘rg

That 1 hold €or mu’rurma its developmental bemfjf

WO PUD 2Ur) 30 Cvrumd UL ONDAQ OL uyga

PATTERN MAKING IS A
TRANSFORMATIVE ACT



Pattern Reconstruction

Figure.200.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

z

This practice process limits the commercial possibilities
and 1 take a moment To consider fashion practice

as comparable

To The arts. The

worfthiness of

Pattern Making.

IS Puogaq

fashion practice
goes begond skill
and fradition o€
The craf.

PRACTICE RECONSTRUCTION .

Figure.202.

Drauomﬂ on the ferm ar‘rfmakmﬂ I consider mfj ‘r\nmkmﬂ
and doina as practice makmﬂ and to be considered as
a cultural phenomenon in ifs own riﬂ\q‘r, In This post
modern world the Time must be rig\m‘ To 3rcm‘r m‘reﬂrh”j
To The authorship of fashion practice.

The dras;e of The ?arﬂfj reconstructed foile is

A Visual Note.

convoluted and undu\a‘ring and I am reminded o€ m
love affair with the ?uri‘rg o% line and €orm. P\\Thouﬂh
complex, the practice aesthetic must remain effortless

to the discernma spectator.

Figure.201.

WO PUD 2Ur) 30 ggmd

A VISUAL INVENTORY OF ABSTRACT MESSAGE OR MEANING EMERGES

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Complex Narratives.

Figure.203.

THESE CoMPLEX NARRATIVES .

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

z

The €irst toile That became so prec,ious To me is Nno

more. This moment is disaonaer‘rmﬂ as No record exists

o€ what is mij prac,‘rice."

20U0DId 3O 20NLDIUDN

EACH LOOKING CATALOGUES AN INVENTORY OF INTIMATE MOMENTS OF SEEING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



A Record of Making.

Figure.204.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

/1 Thus Noice

I am struck b(j The power of’ imaﬁe relative 1o
memory. A visual im}en‘rorg of my practice is @merfj‘ﬁfj
simu\‘raneous\j o mtj ‘rhmkmﬂ and domﬂ, As a

record of ij practice process these imaﬁes represent

moments o€ disao\)ertj as 1 reflect on what is.

THROUGH THOUGHT AND ACTION .

THE VISUAL INTELLIGENCES AND VISUAL MEANINGS
TRANSLATE MEMORY AS A RECORD OF EVENTS

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Engaging with Art Making.

Figure.205.

ENGAGING WITH ART MAKING .

INTRODUCTION NARRATIVE | NARRATIVE 2

7

Canaday (1958, Vol. 4. p.25), art editor and critic for the New York Times, argued
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. These
semiotic analogies expressed by social and cultural comment construct a language

by which fashion practice speaks.

NARRATIVE 3 EXHIBITION APPENDIX

f\/\ij obsession with the Theatre or sgmboiic s‘rorg
‘rellmfj T‘nrouﬂh mij practice is central fo mb ﬂnmkmﬂ
and domg. Once the fabric starts To speak, without
beinﬂ Too dramatic, hmj obsession infensifies as 1

construct the meamﬁfj or messaﬂe ﬂqrouﬂh sbmbo\ic

suﬂﬂes‘riom exaﬂaera‘red
‘rhrouj\n shape, €orm,

proportion, silhouette, §
=
£abric, colour ete. g
oo
S
%)
S
Es)
Na)
S
>0
v
e
S
o
)
—
=
B0
T

W PUD 20U0Did M seadsul 1oy Eusugaq

SO MANY THOUGHTS RUSH THROUGH THE MIND AND ARE FORGOTTEN JUST AS QUICKLY

CONSTRUCTING

A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Finished Calico Toile.

Figure.207.

Moob AND THEME .

Draﬂ Mouse over Imaﬂe to Rotate

Mood Board.

Figure.208.

7

INTRODUCTION

3

NARRATIVE |

NARRATIVE 2

NARRATIVE 3

EXHIBITION APPENDIX

THESE VOICES AS INTERPRETATION

OF WHAT 1S

Mtj Peomj ;

O

Shame and bashful i
l\ljm;p\ns That hide %

o Bou‘r\rw”u\ bloom. &
Tlirtatious be j\.

of ear\tj shine %
Indu\fje de\iﬁh‘r(./c

(0]

E\eﬁam‘ flower of ear\tj morn .33
Curvaceous be uwrithe g
This ear\ij bud =

Yet to bloom S(Z
Translucence of skin 3_

De\iﬂh‘r and Tempt.

thm?hs do peek
Others de\iﬂm‘

out of siﬂ\n’f

Youmfj buds o€ flower
Suitor’s atfention

Em‘rang\ed awrg.

