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THOUGHT STRUCTURE .

KNOWLEDGE PRACTICE RESPONSE

WHAT IS IT THAT IS KNOWN AT THE TIME OF KNOWING

Figure. . Sketchbook Entry.
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As a practitioner I am comsw‘am‘lj confronted b:,) mg
own insecurities. Why is it That I am unable To be both
a Theorist and a practitioner at the same time? Both
seem To require a different Thimkimfj; a neﬁo‘ria’red space
That I need fo ;>ur;>ose€ul\5 place mgse\«f within and 1
cannot easnsj move €rom one 1o the otherf It is as i€

Two entities o€ me exist and when I am one I am notT

PRACTICE RESPONSE o The ultimate reality for the practitioner and their practice is for their cognitive and behavioural activity to be considered the other.

as a priori knowledge. A foundation of thought is constructed in support of what is known at the time of knowing that aims to contextualise both theory and method of a lived reality of
) . . . . . . . . . . . o o This constant state of cmxie’hj, due o mg mabi\i’hj To
(doing) fashion practice as inquiry. This narrative (narrative 2) contextualises the multiple and synchronous reference points engaged with as the conditions of possibility (Foucault 1966 p.397, negotiate or call on these different Thinking imperatives

Kant in Gutting, 2005 p.36) privilege a reasoning of practice. As a journey of discovery the practitioner is to purposefully map a methodological paradigm that situates Foucault's (1969, p.27) at will, fax any command That I have of my doing of

archaeologies of thought as knowledge to be considered in support of a constructed narrative of practice. PTGl e e il PRI E A ) CeSieiniic]
needing fo (re)position mijsev? in a space that is one

and not The ofher.

JULD UL LOU WD T 2UO WD T UaYy

What i€ The other of me is not There, does not return
and 1 cannot speak of mtj practice, mtj Theories or mij

Kﬁowiﬁa?

The other of me is someone 1 don't a\uoaijs knouw?

WHILST PART OF WHAT WE PERCEIVE COMES THROUGH OUR SENSES FROM THE OBJECT BEFORE US,
ANOTHER PART (AND I'T MAY BE THE LARGER PART) ALWAYS COMES OUT OF OUR OWN MIND

James, 1984 [1892], p.196.
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2

A fashion Theme is often S(jmbo\ic and cu\‘mmllj led
as the practitioner merﬁes the disyara‘fe histories of
a Time or a place or even fThe fufture hisfories begond
imaﬂma‘hom o€ the now. What is the \anﬁuaﬂe b(j
which fashion syeaks? Is it a reconsfruction of

The minds eije? In a culfural arena what is The

P R P L imspor’fcmc,e o% the comc,e?‘rua\ ?roposi‘rion? 1
RACTICE EASON I NG AN D RACTICE OG IC [ In the context of fashion practice could the work of have concluded 1Y) SRl SRS AL AN
Alexander McQueen, John Galliano and other (conceptual) fashion practitioners achieve a discourse through Foucault's (1969) ‘Author as Function’ theory where the practitioner and artefact are something 1o say IRSCLAERES A R

. . . . , : o , , . . . . status be:jomd «—”ripperﬂ of” £ashion as clothing.
considered distinct functions of practice? McQueen mastered many fantastical and revered collections but it is his mastery of practice reasoning that creates a future discourse of his practice. This

philosophy of practice, to be understood and explored through a critical gaze of practice, suggests a thought system of fashion practice could exist in this context?

DISSW-2\SSN | DU | 3O LAY UDUOLD\N\ 2U |

1€ art can be considered a spectator sport and an
immediate €orm o% expression, then £ashion is Nnow
ready fTo be elevated and

c,rmctued in the same uoaij

The Brideﬂroom Stripped Bare’
bij McQueen (2002) exposed
The practitioner’s immediate
‘r‘ninkmg much like an artist
Trans€orms his canvas bu a
€“luid set of ump\cmned brush

strokes.

This immediate €orm o€
expression that captures
THERE IS CHALLENGE IN BECOMING A DEEPLY ENGAGED REFLECTIVE PRACTITIONER

£ashion practice reasommﬂ as

iT evolves m'rriﬂues me. A sense

SsYpadg UOWYSDL Yoy gq sbonbury sy |

of pracftice Knouomfj appears

to take over mij practitioner

’f\ninkmﬁ and \)isibkj mg senses
Figure. 2. A Living Sketch. appear heightened. Can this
Kﬁowing or rush be described,
valued and captured and 1o be
evidenced T\nrouﬂh fashion’s discourse aija\e.’2 There is
a moment when practice happens and This moment is
when €ashion ?racﬁce s in its \)irﬂm state and with no
commercial pressure orJudgememT bei03 placed upon it
A space That I am rﬁﬁdinﬂ dee?\:j personal, and up until

now, Tacit until after the fact.
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Figure. 3. Sketchbook Entry.

WhHo am 1...2

and Csikszentmihalyi (1990) who studied the ‘flow state’ recognising the sensation experienced by creative thinkers with intrinsically high motivation levels.
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| AM A BIGGER PICTURE THINKER

The voice of the practitioner is echoed in the work of Rogers (1995 p.27) and Maslow (1900, p.77) with their studies of the ‘Peak Experiences’

lama DIVERGENT toner

MY REASONING AS KNOWING CONVERGE AS THE RIGHT OR BEST ANSWER APPEARS

| ENGAGE WITH MULTI PLE PRO] ECTS THAT ARE OFTEN SYNCHRONOUS AND DIVERSE

VWHAT APPEARS IN MY HEAD TO BE CHAOS DRIVES MY INTU ITIVE HIGHS

LR } ALUINON e BURDENED 40 BLESSED i rursurm oF THis NEepinG To know

THE TORMENT OF MY PRACTICE PROBLEM LEAD TO MY PRACTICE SOLUTION

| irive on oeer REFLECTION

My ENGAGEMENT wiri rracice s COMPLEX svo LAYERED

| NEED TO BRING ORDER TO COMPLEX PROBLEMS

THERE ARE ALWAYS SO MANY AN SWE RS TO THE SAME PROBLEM

_



WHAT Do 1l Do ?
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I need fo draw what I am T\mnkm& and fhe immediacaj
of visual concept magpma as a narrative Tool and
mnemonic capfures and contains The cogm‘h\)e space
That wuj practice resides? This Visual map@na s \ne\spmﬂ
me To record, observe and make sense o€ mtj practice

as it happens.

W deou0D IPNSIy

As diagramma’ric comments concerned with what

I Think and do and how This ﬂqumﬂ miﬂ\/ﬁ be

o

communicated and understood bu ofhers (The discermﬁa

U

spectator or cri‘ric) is €acilitated bij such a method of

b

capture. A detailed frail of mj practice ﬂqum\cj and

|T’S OK TO HAVE RANDOM THOUGHTS THAT BUILD CONTEXT dOiﬁfj can be arﬂued with and commented upon bg

AROUND A REASONING OF PRACTICE

M Qv \ éc)o.
do \M\&o_
Cead o debwia brak -

AR A WA 833

W

Wasdt

d
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others (cmd me> £or the purposes of constructing a

kmow\edﬂe of" pracftice.

I am absorbed bij such raw data and the senseﬂmakmg
That i miﬂh‘r afford. 1Is fThis how I can beﬂm To
understand and a\iam The theories of what I Think,
what I mean and what I dof A sort of parallel

ha?Pemma ok mg ‘rhmkmﬂ and domﬂ is emerama before

@
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Figure. 5. . Sketchbook Entry.
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5

I have learnt someﬂfﬁr\a about majse\? as a practitioner
todau. I have no idea what I am Sjoing To draw or
desiﬂﬁ before it happens and simi\ar\j No idea what

'm ﬂomﬂ To Think, before mj ‘Hnmkinj happens.

Mij €ashion Pracﬁce\)’ourmetj s a\uoaijs an uNkNouwon

path of momerﬁarj reasonmﬂ and reflection.

DoING PRACTICE .

suaddoyy 1y, Uaym

Are these mij At

THE PRACTITIONER IS UNAWARE OF WHAT 1S KNOWN These moments, as instances, are short-lived and often

losT To an instance or moment’s ‘Hnoug\n‘r. The deeper
AT THE TIME OF KNOWING mfj reasomnﬂ and ref€lection the more heiﬂ\n‘rened nmj

sense of Kr\ouoinfj and The more productive I feel.

(\/\ajbe That is mhnj I am often lost €or words when
sPeakmg of m5 pram‘ice? (\/\5 reasomnﬂ and reflection
leave the moment ‘rheij arrive and somehow be\omg To
the ofher o€ me?

As 1 reflect on this way of uoorkmfj I ponder the

siﬂmiﬁcamce o€ somehow ﬁf—ﬂmﬂ mg -rhmkmﬂ Toge‘r\ner,
A sort of sense-makmﬂ is needed That provides an
evidence base in support of’ msj practice reasommﬂ. Do 1
need to make sense of what I do, know, mean in order

To validate the next sTafje o m&:) domﬂ o prac‘rice?

U0 S\ |

bo

I wonder i€ this is reaHB Possib\e?

Figure. 6. Sketchbook Entry. I am ﬁndmﬂ challenge with the inferrupting o€ mij

£low. When I do practice it is immediate and Kmouomg.

(\/\3 ‘r\noug\n‘rs are momen‘rarij and ﬂee‘rmﬁ and some

aguaubu\f) S0

houw happen simuh‘aneousib to the doinﬁ o€ m
practice. 1£ I sfop and think £or too \omﬂ The moment

s losT.

This is a\journeﬁ ok chailemge as m5 ﬂqumﬂ and domﬂ
of practice exist as implicit; a cojm‘ri\]e and behavioural

space known Omij 10 me?l M implicit reasommﬁ and

re€lection as kmomima need to be externalised £
others are fo interpret and understand nmj narrative of

practice.

Figure. 7. Sketchbook Entry.

P\ﬂam, I wonder i€ this is real\nj Possib\e?

Do others think, do and see as 1 do?
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Figure. 8. Sketchbook Entry.

INTRODUCTION

DiaAGrRaMMATIC COMMENT .
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NARRATIVE |

\nch L

APPENDIX

NARRATIVE 3 EXHIBITION

NARRATIVE 2

The depth and com?iexi‘rfj o% mg practice is fo
be communicated both visua\!ij and Tex)ma”ij'
With this in mind T am meedmﬂ To explore various
methods that visualise and capture the domﬂ of

mij practice.

As a practifioner (I think) I read more (and
remember more) £rom an image Than I do when €aced
with a page o€ solid Tfext. It makes sense tThat mij
sense makmﬂ should be a simultaneous happemnﬂ ok
imaae and word? I am not wam‘inﬂ to sijs’remcmse m
practice but to £ind a method where imaﬂe and word

can exist in The same narrafive space.

f\/\(j diagramma’ric comments are makmﬂ sense of and

1 un(gd LIOSIUMOD SSUOLLLDODI] @YU |

aliﬂmnﬂ with mg Thmkmﬂ and doinﬁ of practice (as it
ha?per\s)
These visualisation Techmct’ues are bui\dmﬂ a concepfual

and taxonomic mc@\)ma in supporT o€ mij reasomnas

and reflections (as ‘r\neg happen).

I am 3e’rw‘ma in a visual muddle. Cap’rurmﬂ m:j practice 2»

as research and mfj research Me’rhodo\o\ciies ‘rhroua\n %
visual concept mappinﬁ is emerﬂmﬂ as complex and C
laijered. Mij practitioner-sel€ and researcher-sel{ are g
at odds with one another. Each self exists with a ;
di?{ermﬂ imperative and 1 feel each are disparate g_
c,oam’ri\)e functions? (%:
I am cha\leﬁaed bt) Their reconciliation and this often
£eels an impossible place To be, decip\ner and make
sense of.
AS a mnemonic of mtj ’r\qumﬂ 1 €eel a sense of relief ’U)
g} cap‘rurmﬂ each and e\)enj momenT or reasommﬂ of E’
ij practice in the hope that eveﬂj‘ﬂmnﬂ will beﬂm To _’Q_\’
make sense. 1 have omij a few moments to situate L,:Qj
mb practice ’rhouﬂh’rs in The context of mtﬁ practice o
reasomnﬂ. a
S
As Time goes b(j a sort of theoretical posifioning af cmt} o

3\\Jen Time is emerﬂmﬂ as 1 think and do practice at

The same Time.

A
PARALLEL HAPPENING OF THINKING
AND DOING IS EVIDENT

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Figure. 9. Sketchbook Entry.
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The more 1 reflect, the more truth 1 have to reason v
=
T S P with. Without these truths, as practitioner fruths, (%
HIS EEING OF RACTICE [ Friedman (2003, p.511), on discussing ‘theory construction in design’ suggests one of the designer’s roles There would be no reasoning through, in and of Yy Et
is as a critic to ascertain that the ‘right problem has reached the right solution’ during practice. I now understand that the doing of my %
both the desi q: ut eic Solvi he des o practice is externalised as fruths and it is these truths, ®
k\‘ : . E C\GSS oth the design process and ‘post-solution analysis' stage. Solving the design problem as tacit thougits and actions of my practice, fnat a S
2 N % is considered a dynamic, reflective and incremental process within which solutions are knowledge of practice can emerge. j
N o , , ‘ o , ‘ <
\éec’\ ? sought within variable contexts of hierarchical and longitudinal perspectives (the practice Sl
'Y . . . n
/——K—\\ journey) in this context.
C«C‘J\OU*( The narrative of mnj practice, as a lived rea\i‘hj, appears >
VAAGR / as momeﬁ-rarij. IT is these moments that I place value €
: &
3 %\\\(\O‘U\Q“e on because ‘rhej are real To me. I am offen oauﬂ\fn‘ N
\ unaware of what I know at The time of kmouoina and I b-
W\m& __\....Qr\f\‘QN\Q_h surprise mijsew as 1 begin 1o discern that I know more 7§
» Than I have ever said or considered o€ mtj QFQQ‘rice? ;:\_
Dyescen s
Is it because no one has ever asked or is it because 1
: ! + have never asked? I know now That I have never said!
_] ViR I am deep\(j enﬂaﬂed in The domﬂ of’ ij practice and
C}s. ' a crifical sel€ awareness is emerﬂmﬂ That is emﬂaamﬁ
v S (? with the fruths of mg practice.
' ! (\}\
D ) [
™, \ C‘I\A.Q/ e:a -e_' \ fﬁ As Nan 603\4 compared his brush strokes To a musician \§‘
\\ E P\a3i03 a violin, I ponder i€ such comparisons could _33
C)Q— ’QO‘) CAA - be made of my doing of practice’ Is The immediac 0
ai B S VAN adwwmw o) Jeorger w ; o
/ \\/ Ll of expression experienced as anu different! Is the a
\e — E \ mastery of practice comparablel Is it That this dee @
= é f_ 5€ : | *r{PJr '?l‘ < \‘ bTTPC/C
sense o engacemen osTers a eehn (e} vuinera
m g e gag ing ih tj o
M&\J"lb !A:(C[ \V\SQ\( M 3 J I feel stripped bare of mb practitioner-sel€. 1 feel a -y

nakedness fThat is revea\ina too much of me as 1 speak m
ok mtj practice as I have never spoken of mtj practice
before.

- 1

10
SRSV

UO\SSaUdX

[,59_06\ o{'\' N\O\JQJV\%%E
/\\m&w& 3&3\3\1\5 PERI T T e

Figure.

I am unnerved bj the \)ulmerabi\i‘rij that 1 am ex?eriemamﬁ

PPV A
e

53/ s

and of what miﬂ\m‘ be.

1

C BaenBiAr 7 Fosiga, (wé\%ﬁl\ THE PRACTITIONER CONSIDERS A SORT OF THEORETICAL POSITIONING
AT ANY GIVEN MOMENT
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Sketchbook Entry.

Figure. I1.

KNOWLEDGE PRODUCTION .

INTRODUCTION NARRATIVE |

English (2009) referrs to perception as a ‘creative event’ and this predisposition to perceive situated
both particular and universal experiences as methods of sensory (personal),

conceptual (universal) and relational (situational) communication.
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THE NARRATIVE IS UNKNOWN UP

DS S;r
' TO THE POINT OF EXPERIENCE
APATRVENE

th@ef ?"'3 ,.) AN i T .

LSO Ve WAL

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

What i€ what 1 see and undersfand is absfracted (or
constructed) €rom my reasonings and (as rational
‘rhouﬂ\fn‘j becomes what is (meam‘)P Would This fake
The enﬂaﬂemerﬁ o% miﬂ practice beijomd practice itsel €T
In the simplest of ferms, as a priori know\edﬂe s T

that self critique (as reflective infent) is reasoned with

Uk Buspuap@

bj what I know and understand in tThe here and now

ok mij pram‘icef

A Te\lina o€ mg practice becomes what is as truth fo

the domﬂ o mb Prac‘rice?

Sesir eouopsd puogag DOUDIUDN| D

As 1 befjm To experience a movmﬂ N and out of mi.j
practice 1 am able To separate mij ‘r\nout\@j‘n‘rs £rom

mu actions. Toucault’s Theory of Author Function

Buirow

(m Rainbow 1984, sp.lOS} helps me (as a research
practitioner) 1o see what I do and to understand what
I think 1 do (as a f€ashion pracfitioner). I have moved
outside of mbse\ﬁ or so it f£eels. A sort o€ oufside
\ookmﬂ in, out, behind, forward, upward efc all at the

same Time.

IT is eastj To see how practitioners, as researchers,
become distracted as what appears 1o be important is
the object of sTudS (‘r\ne practice aesT\ne‘Hc). Perhaps

This is the muth of practice as a research endeavour?

2o1onJd 3O LNO PUDL UL

Is T that we all do not fullu understand because we do

not know what we have never said?

I am havmﬂ To keep remmdmﬂ mgse\€ of" The purpose
o% mij practice as research. The construction of
practice as process, as development, as Kmow\edae
is where fhe m’fe\!iﬂences of" The practices of The
Praa‘rmoner resides. I am coﬁsfrua‘rmﬁ a narrative of

mEj practice for others, and me, to discern.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

;

1 feel under pressure fo perform and 1 cannot do this  (J
at will. My practice cannot be predictable or obvious. (U)’
(\/\3 imperafive is the discoverij o€ The neuw. (2

)

)
I am driven btj an o\/erwhe\mmﬁ need o innovate, and cc
Throuﬂh This research experience, I realise this drive _(%
hapPems on maﬁij levels. The uoeifj\n’r attached to what -

WHAT IS PERCEIVED [ ) feels like an msiﬂni—ﬁcan‘r Knowmﬂ has determined mS g

practice theme, of which I am to build the context of z

m:j sprac’rice. g
I am read3 and I Nnow knNow I knouw.
WiTHoUT THESE T IRUTHS, As prAacTITIONER TRUTHS, THERE wouLD B No REASONING
DoING PRACTICE IS MORE AN EXPERIENTIAL CONTINUUM RATHER THAN A SUMMATION OF PRACTICE
A THEORETICAL POSITIONING sTUATES PRACTICE THOUGHTS IN THE CONTEXT OF PRACTICE ACTIONS
A SENSE=MAIKING zcvonD THE EXPERIENCE OF LookING TO WHAT IS PERCEIVED BECOMES A TRUTH TO WHAT 1S
The IMPLICIT REASONING A0 REFLECTION AS KNOWING NEED TO BE EXTERNALISED
PRACTICE JUST HAPPENS AND Is MOSTLY BTACHKT UNTIL AFTER THE FACT
I am dee?\:j enﬂaged with mij fashion practice as an m
awareness of both experiment and disco\)erﬂ unfold. —>@<
This f£eeds mb insatiable drive o be as innovative as -(B
I can be Through m ?racﬁce, Not as a researcher E
IT1s THE IMMEDIACY OF THOUGHT T7HAT I1s CAPTURED THROUGH A DOING OF PRACTICE ) A e e 6 nungry for 5
The new, The unconsidered, the untested or even fthe =
um‘\nouﬂ\n‘r o€.‘> %
N
IMMEDlATE REFLECTION whisT IN acTioN HEIGHTENS THE SENSE OF KNOWING I need 1o find order in what appears fo be a very chastic.
and complex perception o€ m:j ﬂnmkmﬂ and domﬂ 8
8
(e

MomMenTs oF KINOWING exist s FLEETING AND COMPLEX

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Sketchbook Entry.