B\ushmﬂ and Teasmﬂ
Shadow is where

Hidden their €olds.
Sun’s raijs

Silken slopes

Cheeks fed bb the \iah‘r,

Heart pulses.
Daij closes
Pefals weep
NiﬁhT £alls
Brmfjs The blush
Tease of gou.

Bashful bask
Curvaceous be
Love want and lust
Be of Sou

and I of me

Mtj Peong.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY




Calico Study.

Figure.209.

THE LANGUAGE OF FLOWERS .

Symbolic Suggestion.

Figure.212.

THESE STUDIES PROVIDE OPPORTUNITY FOR DIFFERENT

INTRODUCTION

z

THE TussIE-MUSSIE

MY HEART POURS
FIXED ON LOVE
EMOTIONS BREAK
REQUITE NO MORE
GIFTED GAZE
INTENT

PassioN

A SUER FOR THE HANIL
TOUCHED MY SOUI:
AWKWARD E€
YOURS.

ENGAGEMENTS WITH THE STUDIED PRACTICE

NARRATIVE |

‘01724314

A1U7 300qyo19%§

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

The earlj work of Leonardo Da Vinci's earlj drayer(j
studies (Pop‘nam, 195‘3) are believed to be €abrics
£olded over a clay model. It is assumed That Da
Ninci draped the c,\aﬂ models with so€T rags dipped in
plaster. What draws
me to these studies

is The amontjmi'r and
incidentieness of fhe
draped forms over and

above fhe bod(j.

The \)ertj science of
exammmﬂ brush strokes
can reveal the artist’s
character and Pam‘rer\ij

intent. Can f£ashion

practice be viewed in

This uoatj? The drapes,
The <olds, The textures
The use of colour and

fabric efe. enfwined in

Figure.211.
1953, Plate 5, Cast of Drapery for
a Figure Kneeling to the Left, The
Drawings of Leonardo Da Vinci, 2

Ed, The Reprint Society, London.

Popham, A.E.

S PUUOPD\

The provenance of the

piece.

Practice Reasoning.

WO PUD UL }o S2IPNLG

Figure.213.

Idem‘h‘rij seems 1o have stepped in. Is This franslation of
mtj T\mnKin\Cj and domﬁ a representation of mel Is like
I am €acing me, as i€ 1 am unu\)ifﬁng\:j com{ron‘rmﬁ m<j

inner sel€.. The sel€ that knows’

JPW st oum

This Kmouoing is me, an extension of the me that 1
rec,ognise but The me that on\j exists in this reflective

state That I now crave.

I am outside o€ me once afjam.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



My Peony : Finished Toile.

Figure.214.

DoEs IT SAY MORE ?

Draﬂ Mouse over Image to Rotate

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

75 Thus Noice

Is ﬂnmkmﬂ and domﬁ in 2D at the same tTime normall
I am uoorkmfj T\nrouﬂh m5 practice de\)e\opmeﬁ‘r 3uised
as a 3D sketch. 1 confemplate whether all creative

practitioners think in this uoaij? I dont knouws ©

(\/\j practice is becomm\cj performative in That it must

speak ifs own dia\ogue £or others to inferpret what

My PeoNy They uwill.
MiscHIEVOUS NYMPHS HIDDEN AMONGST THE FLOWER'S BLOOM

CAREFULLY PLACED TO TANTALISE THE SUITOR AND GIFT FREEDOM TO HIS LUST

HYPNOTIC CHARM DISPLAYS THE JOURNEY OF LOVE THAT IS PLACED

THE GESTURE OF AN ADMIRER, MASCULINE AND RITUALISTIC AS SOLICITED

PROWESS SOFTENS AS THE NYMPHS FIND THEIR PLACE AND SUCCUMB TO TRUE LOVE

THIS LANGUAGE OF MY PEONY

THEMATICALLY EXPRESSED THROUGH VISUAL AND TEXTUAL MEANS

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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[\ readmﬂs about The Tussie-Mussie appear To have

Ul

distracted mj practice £ocus. 1 have decided to 30 with D
T or ofherwise T will onlu lead To €rustrations where

I am not channeilmﬂ the T\aoug\n‘r processes on the
Job at hand. This free flow of distraction au\cjmem”s
new and unknouwn aaemdas, aoms@cuouslﬁ meﬁmﬂ with
mj preoccupation with what miﬂh‘r be. 1€ 1 inferrupt

DoEs IT NEeED TO SAY MORE ? e o i e e 1 1 o 5

umcerfam‘rj_

This is notT a place 1 like To 30.

2DU0DId 0 Qaumor PaLoDALS\Q

THE PRACTITIONER IS GUILTY OF BECOMING INFATUATED WITH LOOKING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



My Tussie-Mussie : Finished Toile.

Figure.222.

INTRODUCTION

77

THE IMMORTALITY OF SENTIMENT

Draﬂ Mouse over Xmafje To Rotate

THE IMMORTALITY OF SENTIMENT

THE PETAL WILTS

THE BACKBONE IS WEAK

SADDENED AND BEWILDERED BY THE LOVE LOST
MY FLORAL BOUQUET IS DOWN TRODDEN

MY ROSE IS NO LONGER IN BLOOM

SEE HOW MY HEART BLEEDS

NARRATIVE |

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

Tl\ns NVoiwce

I am drawn to fThe vibrant colours and amiable blooms
of Flora and Fauna. Such a simple iikmﬁ is not

enouﬂh To do’ practice as a liferal interpretation will
not emﬁaﬁe with mb iNntuitive Knowmﬁ. M(j reasommﬁ
of practice feels like an exfension of me’; a sort of

interprefive Khowinﬂ That the ofher of me knouws. 1

'

—_ t

realise That I am unable o sa:j or put

inTo words what 1 know because O

The other of me just knouss?

SJPPU() PauUOspay \

My practice decisions happen in

a blink of an eye. One minute I

gugpum,

know the answer and fthe next

Sketchbook Entry.

I don't. Is it that mu practice is
an exfension of me (the other of
me) and what I know af the time
o€ Knowmﬂ? [\/\5 Thinking and

domﬂ appear as one siﬂmﬁcam‘

\nas;pemnﬂ. Ask me before the

Figure.221.

"naypenmﬂ’ and I will not have

the answer’

The Tussie-Mussie Torments a broken heart. The floral
bouquet wrapped so beauﬁ«—”u\lij is 'ﬂ-”ac,mfj the €loor. THe L
wilted rose weeps €or the heart of another. On wa\Kmﬁ E\
auoaﬂ The backbone appears weak and the shoulders no

\omﬂer a ?orfra:ja\ o€ confident love.

SSY\W-2\SS

A story of lament and unreq}ui‘red love hosted in a €loral

dis?\aij that still holds beaun‘ij To Those that tempt fo looky

3

THERE APPEARS A COMPULSION TO SEE BEYOND THE PRACTICE TO WHAT IS MEANT

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY




Finished Garment in Cotton Organdie, Front View.

Figure.223.

THIS JOURNEY OF LOOKING .

Finished Garment in Cotton Organdie, Back View.

Figure.225.

7

INTRODUCTION

8

Symbolic Suggestion.

Figure.224.

Symbolic Suggestion. Figure.226. Symbolic Suggestion.

Figure.227.

NARRATIVE |

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

As mnj Tussie-Mussie comes ;

% To life the com?\exi‘fb o€ (e
=z . —\
\g The consfruction appears as C
2 ummagmab\e. Houw has this &
= =
< complex structure come about? 1 ml
am compelled and abstracted for ;

the briefest o a moments. é

(5'

Each Iookmg introduces some‘r\nmﬂ

Figure.228.

new To mj visual m’rriﬁue. I can'f stop \ookmﬂ and 1
move outside of muysel€ fo see. This is The beﬂ‘””mfj
of a new seein\Cj and 1 ponder its endmﬂ, Each time

1 see hmj senses are \neiﬂ\n‘reﬁed as mnj Knou\)mﬂ\)’us*r
knouws; The balance, the line, The €orm, the fabric, The
composition, the seammﬂ, The sillhouette efe. all smﬂ a

harmonious tune, or so it feels.