Figure. 12.
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NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

I ?or\der M(j Thinkmg\)’ourne:j; a\journeg o fruth. Wil
I make sense of my practice ‘r\mmkmﬂ and domﬂf Is it
supposed to make sensel Wil makmﬂ sense of it all

some how hinder the immediacj of knoming That nmj

practice so m‘renselb relies onf

1 wonder i€ Mtj research will (re) claim or become a
‘ranﬂibie asset in support of the buraeomna Kmow\edﬂe
That the discipline so needs? M personal imperative is
That other practitioners can com*ﬂden‘r\g respond and

araue meamnﬂﬂx\!ﬁ with mij research prac‘rice\)ourmeg

gaUJV)O(‘ 20UDJ2L PUD 20| \/

I wonder i€ others will recoamse Their practitioner-

selves and the other of me That 1 make claim tof

THE MORE THE PRACTITIONER REFLECTS THE
MORE TRUTH CAN BE REASONED WITH

I am coms‘ram‘r\tj driven bj a need To make sense of
it all’ AN obsessive want 1o capiure ’T\nouﬂ\fﬁs and
moments as ‘rhesj happen and, a\‘r\nouﬁ\n daum’hng,

This semse*makmg \s ma‘reria\isma as emPowerm\Cj. (\/\5
semse-makmj S becomimg an asset To muy practice
happemnﬂs. N\j reasomma, as kmouomfj, now has a
voice; A voice not based on whim or wit but one that
makes claim To a reasoned Knommﬁ o€ Mj practice; a

Truath o what is.

Uoupasay gw opisuUl doaq

I am overwhelmed b(j The emormi’r(j and aomp\exi’nj of
what I think and what I do. What i€ I miss someﬂnmﬁ
N a moment when there s just oo much Jrhmkm\cj
30&03 on N Mj head? This pursuit of sense makmﬂ is
a dai\tj burden and hinders msj creative €low or so it
feels.

Qng\opouu(a\/\;

As I engage further with mu practice I am surprised b
what I didn't know that I knouw.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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INTRODUCTION NARRATIVE |

THE GAINING OF SUCH INTENSE ENGAGEMENT OF OTH
EXTENDS THE NARRATIVE BEYOND WHAT IS MEANT TO
WHAT IS UNDERSTOOD

NARRATIVE 2

ERS

APPENDIX

NARRATIVE 3 EXHIBITION

Garﬁ il (2009) worked with imaﬁes and sounds 1o
encourage The ?ee\m\cj of phtjsic,al presence. The art
works, a\‘rhouﬂh static, engadge with mf) senses and
The \)ieu\)mﬂ experience is appearmﬁ more meammaﬁ,n
as a result. Mij momerﬂ”c{rtj eﬁﬂaﬁemem‘rs with imaﬂe
and word become emo‘rioma\lb charﬂed experiences of’

\ookmﬂ.

Is it That the 3amm3 o€ such intense emﬂaﬂemeﬁ‘r of

SHPLIPW SPJOM UL OQ

others extends the narrative betjomd what is meant. A
sense makmﬁ beijomd The experience of’ \ookm\cj To what
is perceived bj The spectator (cmd this becomes Their
Truﬂn).?

New umders‘ramdimﬂs emerge as The spectator constructs
a uoaj of seemﬂ That miﬂh‘r not have been considered
before. This waij of Seemg could contribute fo a more
empathic umders’ramdmﬂ o€ what is seen, meant or

understood of prac‘hce.?

I was readma ’STraﬁﬂelaﬁd‘ whilst on the train fo

London The ofher dafj I am im’rriaued btﬁ The homesfﬁ

gow 1

and openness of Emin’s uori‘hnﬂsv Her lie and

collective ’r\qou\Cj\/ﬁs are laid bare €or all to see and make %\
comment. These are Emin's fruths. 5,

n
U\)\nj am 1 able To confidentiu exhibit mj (x}isuna\) L_JJ;
practice aesthetic (as artefact) buf I am not so a
wnmﬂuﬁ samﬂume That The exposition of m3 inner and (_8
deeper )mmkma and doimﬂ are To be so {ree\tj or easi\tj g
ex?ressed? D

o,

f\/\tj inner-most <ear is fo be cauﬂh‘r out, in fact found
ouf, That 1 am not who I claim To be? I waver of amj
measure That miﬂh‘r be placed upon me be‘r mij practice
s mtj Truth and is more able Yo speak o€ me than

I. My practice moves oufside of me and at the same
Time is an exfension of me. The other of me speaks

a fruth fo what is seen, meant and understood o€ mb

practice.

Perhaps m f€ear s unfounded as I Nnow know of the
other of me; the other of me who can speak begomd

mj practice and make claim of’ mtj )mm)amﬂ and doma.

Mu confidence is harnessed as 1 beﬂm To understand
The place that mij uormmﬁs and procrastinations have
o€ mij research. An inner confidence is emer\ij\Cj as 1

understand more of what I know that I have ever said!

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Practitioner reasonmﬁ seemmﬂlb mdu\ﬂes mg >
conversational space. As a practifioner I am driven N
with obsession until The practice aesthetic concludes 8
with the answer I am iookmﬂ €or?  This conscious ((§
reasomng, as a tacit Knowinﬂ of mj practice, is never npy
said, never put info words Therefore no record of mg ?__
domﬁ of" practice ever exXists. :/)\
A NARRATIVE SPACE . :
This unspoken, unreasoned, uhkmowmﬂ of my practice 5

passes btj without a moment’s T\nouﬂh'r or spoken word.(Q
When I am deeg\ij emgaged with mij practice the words
do not £low and, at best, seem unimportant and not

even an imperafive To the knouoimﬁ of ms practice.

This tacit said is The Knouqmg o€ mfj practice fjeT I am

le£t pondermﬂ how I know what I know? I\jusf seem

0 knouws!

THE TACIT SAID IS THE KNOWING OF PRACTICE YET THE PRACTITIONER IS LEFT PONDERING
HOW THEY KNOW WHAT THEY KNOW

Today I made sense of a practice problem. 1 have been
avoidmﬂ deve\opmﬁ one of’ mnj practice pieces as I did
not lhave or could not £ind a practice solution. The
constant \ookmﬂ without real\g Kmowmﬂ what I am
\ooki03 £or fo solve mg practice problem is %’rus‘rra‘rmﬂ

to mij dai\ij endeavours.

2OUDPIONY 2L oDId

It appears That I reﬁu\ar\g move into a state of

avoidance before 1 can do practice. This sfate of not
domﬂ is unproductive and some fimes demorq\ismg but
\zer(j much part o ymj practice li€e. It is a coarm‘i\)e

space that feels dark and unproductive.

As 1 reflect on mnj experiences o€ not domﬂ as a
problem that needed fo be solved I am more conscious
of The process of’ mg practice. Bb ackhow\edﬂmﬂ mfj
not domgs I move more Free\nj T\nrouﬂh maj domg o

practice To solve msj practice problem.

THE PRACTITIONER JUST SEEMS TO KNOW

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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AVENUES OF THOUGHT .
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THE VISUAL METAPHOR SOME TIMES A SCRIBBLE, A DOODLE OR A SKETCHED THOUGHT AS MNEMONIC
OF WHAT MIGHT BE IS A COMMITMENT TO THE YET UNKNOWN BUT INTENDED

NARRATIVE 2

APPENDIX

NARRATIVE 3 EXHIBITION

I am aware That hmj ideas or infuitive Knowinﬂ can
seemmg\g vanishh in The \)erij moment that ‘r\nej appear.
1€ 1 do not capture mB Kmouoma either \)isua\IS or in
The context with which T\neﬂ were £€irst considered
Then ﬂqeij are No Mmore. These inTuitTive moments exist
as ﬂeefmﬂ and complex reasommfjs and unless I make
sense o% these moments as ‘rheij happen T\neg do not
make sense as T\netj did in the verij €rst moment Thej

Sguymouu 2OLL\NLUT

were experienced or even ?erce\\)edP

I surround mijseW with mnemonics that 3e‘r channelled
into a \)arie‘rg ok Thouﬂ\n‘r avenues. The expectation
ok mg practice as research is 1o make sense of it all.
Critical to the innovation embodied within mij practice
aesthetic is the need to ensure That 1 capfure e\)erfj
avenue oX mc&,{irﬂ and place it within The confext of

mij reasomm\Cj.

Is it that mnj practitioner truths are abstracted

reasomngs

In a moment of solifude I am daunted bnj This prospect.
As I move T\nrouﬂh meournej of practice I am more
convinced of the relevance of mg research as ‘rhroug\n,

in and of mnj practice.

Uoupasay sp aouooid tnogp busiuiy |

(\/\ij\)‘ourmetj is com?ellmﬂ and auﬂmer\‘red btj what is.
Moments of Kﬁou\)iﬁﬂ are makmﬂ sense of mg sense

makmg.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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OF WHAT MiGHT BE.
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Does m:j practice as research appear as chaost 1 work
‘rhroug\n piles o€ this and piles o€ That in moments of
deep emaaﬂemem‘, Once 1 perceive order then what I
once Thoug\nf o€ as vital is often discarded or demoted
Just as often. 1 can not even recall what That £ind
meant o me in The €irst piace? This cucle of hum‘rmﬂ
and 3aﬂqermﬂ o% all 'Hmnﬂs unknown feeds mij cra\)ma
for what mia\m‘ be.

I don't know what I am iookmﬂ €or until I have €ound
T I cannot practise without havina read, writien,
sketched and translated into 2D somehow fogeﬂqer all

at the same Time?

There is no end omlg new beﬁmmmﬂs? I can't

stop \ooKinﬂ betjomd what it is that 1 seel

(\/\ij ‘r\nmkmﬂ and domﬂ are formented
bﬂ ij not Thinkm\cj and domﬂ.

In‘regral To mtj practice are the simulfaneous acts o€

readmﬂ, uori‘rmﬂ and visual franslation. The constant

Juﬂghnﬂ and insatiable craving To Al m3 mind with rich

source material has unuoiﬂmﬁ\j req}uirec\ o€ me a level
of" deep reflection. The visualisation and translation
o Mj ‘r\qou\Cj\nTs and actions, as Thefj happen, are to
be constructed as visual comments determined of a

moments contextualisation.

I am cons‘ram’r\b pu\!mﬂ and Pus\qmﬁ m5se\€ ‘r\nrouﬂ\n

a Thick sense of umkmowmﬂ Kr\owmﬂ To visualise and
Translate mgj practice in order fo know or understand
what is meant. These visual and textual franslations

capture mij reasomnﬂs, m5 Truths, as ‘r\neg happen.

Will this waj of percei\/mﬂ or seemﬂ construct a Theor
of mn practice - I _just don't know? My mind is €ull
and I cannot see further than the chaos in mg head.
This is not _jusT a dark place but a q}uagmire o€ a thick

umkmowmﬂ Kmowmﬂ,

A COMPLEX EXPERIENCE OF PRACTICE UNKNOWING KNOWING IS PERCEIVED

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY

(s
gusmouu Eusmouquo 20UoDId 3O 2SUBg Y

Upaddy

U

SOpYD sp b

QUL Sy L



Sketchbook Entry.

Figure. 20.

PERCEPTION OF WHAT ‘IS’
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The Floaers bagin ta Speal through fabric

Coated Linens will alfows Seructire

Taxtured Yarn
Eidge stitch

The Feany (Shanme and Bashiiel) - A fover said to hae njmphs
wilich iid sischisously amengst it s petals. I amisage el
creatsires axth fAareless infentions fo indilge the emctions o
athers fo ther defight. Out o Site dedd il cimncing Lheir emiren—
ment, and in the case of vizua/ aesthetics, enfancing the capabii-
iy e interaction with the sedrer ar viewer.

NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

1 recognise, T\qroufj\n The experience of practice, That
The visualisation and franslation of mij practice is
beﬂmmmﬂ To reveal the evolution of my practice as
process (practice development), practice (practice
conciusion) and Kmow\edﬂe (prac‘rice respomse}. This
feels like a complex and lauered framework That I am
a’r‘%empﬁng To \)isuansj map in desaribing what I think I
do as a fashion practitioner. I am still not sure ‘r\noutg\n
and I wonder i€ This is a different experience for

e\/erij pracﬁﬁoner?

Will other practitioners recosjmse ‘rhe\)ourmetj o%
practice That I have undertaken? Wil the ’rriangula’riom
o€ mu visual and textual pomdermg and meanderma
open a door for ofhers fo relate and talk €reei(3 o%

Their practice Kmouoma?

This block That I am experiencmﬂ s 3e'r#ir\3 in The uoanj
of mtj crea’ri\)i’rtj. I am a fashion practifioner and not
a computer programmer, 3raphic desiamer, “lmmmaker

or pho‘roarapher. How can I become an expert in all
0% These practices to ensure umdersw‘andimg o€ mij
research practice and that the aesthetic values are not

compromised.

I am 3eherm‘mg numerous visual maps That just seem
To help make sense of” ij Thmkmﬂ and domﬂ. I need

To defermine a waij of ca;ﬁurmﬂ how, what and whij

DaSa) 2UL 3O SUOUDILSIL  aousUsedXy 3O LU0 2UL OL 3N UCOUSUQ)

I do what I do and Tthat this will make sense fo others
(and me).

Whu s it That I, or even all practifioners, Thrive on

winol you

‘rhmkmﬂ such complex ‘r\nouﬂ\n‘rs? I exist in a constant

state of amas‘r and 1 need to €ind order.

bo

AS THE PRACTITIONER RESEARCHER BEGINS TO RECOGNISE
THE RESEARCH PRACTITIONER, READING, WRITING AND
PRACTICE BECOME A SIGNIFICANT ONE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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I am 3un¢5 of” \ookma To the arts Yo situate mg fashion 8
practice in a culfural confext. As I crifique m ear\j (7)r
reflections it is evident that I look to The arts <or 5
comparables, unders‘randmas or even associations with cQ
it Am I searching £or a_justification of’ mij practice g
or a culfural measure and value beijomd iT’s intended =
T S £unction or purpose? g
HIS EEI NG o As the act of seeing comes before words (Berger, 1972, p.8) and we choose to see what we look at, then Barthe's (1967, p4) structured z
. . S . . . . . . . . . . A T Te) XistTs bet m Ti d m i —=F
semiologies concerning image-clothing and written-clothing argue that a taxonomy of given and received knowledge (understanding) exists as endless situational and relational possibilities. In ension exists betwoeen my practice and my prachice
. ‘ . . . o . ‘ . ‘ . . aestheftic. (\/\5 Thinking and domﬂ of pracftice
Barthes' (p.5) view the constructed contexts of fashion practice (as image) are united by distinct structures of technological, iconic and verbal difference that exist as forms of seeing by the A . : o
= © share a cultural \m”eﬂrﬁrj with the arts and it is
spectator. Could this seeing somehow be viewed as knowledge in both situational and relational terms? This enfanglement of My practice and my practice
aesthetic That confound me. The two are not the
same and exist as separate functions of practice.
SosonS ART SIS
HESIEW -
~ The cultural position O
N ' of £ashion practice is g:
&N NOSTRRE— considered litdle more than _%
2 it's \)erj mise-en-scéne and I <l
i Now kNow more needs fo be Q
said of the never said. %\
AL PLEC n
- W ! < Re f\/\(j makmﬂ ot 3armen‘rs
, weeN\oN > Figure. 23. KUSAMA,
= Y. 2009, Adventure into the @l EarEle Sackie. Mot
0 1 Artist's Imagination, Walking in compromise mt} cultural

My Mind [Mixed Media], Dots claim To the doiﬁﬂ o€ mfj
Obsession, 2006 edn, Hayward

Gallery. February, 2011. practice.

IThe experience | PR » l
Thedlayward Galleryis ransformed into a giant brain, s 2
dissiner workings inter| eled by 1o mternational artists
including Yavor Kusama and Keith Tyson, for the

'“:ﬂkingin My Mind' exhibition.

0. L Nes wWRL N , R - THOUGHT AND ACTION COLLIDE
R o et arg-w:&m % IN' A NARRATIVE SPACE
P, &:{”‘M&*\\&M Sssosr was .

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Havmﬂ further explored the reflective practice process
and on beaommﬂ a reflective practitioner I now value
The cap’rurma ok’ m:j actions based on what 1 see,

mean or know, how I have arrived at what 1 see, mean

or knouwo.

The process of reflection is cja\ica\ and appears
magmiﬁed by the addictive nature o mu visual and
text-based capture. 1 feel like an addict \ookmﬂ €or his
next €ix. I can't stop Thinki03 and domﬂ.

Mij €ashion practice as research is a responsive

document comprised of mg practice reasommﬂs.

The cultural and or social \mkafjes That I am makin\cj
are a response To The e‘rictue‘r—ke That the \ictorians
adhered fo at fThe fime. M3 practice development
por‘rrcujs These cultural notations as a S‘rorij of" fact,

albeit a romanticised version as inferpretation o€ a

gmg oL BU!UH,BUMOQ

coded \aﬁaque used at the time.

Is it That fashion practice needs o have Someﬂqmﬂ

To Saj?

1 reflect on mb s*rar*rmﬂ point.  How do I as a
practifioner make sense of what I see, mean or
understand? How does fhe spectator see what I, as
The practitioner, see’ Coms‘rruc‘rma a €ashion narrative
in this context miﬁh‘r be considered as fTheatre as fthe

Propemsm‘j <or sTonj‘reHm\Cj has become commonplace

THE TELLING OF PRACTICE BECOMES ‘WHAT IS AS ,
and an expected norm in a c,orw’rem?orarij context of
TRUTH TO A DO|NG OF PRACT|CE fashion as a celebrated spectacle.

I am noT wsmmﬂ To make Theatre nor would I want mtﬁ

practice to be considered in this uoaaj

Mtﬁ practice is o have a voice, a meaninaﬂx\ dia\ogue
£or others fo inferpret. The sgmbo\ic contexts are
emerﬁeﬁ‘f and experimental SQT have om\(j a small
part o P\aj in The cultural ambition o€ mb practice
as research. (\/\5 research practice and mg practice
aesthetic are now separate functions That contribute

to mij domﬂ of pracftice.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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WH EN T IS IG HT o Dogantan-Dack (2008) investigates ‘Qualitative Transformations’ in chamber music performance and suggests the

cognitive awareness of the performer is heightened during a live act or performance. Dogantan-Dack (2010, ESRC) discusses the ‘magic’ that happens when she plays music in a live stage
setting and questions the emergent conditions that bring about the transformation. These cognitive claims share similarities with a knowing or rush as a phenomenon experienced through
practice that is often tacit and intangible. Dogantan-Dack (2010) describes this cognitive awareness as a ‘magic’ that heightens or increases ‘expressive freedom, affective involvement and
unplanned creative interpretative choices. These lived experiences as performed functions of practice are often considered as intuitive private moments and are rarely seen or captured during

the process of (thinking and doing) fashion practice.

INTRODUCTION NARRATIVE | NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

I was rea\\ij p\eased To receive a response €rom Dr.
Mine Dogan’ram-back conaermng her work on expressive
£reedom and sponfaneous inferprefative practice. 1€

I am To discern fthat an infrinsic sense of inTuitive
Kﬁowini:j exists then this could be the ’syonfaneous
interpretative prac‘rice‘ That Dogam‘anfback (2010) Talks
okt

The parallels That can be drawn are o€ a similar nature

o the \neig\n‘rened awareness o€ a Kmou\)mﬁ That I have

QIOVW, 2ul buunidos

experienced and perceived T‘nrouﬂ‘n mtj practice. I£
This sponfaneous and instanfaneous experience could
be captured and understood then could this contribute
To and further m5 umdersfandmg of how practice

hap?er\s."