Down £rom YY)3 ’Knouqmg \mﬂ\n‘ I consider This seemﬂ as

no \onﬂer mine. Others will beﬂm To see in uoatjs.

I need fo let go.

THIS SEEING BEYOND THE NARRATIVE OF WHAT IS
TRANSLATES AS POSSIBILITIES OF HOW PRACTICE IS
VIEWED AND UNDERSTOOD

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Calico Study.

Figure.229.

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

79 Thus Noice

I am erjobma this \ookinﬂ and seemﬂ of mb sprac,ﬂce.
AT €irst I did not think I would £ind m:.jseh‘..,bu‘r 1 did

S ST

and This has been the most ex\m\araﬁnﬂ of experiences.

I have found the other of me.

BECOM ES A WAY OF SEEI NG [ Is it that the fashion practitioner moves unwittingly from an abductive position of philosophical

reasoning to a poetic or aesthetic reasoning during a thinking and doing of practice (sketchbook work, reflection, diarising and visual inventorying etc.)! The philosophical approach is deeply
profound and hypothesises logic and order whereas poetic or aesthetic reasoning situates imagination and invention. The practitioner deeply engaged with the exploration and discovery of
practice moves in and out, through and of image and word externalising cognitive thought and aesthetic reasoning that constructs a narrative beyond the practice aesthetic. This seeing of

practice becomes a way of seeing as a telling of a knowing of a doing of practice emerges.

A MOMENT WHEN A GRAVITY OF REASONING PERFORMS WHAT IS THE ANSWER

21| YOO| T UM JaqUiaWa) LUDD T ‘35S 2N {Dato gw PULS O gug(\m\ 2

The narrative of m5 practice is known 00\5 To me; a

Pri\)i\eﬂed secret, or so it feels.

20Uonid 3O o20NUDIUDN Y |

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Symbols
3D Context 26, 3|
A

Absolute Engagement 24, 46

A Constructed Narrative 1,57, 73

A Fashion Language 73
A Living Sketch 36
Analogy 72

A Record of Making 7|
Author as Function 5
A Visual Inventory 70
A Visual Literacy 59

B

Beyond Craft 69
Beyond the Narrative 77

C

Complex Construction 68
Complex Deconstruction 66
Complex Reconstruction 67
Creative Writings 17,22
Cutture of Practice 8, 74

D

Deep Engagement 46
Discovery of Practice 78
Doing Practice 52, 53

E

Endless Possibilities 5|
Evaluation 62
Evolution of Judgement 43

Evolution of Practice 54

Immediacy of Expression 47
Inspiring Practice 20
Intensity of Reflection 44

Interpretation I3

K

Knowing in Practice 10, 26, 34, 39, 41,44, 55,77

L

Language of Flowers 4, 12, 13, 16, 20, 25
Literary and Visual Metaphor 15, 18
Looking and Seeing 27, 65

M

Meaning and Message 16, 35, 51

Mise-en-sceéne 1,4, 12, 19,50, 64,72, 74,75

Momentary Thought 10
My Peony 75

N

Not Knowing 45
O

Obsession 28

P

Personal Anthology 19
Practice as Process 40, 56
Practice Conclusion 53
Practice Decisions 30
Practice Development 49, 52
Practice Happens 33
Process as Narrative 6|

Process of Practice 34

Q
Questions of Practice 76
R
Reasoning of Practice 42
S

Seeing of Process 55
Silhouette 32

Sketching and Modelling 41
Symbolic Inference 64

Symbolic Suggestion 74
T

Tacit 56

Technical Possibilities 48, 58, 63
Thematic Story Telling 12

The Practitioner’'s Muse |1

The Practitioner’s Stage 7
Thinking in 3D 48

This Seeing of Practice 3, 6, 7, 36, 59, 79
This voice 2, 38

Toile as Maquette 60

Toile Development 63
Transactional Values 50, 57
Transference of Thought 25
Translation 14

Translation of Theme 22
Translation of Thought 21
Translation of What is 49

U
Unabbreviated Oeuvre 9
V

Visualising and Mapping 29

Visual Thinking 23, 27, 29
W

Whatis? |, 17,18, 37,38



IT'S LIKE HAVING TO FIND MY CREATIVE SELF. | CAN'T ALWAYS REMEMBER WHAT | LOOK LIKE
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