THE NARRATIVE OF PRACTICE IS UNKNOWN UP TO THE POINT OF EXPERIENCE

ONE OF MY INTERESTS IS TO UNDERSTAND THE CONDITIONS OF EMERGENCE OF THE PERFORMANCE ‘MAGIC’ THAT |
TALKED ABOUT - IF THERE ARE CERTAIN REPEATING PATTERNS LEADING TO IT, PERHAPS IT WOULD BE POSSIBLE TO BRING IT
ABOUT AT WILL !

Dr. Mine Dogantan-Dack, Personal Correspondence, March 3rd, 2010 .

/7 9In3diq

AU %00qy219S

Often the mosT inspirational daijs are when I am
uoorkmﬁ with a co\leaﬁue and, which I Nnow recogmse,
as The third person aypearma, Hard to describe but
when fwo like-minded creative individuals come
Toge‘r\ner 1 ex?eriemce a \neiah'rer\ed awareness o€ Mtj

Kﬁowini:j That 1 miﬂh‘f not have otherwise ex;;erienced?

IT is as i€ we have colluded mmmveiﬂ N The Kﬁou\)ma?

gugmouy Ul UOISn(|ioD

I am verj aware that ideas €low more €ree\3 when fhe

ofher o€ me appears.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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A NEeUTRAL CENTRE .
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INTRODUCTION

NARRATIVE |

NARRATIVE 2

In the context of a narrative inquiry there exists a neutral centre (Foucault, 1966, p4) that is concerned with the

practice aesthetic, the practitioner and the spectator. Observed as a virtual triangle, practitioner reasoning transfers from the artefact to the spectator. This neutral space facilitates a discourse

of practice as the co-efficiencies transfer the subjective-objective relationships toward new understandings that are made of practice in the here and now.

Qefbc./\ = mc}\\,M— QJV\\)&JCO“\W, .

= B De&gﬂ\;\ ‘/>SAVC)\\‘Q—B\3
S e~

( Crpere )
N
e (o)

go‘% ™o

gcﬁc,\
oy 50 j %M&“ Lo -
\b,
‘/? Peo eSS Jruc}éi W\o&:\{v;
T eeked R 335@%
e \J5 (Deas ;
w X
:. Q3

;

@\Dﬁ%c&—&_ﬁ«/\ r\J\Q%\S 3 S e ossieAN

&o\,«ea And‘eév - Ao SCOSNCA

Spsr=
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I now realise I am on a\)ournej where mg Nnarrative
o€ Prac‘rice s uNnknNnown until I have experiemced or
perceived it; no p\annmg, no preconceived ideas and
no idea about what I am about To draw, drape or pin

or even Think f€or fThat matter before it happens.

As a series of resolutions, mg ’r\noug\nfs and actions
collide and it is at This point that m5 practice just
happens. The sPor\‘ramei‘rS ok mg practice hap?emmgs

are unknown up to The point o€ experience.

UCOUSU() St 20UDIUDN] DU |

There is no end 1o The narrative of mg practice. 1
now understand that mt,) doinﬂ of" practice is more
an experiential continuum o practice happemnﬂs

rather Than a summation of practice resolutions.

THE EXPERIENCE OF THE DEEPLY ENGAGED REFLECTIVE PRACTITIONER REASONS WITH WHAT IS

Toucault's Theories cor\c,ermmg the posi‘riomnﬂ o% The
author as function places me, The practitioner, in a
different place and a context that I have not rea\I5

considered before. IT makes sense; 1 am not smﬂu\ar to

S HNDONOL

mnj process and practice but one part of a siﬂmﬁcamf

whole.

It is wic\elﬂ accepted That practitioners £ind diﬁf\cuh‘ij
n \mkmﬂ T\neor(j with Their practice as practice just

happens and is mos’rlij Tacit until after the €act.

Nioaus (661)

I am no exception o this?

I am ha\)mﬂ To externalise mij practitioner-self in order
To defermine and arque The theories of practitioner
‘rhoug\q’r and action. In domﬂ This am I crem‘mﬂ a
neutral space £rom which practice can emanate for

others to enﬁaﬁe?

I am momem‘rari\g unnerved btﬁ This and I need to

remind wujsel»? o€ mgj visual and cultural ambition.

UOUDUNL SD JOULNY 30

P

(\/\g narrative of practice is now not mel 1 am outside

o me lookmﬁ in, over, around, above, T\nroufjh and back.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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INTRODUCTION NARRATIVE |

SITUATIONAL AND RELATIONAL NARRATIVES .

THE CONSTRUCTION OF A NARRATIVE OF PRACTICE AS
PROCESS, AS PRACTICE, AS KNOWLEDGE IS WHERE THE
INTELLIGENCES OF THE PRACTICES OF THE PRACTITIONER
RESIDE

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

I started T\ms\journeb as a practitioner researcher and
I am emerging as a research practitioner. I have read
uoide\j on the mamj conﬂi(‘;ﬂma arﬂumen‘rs That discuss
what designers or practitioners do. Friedman (2012) on
(+/06/2.012 PHD*Desi\ij@Jiscmai\,ac.uk comments “Nice fo

PPN T Wy

see that 'Hmeomj Vv practice is raismﬂ iTs uﬁ\j head aﬂamu

and notes the refju\arh”j and unresolved status o€ what 7®U
desiﬂm ‘rhmkmﬂ is. Triedman suﬂgesTed That there are 8_
mulfiple Theories of practice and discussed the ‘art o *7v
desifjm’, arﬂumﬂ the art of professiomai practice That
can be considered in both scienti€ic ferms and rule of
Thumb.
Is That what I am domﬂ? Am 1 ar\@jumﬂ m:j practice as
an art!  For a moment I am drawn but still 1 question
€ my practice is about fruth not art?
I am beﬂmmnﬂ To wonder i€ fashion practitioners ha\)ecécz
a unique uoaij of desiﬁmmﬂ in that The problem To be o
solved is an aesthetic one’! The basic principles o€ AT 8
and £unction are a 3i\)en and beijomd This aesthetic (;_)‘,
measure become the value of ifs success. As I read fThe ((g
words of” Friedman and like-minded others I question @
where wuj practice £ifs. 1Is mt)) domﬂ of" practice the %
art o€ practice iTsel€ or it is The fruth of the art? S—
I need 1o reconcile my new-found researcher-self g
with Mj (nouo) dee?iij emﬁaﬁed practitioner-se\€ i€ mij (:)\']
‘rhmkmﬂ and domﬂ are To confribute To the Kmouoiedﬂe %
of The discipline. -
5
(\/\5 £ashion practice reasons with the visual proposition L(_é)
‘rhrouﬂ\f\ mg inTuitive Knomimﬂ, (\/\j practitioner-sel£” %
perceives mb reasommfjs That are experienced ’r\nrou\cj\n 5
mb knowings. %
_\,
The tacit process of’ mj practice is acknowiedﬂed Sef %
m‘ramﬂib\e. (\/\tj practitioner-self is dee?\ij connected to ;’
The reasommﬁ o mj practice. Mj practice reasomnﬂ S _/\\
immediate and Kﬁouomﬂ; What is seen, what is known
and what is meant emerﬁe as a consciousness of what g
is. Mu fashion practice becomes an own version of =
reaii‘rg albeit a tTacit one. 8
I

Does fashion practice need to be more than thisl 1

don't know! Are m reflections aJusTiﬁcaTiom o€ this?
Can mtj Tacit Tom\st and €romﬂs reconcile tThe practices

o€ mt)) pracﬁce?

The ex?erienae o€ m5 @rac‘rice \S Qersomai and mij

reasomnﬂs are fo be um\)ersa\lj understood.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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SENSORY NARRATIVES .
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I am increasmﬂ\ﬂ €ee\mﬂ confident about wuj not
domas These experiences feel like infense and intensive
practice haPpemnas, Quesﬁommg MB e\)erg ‘rhouﬂ\m‘

and action, ma\Kmﬂ awanj or creaﬁng space, both in

sgusoq LON

Time and disfraction has enabled me to subcomscious\ﬁ
be more aware o€ m prac,‘rice \nQQPemmﬂs, I now
recoamse Mj ”r\mnkmﬂ and domﬁ as simultaneous and

separafe functions of" mj practice.

Moments o€ not Knommﬂ cha\!enﬁe nmj practice

Kmouomg.

I cannot practise without this experience of c\na\!emﬁe.
When I am C,\na\!emaed with not Knowmﬂ mj senses

are acu‘re\g heig\n‘remed and mij practice Knouqmg, as
perceived \nappemnﬂs, are experienced ‘Hnrouﬂ\n nmj

‘rhmkmﬂ and domj

This voice of the practiftioner, wuj voice, is to construct ;

a narrafive of my practice. I want To evidence a (-
consis‘remcj of" both my theoretical and conceptual 6
‘rhmkmﬂ and domﬂs. A window does exist £or me to 6

®

construct mij practice buf it is a momen‘rarb position
That exists prior to commercial adoption. (\/\3 practice
as research must exist in a \zirﬂm-\ike state where Time
\s 3&\1@0 €or mtj re€lections and €or the cultural crh‘ictue

of ofhers To fake place.
Am 1 deﬁfjmﬂ commercial reasont It is as € commerce
will somehow want to consume mB practice with no

reﬂard £or the in”remﬂemces o€ maj ”r\nmkmﬁ and domﬁ.

I am not readg To let go.

CONSCIOUS REASONING EMERGES AS TACIT KNOWING OF THE NEVER SAID

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 31.

REASONING AS KNOWING .

L} \

] 1
: , o WON

¥

F e
e

)
)
N 9
;’_l
&
y!

22

It is becommﬂ clearer To me, as 1 befjm To make
sense of the whfjs o€ what I do, that the

deTermimng o€ T\neorij are c,om‘ribu‘rmﬁ to a «—”ee\mﬂ

o au'ﬂneﬁﬁci‘rb when desc,ribmﬁ m:j £ashion

practice as research. 1 consider this an auﬂnori‘r:j

not fo be faken €or Srcm‘red and which needs

constanT hourishma to enrich the narrative o4

m:j practice £rom a \)eﬂj personal perspective.

(\/\akmﬂ sense of what 1 do is empomerinﬂ To me as a

practitioner and o mu future practice.

A subjective-

objective relationship with m ractice is emerging.
D) P Y P 9ing

I am reasoninﬁ sukzjec‘hvekj and reﬂec‘hng ok\y‘ec‘rwe\s

Through, in and of mij ‘rhmkmﬂ and domﬂf

THINKING AND DOING EMERGE AS SIMULTANEOUS
AND SEPARATE FUNCTIONS OF PRACTICE

200D SO 2AUDIUDN D gusrmu.suoi)
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z

(\/\(j\journeg o disco\)erg is e\)o\\)mg ‘r\nrough an
emer::jen‘r, complex and singu\arlb perceived set of
narratives. Each narrative cannot exist without the
ofher L:)e‘r 'r\ne(j exist as simultaneous and separate

narratives of mg practice.

(\/\3 doma of pracfice is not smﬁu\ar. A multi- voiced

VISUALISATION AND TRANSLATION OF PRACTICE . e e s 4 1 Al 57 s o 7

it seems’

2oUODId SO SSUPION-ILINW

A MOMENT OF REASONING IS ACKNOWLEDGED BUT ONCE PAST THE REASONING N :
spectator o€ M(j practice commented That my work
IS REFLECTED UPON AND CHALLENGED ONCE AGAIN would not seem so ouf of place in an art 3a\\er5?

Thefj go on To ask i€ fThere is a careful balance
between what is art and fashion practice. 1 am
aware that mb fashion practice performs a dual role
as The de‘rermmmﬂ functions serve both practice as
research and practice as aesthetic. 1 would also argue
That beijond The aesthetic mb practice has a voice,
someﬂnmﬂ to Saij’ much like an arfist as he places his

brush stroke on to the canvas.

Ol oadg pagogug UL

Whtj is it that I and others are c,or\‘rmua\\:j de€emdmﬂ

9racﬂce’s position with or aﬂamsf the arts?

I compare The artist who captures his moments of
pure expression on to his canvas to my work, as a
€ashion Prac‘ri‘rioner, who mmm\;e\ﬁ reasons with the

practice aesthetic.

Is it That the art of practice Is mb domfj of" practice
and mij Truth of practice is mij art?

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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z

(\/\3 research, as pracftice, is o\)eruo\ne\mmﬂ\tj intense as
VISUAL DESCRI PTION 1 meamnﬂﬁ/{\lﬁ engage with the purpose of exposing
o The unabbreviated oceuvre of mtj practice reasomhﬂ,
My practice Thinkiﬁfj and domfj are complex and

mec‘mmgﬂx\, 59 on\j To me.

Gunther Kress gave The most Thouﬁhf—pro\)oking address
at The ESRC Research Conference held at the British
Librarij, 2010. A professor of Semiotics and Education,
I<ress arﬁued £or a new Paradiﬂm fo be considered

as we think of and demonstrate new Kmow\edﬂe. The

example 3wer\ was to describe a nucleus.
A cell - has - a nucleus

In a traditional fThesis model this description can be
considered as linear.

S

IKress then asked, “What does a nucleus ook likel™ and
displaued a simple drauomﬂ o€ a nucleus as a \arﬂe
circle with a dot inside and off-centre. The drawmﬂ
c\ear\tj presented visual information such as size,

proporfion, posifion, balance, OPC‘C”ij etc. The imaae

PRACTICE DECISIONS ARE COMPLEX AND MEANINGFUL, IF ONLY TO THE PRACTITIONER could be considered as modular,

obo PPPOMILLINWI PUD \Dﬂugyp UL Ul SISaUL [DIOLOOP 2U| |

What is the difference of Kmouoledge when presented
eifher as written or a visual descrip’ﬁom? IKress arﬂued
That a re-conﬁﬁura‘rion was needed fo recoamse new

and emerﬂem‘r research mefhodologies.

Is this what I am doing?

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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EVOLUTION OF INQUIRY .
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NARRATIVE |

NARRATIVE 2

APPENDIX

NARRATIVE 3 EXHIBITION

Tve come across Darwinian theories’ and Darwin's ;
Theory of Evolution’. Are there comparisons that ce
can be drawn between these and the practices of g
The ?rac‘ri'homer? This seems like a biﬁ stretch of the 'é
imaaina‘riom and I am wonderinﬁ houw m5 ‘r\nmkma is 5
3e‘rﬁm3 fo this point. Q

D)
1€ evolufion is the result of two OPPosmﬂ forces that g\
coms‘rar\‘r\g infroduce variation in the traifs of the li\)mﬂ 8

and % natural selection versus 3eme‘ric dri€T could be

b

aiiﬂned to mtj *mmkmﬂ and dom\Cj then is mg\jourme
of practice as Two op?osma £orces within which the

practice aesthetfic could evolve!

Is that if Is that mij Darwinian T\neorj\?

The evolution of mj practice is The result of m
‘rhmkmg and domﬂ (as Two a?Posmﬂ ?orces) that
introduce variation to the practice aesthetic as visual

oufcome . just mabbe?

THE PRACTITIONER PERCEIVES A THICK SENSE
OF UNKNOWING KNOWING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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2

As a practitioner I am ﬁmdmﬂ T cha\\enamﬂ To practice

at The same time as theorise about mtj pram‘icef

Odd\g eﬁoufj\q I ery’oij or Thrive on \navmﬁ more Than
one practice project on the \(jo. The ideas seem to €low

£rom one project To another and back agam seem\ess\j

EXPERIENCE OF CHALLENGE Time is msj biﬂges’r £rustration. TheJuﬂa\imﬂ of multiple

reasommas are part of mg process of practice and onl

BU\UOSDEBJ ENNaW

help 1o build the heiﬂ\n‘fened sense of Knommﬂ That 1
(-‘)\0\003\ MC)\I\Q é\oa‘}? crave. Yef, when I have 10 commit word fo paper, the

words do not £low Cc/m‘e e easilﬁ and an awareness

o Time eludes me. A moment’s T\mnkmﬂ and domﬂ

Socy

SQ S w\v(\Q_ N Blogpsy.
G Susre cu/v\oio\\ H:)

% Qo U (G\/V\M& i can sometimes fake hours, or so it feels, To capfure
or define what it is That I had meant, experienced or
7 LN e p*eO{‘Q, perceived.
< dewww\wk} \OAN \
~ ! o) (5]
’\((l()'](\ Lo Vs v} The visual metaphor, sometimes a scribble, a doodle or <
(.
(" SYWA . a sketched Thouﬂh‘r as mnemonic is a commitment 1o 8
) The SQT unknown but infended. These are moments of g
gc C)\OOX\A . ¢ elafion, lasfing 00\5 €or a second, before the moment <
‘ is lostT and a cucle of new Thmkmg and domﬂ beﬂms g\.
\jcr\()g_, \)u,ku") aﬂam, (\/\5 unknouwn Kmowmﬂ paves The waﬁ for what 1 =
S
\Q)(} NPT *c\(L ?< do not as «jew‘ knouwo. -Q
Chk C/M

et I THE CONSTANT REFERENCING FROM ONE IMAGE TO ANOTHER -
o ‘ m\o\o\S\ wiga e
S e P WHILST CROSSING MULTIPLE DISCIPLINES CONSTRUCT THE

Gf" / \ \\\Qm : ARGUMENT OF WHAT IS MEANT
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Figure. 34.
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Figure. 35.

A DoING oF PrRACTICE .

ETTIR

#
Y

CONSOLIDATION OF PRIOR EXPERIENCE AND
GAINED KNOWLEDGE CONTRIBUTE TO PRACTICE
IN THE PROBLEM SOLUTION SPACE
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INTRODUCTION
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I am pro?osmg That, as a \Nimﬂ record, a desiah ":H
eT\nnograp\mc approach could be used fo capture 5
conversations with muself as The practitioner, _%
conversations with the artefact and its evolution and &
conversations with The spectator and their emﬁaﬁemen‘r (t\?
with the artefact. 93
Q

D)

Is it That ThrouahJourmal, audio and visual capture the ('_\2
lived rea\h‘ij of €ashion practice is to create a (future) 3
_ _ . 5
e'ﬂnr\oara?\mc record of an experience of pracftice! O
Q

Q

I wonder i€ this me‘rhodologij has been adopted )
before in a research practice contextd I am excifed CE

and fascinated bfj The potential of This as a future
e‘rhmoara?\mc posiﬁommﬂ of” mij practice; a consfructed
narrative of a lived reality. (\/\aj research meﬂnodo\ogij
aims To in\)esﬁﬁa‘re fashion practice as a culfural
phenomenon of ifs own accord. Will this Sramf va\idi‘rij
To the here and now as a record of what is meant,

known and understood of mS prac‘rice?

'9€ "2unsi4

“A1ug >ooqya1exs
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1 am havmﬂ To learm not 1o dismiss mj reflective
9omdermﬂ. Without mij QOﬁderiﬁﬂ I am in no doubt I
would not have come To understand mg practitioner-self

in the wab that I have.

e
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FASHION AS METAPHOR IS THE LANGUAGE
o OF THE FASHION PRACTITIONER
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CRiTicAL OBSERVATION .
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for a moment 1 feel like I am 3e‘Hmﬂ carried auoakj
with ’rhmﬂs I don'f understand. Perhaps it is okaj To
inferpret m; ownN umdersfcmdmg £rom the perspective
That 1 have!

Is what I know at the time of Knouqmﬂ a valhd

knomina?

THIS VISUALISATION AND TRANSLATION OF PRACTICE IS TO REVEAL THE EVOLUTION OF PRACTICE

As 1 contextualise mij practice more and more mij ideas

and concepTs, as moments of Knomina, are sumfacma
Thick and €ast. These moments often catch me bj

surprise and 1 feel like T am more predisposed To m

Kmowmj I am experiencmﬂ or Peraewma a aomplica’red

mappm\cj of inter-connected and multiple streams of

‘rhoua\m‘. How can 1 elicit data £rom these complex

layers o€ m practice ’rhmkmﬂf How can I place value

or contextualise these moments That 1 commomtj Take

<or 3rcm”red£ﬁ I need 1o create a visual map o fest the

\za\idiﬁj o mij practice in a wider confext. MY complex

ﬂqumg and domﬂ are becommﬂ mtj\jourmetj.

Btj reﬂem‘imﬂ T\nroufj\n, N and of mi.j practice I am

crea‘rmﬂ a record of experience. Commercial reason

LUPISUOD Euyéaau

UOUDN pPUD w\gnoq 1 30 swpalLg

has not jef p\ajed iTs part in wvj practice and I am not

readtj €or this fo \nap?en. There is more ‘r\nmkma to be

done.

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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5

There needs To be a measure, a way of de‘fermmma
The expert or the level of practice atfained for the
purpose of research or stafus of fThe practices of The

practitioner.

1€ the characteristics of fashion practice were To be

aiiﬂned To Foucault’'s characteristics of the author-

THEORY THROUGH, IN AND OF PRACTICE i e ot 1o prasde o mesre oy

£ashion practice whilst it remained in this \)irgm state!l

Adoption of Foucault’s Keﬁ characteristics are to

become a measure of mg <Uuture prac‘rice?

Wows M conklion Fodnmeny At
o Grde - Shepos ?

.

= —
o B ISR

- I
T\L_"DGS‘S\ NAUSA

SL 22U0DUd DY SO 2unspaw

Does the fashion practice confradict or conflict with

prior authored works °

Does the fashion practice exhibit conceptual and
Theoretical expertise that is consistent of prior

authored works 7

Is the fashion practice eq)ual and consistent and not

moTab\ﬂ in€erior or superior to prior authored works 7

Is The meamnﬂx‘u\ status of The practice mainfained

and does the status of The works be\omﬂ b3 association
|D

s

t %&S S IhScobe- E’_%&’\&""
pdCCrligg C maescad & e\
‘ \\N\\()me\"

Does the fashion practice demonsirate a unity and

recosjnised s‘rij\e (hamdwri‘hmﬂ) evidenced bj experiment,

T\neor5 or concept °

Will the fashion practice present a record of events

NB. Characteristics aligned to Foucault’s characteristics of the ‘author function’ role (in Rainbow 1984, p.111)

as experiemced or written bj The author as fashion

\/
S. W %\)CWSQ. Qéﬂr\\é\ﬁ\'\\/\& ?rac‘ri’riomer?
SAwnton FDQ'o\;S/\ ’\QGI\S .
B

MOMENTS OF KNOWING MAKE SENSE OF THE SENSE-MAKING

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Norris-Reeves et al (2012), Fashion's Discourse Cycle: Critical Moment of Judgement., Figure 2, p.11.

Figure. 41.

7

C HARACTE RISTICS OF FASH ION PRACTICE o Aligned to Foucault's characteristics of the ‘author

function’ role (in Rainbow 1984, p.I11) adoption of the following measures are mapped onto the key stages of Norris-Reeves et al's (2012) ‘Fashion’s Discourse Cycle’ argued as distinctive

denominators of future and further discourse of practice.

a.
shion Practice
(Practitioner Role)

3

b. Fashion as Concept:
The Design Intent

f.i. Tacit Judgment
(Knowing & Doing) c. Fashion as Practice:

I

c.i. Process
(practice development)
c.ii. Practice
(practice conclusion)

Artefact (dual role)

c.iii. Knowledge
(practice response)

Critical Moment of Judgement

f. Intra-cogniti
judgment
(Practice Knowing)

Spectator Practitioner

d. 7Zshion as Clothing

!

e. Fashion as Construct: Cultural
and Social status is determined

a. Fashion Practice (practice intent)
The fashion practice should not contradict or conflict with prior authored works but exhibit conceptual

and theoretical expertise of consistent measure and truth as validated by others.

b. Fashion as Concept (thought and action)
The fashion practice should clearly be equal and consistent and not notably inferior or superior to

ensure the meaningful status of the works are maintained and belong by association.

c. Fashion as Practice (dual role)
The fashion practice requires a unity and recognised style (handwriting) evidenced by experiment,

theory or concept.

The fashion practice presents a record of events as experienced or written by the author to be

reflected upon by self and others.

Process (practice development)
Practice (practice conclusion)

Knowledge (practice response)

d. Fashion as Clothing (commercial and media impact)
Public critique leads to the adoption of fashion movements and trends and is largely down to

commercial success or media impact and provides evidence to establish discourse status.

e. Fashion as Construct (cultural and social status)
The historians and curators debate the importance and meaning of fashion as image and clothing to

create a social and cultural dialogue both in historical and contemporary terms.

f. Intra-cognitive judgment (practice knowing)
Critical reference points are revealed, importantly from concept to conclusion, whereby the practice
journey is exposed to successfully capture the intra-cognitive judgments as moments of pure

expression described as a knowing in practice.

NB. Characteristics aligned to Foucault’s characteristics of the ‘author function’ role (in Rainbow 1984, p.I11)

INTRODUCTION NARRATIVE | NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

M(j ‘r\nmkmﬂ and domﬂ as instances of ‘rhough‘r, action, )
synthesis and reflection map onto fashion’s discourse
ctjc\e. I feel I am 3om3 with it but am also pu\l\nﬂ
aﬁains‘r T

b Suosp

(\/\3 practice is not sTraighTf’oru\)arc& and i recoamse the
dual role that mb fashion practice P\abs, I am wan‘rmﬂ
To stop Time; To slow the cycle down and fake fime

FTo reason with mij reflections before mg practice is

21DLS Ul

adopfed for commercial reason.

This critical moment o«?’\judﬂemen‘r exists whilst mtj
prac‘rice remains in This \)irﬁin state €or the purposes
ok com‘ribuﬁnﬁ To The Knouo\edge of" The discipline. I

cannot lose This moment €or re»ﬂec:hnﬂ on mg practice.

(\/\3 practice must remain \)irgm in relation to
commercial measure whilst I construct a narrative of

m5 practice.

THE CURATION OF FASHION PRACTICE
PROGRESSES THE KNOWLEDGE OF
PRACTICE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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32

I have just visited an exhibition at the Hatjuoard Ga\lertj
where Keith Tijsom experiments with maps, poems,
Journa\«eepmﬂ and pam‘hnﬂ, thsor\ (ZOO9> described
his work as a “Frontier ..between an inner and outer

worid®.

As 1 explore thson‘s work I relate o the interpretfive

ANONYM ISI NG TH E PRACTITION ER [ Fashion exhibition often falls short in engaging further with the practices of the ‘mapping Through the frontier’ that he talks of I am

drawn to a mind map that Tgsor\ completed in 1999.

gub(uguu_ gw gum\m\

fashion practitioner. Cotter (2011), Pulitzer prize winner and art critic, criticises Bolton's work in attempting to treat fashion in a similar guise to the arts and not achieving the distance that is
IT is a visual map of T\nouﬂ\n‘rs, ideas and actions that

needed in evaluating the fashion exhibit in a cultural context. Bolton, curator at The Costume Institute, The Metropolitan Museum of Art, New York, responsible for ‘Savage Beauty’ (2011) A . A A
arbitrate in support of his art but also work as a piece

curated the exhibition that Cotter refers to and curated a series of complex narratives comparable to performance art that were assembled as a retrospective of Alexander McQueen'’s sense of art.

of ‘theme, drama and autobiographical accounts' (Horacio, in Silva 2011). VWhat appears to be lacking is an insight into the designers complex narratives when thinking about and doing practice?

‘l’json‘s inner world is exposed for The outer world

o draw its conclusions. 1 read the map as a rich

and \a(jered ‘Hnoua\frr structure exposinﬂ thsor‘.‘s inner

- g ‘rhoua\m‘s, emotions and actions durmfj his moments
L] (e}
\ % "‘\\MA eq\.‘-\/\\/\. ay ‘S—%“V\k\\/\ < of infuifive knowing. This inner and oufer space is a
S
\ & 2 universal space that distances ‘\'njson £rom his work.
>
CONAN" oNS O,
g ¢ \\ \ A non-space for others 1o derive importance per\nays.‘b
v f s o
YA = g _-:,._§ = How can I externalise m5 practitioner-sel€ and consider
] & # ,.a"'r - ;~.a:t'=: GL)
:::,M ' & mzj T\nouﬂh‘r process as a function of mg pracﬁce?
L

This dis‘rancmﬁ o€ mg practitioner-self” could construct

a neutral space where m:j ‘r\nmkma and doima, The
ractice aesthetic and the spectator all function as

{ P P

eq}ua\ contributors of mnj practice.

This is not so much a non-space but a narrative space

where mnj practice happens and is made sense of.

R U R ‘*V\-\'QJ\SQ N\uv&\

\, \/“.QN TSC“ \}\_ 5 ANONYMISING THE PRACTITIONER AND THE PRACTITIONER ROLE COULD CREATE NEW
‘5 : DISCOURSE AND A THEORETICAL FRAMEWORK WITH WHICH TO ENGAGE WITH THE PRACTICES

=Nmes  ASegaTs \R & OF THE FASHION PRACTITIONER

ECEEN ) MCQKM S O~ QeolTRN™Wg
T
Ao So~ AN W\\J&l\_ SENNVY M\S
SR AVAVAINS
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=

Is mg research me'r\nodo\og:j an in%uirg based on
3rounded T\neorij in support of an e‘r\nnographic record
where theoretical interpretation (Charmaz and Mifehell
in Atkinson, 2001 p.féaO) can be app\ied? The collected
data will defermine a05 or all theories That mig\m“
emerge and I am conscious that I don't know what

Thefj are as je‘f.

COM M E RC IAL REASON I NG o Shinkle (2008, pg.2) discusses the simultaneous placement of the fashion photograph that sits comfortably

when viewed in both commercial and cultural terms.  The photograph commonly assumes a cultural integrity with or without commercial reason placed upon the work. Commercial

gJoat/\ 1 PPPUNOLD V

A #”ee\mﬂ of madectuacij

washes over me as I wonder

P

applications such as advertising and promotional media will similarly find their way into many a cultural textbook concerned with semiotic values or compositional artistry for example. Could I not knowsing matters

such cultural values be placed on the practices of the fashion practitioner to support and provide for a value system that reasons with the cultural integrity of the discipline?

Sketchbook Entry.

Figure. 44.

W\mj is it That the (fashion) photograph franscends
eﬁ‘orﬂess\j across The commercial and cultural divide!
Is it That fashion practice now needs fo re-position
itsel€ o sit com{’or‘rabl(j and simuﬁaneous\tj in both of

These narrative spaces?

qdo;go;ou\c‘s SO UOWY SO

IMAGE AND WORD ARE TO BE EQUALS IN A RESEARCH AND REFLECTIVE PRACTICE CONTEXT

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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ure. 45.

Fig
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I have fo remind m«jse\«—’ that this is a construction
of a narrative of practice that I am ur\c\er*rakma to
explicate. I have defined mj fashion practice as a

Journej of process, practice and knom\edﬂe.

THROUGH, IN AND OF PRACTICE . o e e S e s

becommﬂ ever clearer the complexities of what €ashion

practice is, or miﬂ\n‘r bel

20U0pId 3O sa1Lxa|dWoD

Process (practice development):
De‘rermmmﬂ the practice concept (ﬂqema‘ric development)
& Reflect 3D conceptualisation (toile de\;elo?mem‘)

a( .
= Verify
« \é@’(b T m{\S‘o‘m

Developing the fashion arfefact (Practice aesthetic)
?3‘\60& Reflect
A 0e® Practice (practice conclusion):

Reflect Chags gure®®

e
Chag, Bul

Research

deﬂ Inferpreting the practice confext (cognifive and behavioural)

Reflection Throuﬂh, in and of practice (percep‘ﬁom and experience}

\ /dea \dea

Kmou\)\edﬁe (practice response):

Verify . . .

) T Xdem‘\«—”ﬁmﬂ a fhouﬂh’r structure (arc\naeo\ogj o prac’mce}
cne® Qesyomdmﬂ to the narrative of practice (erifical 302@)
ReSearCh Spectator response (Cjaze of practice)

The Curated Project (practice port£olio)

agpa\mou>\ PUD 201L0DI] ‘SS2004d

Practice exhibition

This is what | THINK | do ? |

A CONSTANT LOOKING TAKES PLACE WITHOUT REALLY KNOWING
WHAT IS BEING LOOKED FOR IN THE PRACTICE PROBLEM SOLUTION
SPACE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 47.

A TRUTH TO WHAT IS .
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I came across the work of Rachel Garfield who

described her prac,ﬁce—\ed Ph.D at the Roijal Co\\eﬂe o€
Art as a com’rex’rua\ismﬂ of her practice: a method of
Theore’rica\\j ‘Hmnkina direc‘ﬂ(j Throuﬁ\m The problems of”
the artwork. This seems a loma uoa:j £rom where I am

at The moment.

QUd Pal-eouonid ay |

Figure. 46. Garfield
(2006), ‘So You Think
As a practitioner, like You Can Tell’, 2000
Video, 23 mins

Garfield, I am comsn‘am‘lb
cha\!emﬂed bj a meedmﬂ
To make sense of it all. Cap‘mrina and reasomin\ci
with momem‘ar:j \nappemmﬂs provides a rich source
o% reference material, data % Bou like, That could be
considered as e'r\/moarap\mc in value. I am Thir\kmﬂ

’rhroua\n m5 practice in a problem solution space.

This sensefmakmﬂ o% what I do and what 1 know is
compe\lmﬂ and addictive and presents c\nalienﬂes That
I lhad not considered before when consfruc’rmﬂ a

narrative o€ m practice. 1 make an assumpTtion That

cmtj ((ashion} practitioner would recognise ‘rhe\)ourme(j

o practice That 1 have undertaken but 1 Q)uesﬁon £

’rhej knouw more Than ‘rheaj have ever saidf.

THE PRACTITIONER IS DRIVEN WITH OBSESSION UNTIL THE PRACTICE
AESTHETIC CONCLUDES WITH THE ANSWER THAT IS SOUGHT

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 48.

FINDING CLARITY .

e R S Ko

W\OV\.B/\Q;\,&J_)
Voo \wn “?s“‘ %
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Overmhelming\g The unique Taxonomic relations ok
what I do, what I know, what I see and what I mean
are mﬂ)rmma The process, practice and Know\edae
responses 1o m:j fashion practice as research.

I have 1o stop and Think about how complex this all is?
Will others understfand the complexities of" mfj T\mnkmﬂ
and domg IT's like I am iookmﬂ over, under, across,
‘rhroug\f\, in and of ..all at the same fime?l ij practice
JusT lhappens in an instant and is experienced and

perceived in a vast and multi-voiced narrative space.

Is it possible That I can £ind c\arh‘j in ur\dersfcmdmﬂ

the lived reaii’r:j o mb Prac’rice?

I now feel That mj
s‘raﬂe \Ss set as mij practice as research is emerﬂmﬂ as
performative. 1 am reaa’rma Tto and reasomnﬁ with

diverse and complex T\mnkma and domfj as Theﬂ \nap@em

f\/\tj practice is beﬂmmmﬂ To make sense as the resu\‘rmﬂ
clari’rij o€ umdersﬁ”cmdmﬂ exists or\\:ﬁ T\nroufj\n The lived
reali‘hj o€ mij practice as fruth fo what is.

30O pup Ut U\BY)OJU\ 1 ‘SsorN Uspu( ’Ja(\o BUD(OO’)

THE PRACTITIONER HAS NO IDEA OF WHAT THEY ARE GOING TO DRAW

UNTIL IT IS DRAWN

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 49.

SEEING AS KNOWING .

_,3‘-“ 5 leaming before doing Karl Tup;;:er'? gnme Worlds of Knowledge i
: implicit knowiedge explicit knowledge e
metacogfifion  colizotion seemg listening . procedural
it knowledge . G > A
R Al
World 2 ) P exploring o
= Personal 2 ’Emﬁ s o
Knowledge WO learnifigufter doing 4
{emerges o Ny QS
from Warld ile /o , ;
1 A,
——— processes)  kinesthefic ~

leaming by doing
smelling

o (\ o discovery |

— \
? Existenoemeaiky O \,{\ﬁ\)&g \D‘:Aé
® o \AM\@&AL
g r\)»( o) a\\Cn.& \O &
e /\ - 2 ?40( Qﬁ&‘és .

; 255

<)
By
i

4

QD oorol

® @ e
on | O (SR b\&/\

/

g

©® Mulberry Ref PS410

INTRODUCTION NARRATIVE |

NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

chmﬂ not kept a sketch-book for mamj tjec(rs This

has been aJourmej o% remembermﬂ Remembermﬂ to
capture what inspires me and w\ng Remembermg To
capture wuj e\)ernj T\nouﬂhf. Reﬂec‘hnﬂ on mb reflections
is ﬂeﬁmﬂ easier. In fact I am addicted fo m5
reflections. It is omﬁ Throuﬂh This deep reflective state
That 1 place mgse\«f within That I €ind That the answer

I am \ookina £or is there.

Is it that I knew the answer all a\onﬂ but have never

souﬁ\/ﬂ” to contextualise it be€ore?

Euuaquuawaa S0 gawmor \

I have just been awarded a 3rarﬁ o% almost £1+000.00
To supporT mij research. This not om\ij helps with
budﬂe‘rmﬂ £or materials and fechnical support but also
3rarﬁs a level of confidence in the work I am domg

£rom an external source.

This is some‘rhinﬂ I, and mcmtj ofher practitioners no

doubt, 3ra§>\>\e with in ferms of au‘r\nen‘ricm‘mﬂ Their

gugpur);p Yoswasay

domﬂ of practice. Practice as research s‘rruﬂa\es with
corw”ormmﬁ To the academic aommumﬂjs views of

what research, as practice, ac)ruallj \S.

(\/\3 practice is not ordered, nor an experiment or a
pre-conceived ‘what €. 1 am cons‘rrum‘ina a narrative
o% a domﬂ of practice with the infention of ﬁhdmg

some'r\nmﬂ out or fo make sense of the semse—makmﬂf

THE RESEARCH PRACTICE EMERGES AS ITS OWN
VERSION OF REALITY

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 50.
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The €irst Bear o€ Ph.D S‘I‘udkj radica\ltj chanaed
Garfield’'s medium of practice £rom ?am‘rmﬂ To video
when it became clear that her ouwn practice and

context of That practice were felf To be at stake.

1 recogmse This dilemma and I have concluded that 1

PRACTICE REASONING . need to aakmowledﬂe mij inTuitive Knowmﬂ,

m«Nﬁ evtad

Wk i Cmiméxf'

C\AM-»\'“
F\\:a\}m \_,. s e
e S

Yosvasal MEY)OJU\_L uopsod v Buu,pmou_w

\ZJ\E: ew&(\,&.\
-——-———-——1/
‘ oy THE MORE REFLECTION, THE MORE TRUTH CAN BE REASONED WITH
\ %\\\«D.N&FQ‘ \ -.u\a\‘:
/

A L&
) \S‘”‘”@\Q iy l e 0-&:\-’\

‘ CML&NA\R

\CoU«JM\

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

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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z

I am increasmﬂ\j Loaﬁ”ﬁﬁﬂ o explore the medium of
photo narrative, sound and oral capfure. Conversations
with musels” as The practitioner, conversations with
The arfefact and its evolution and conversations with
The spectator and their emﬂaaemen‘r with the artefact
could introduce a ‘rrianﬂuia-red model as a wag o%

seeinﬂ and respomdmﬂ to research prac‘hce?

MAPPING PRACTICE THINKING .

’ OI¥Sd J94 ALsaqmpy &

LO«M_n— (BFA&\AN\.\J‘T_L o AR N\u&é\& -

gugaag 30 |epow pauomgupu 1)V

G fon: ravy  hemecal il IS WHAT THE PRACTITIONER KNOWS AT THE TIME OF KNOWING A VALID KNOWING !

R )
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Figure. 51.
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S
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WOULD THIS TAKE THE ENGAGEMENT BEYOND PRACTICE ITSELF ?
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Figure. 52.

INVESTIGATION OF PRACTICE .

;

INTRODUCTION NARRATIVE |

0

NARRATIVE 2

The visuality of the constructed image or artefact is supported by Rose’s (2007 p.I3) site’s and

modalities towards a ‘critical visual methodology’; a method that interprets the visually constructed image or artefact through process (practice development), practice (practice response), and

knowledge (practice conclusion). Is this what a constructed narrative of practice could look like?

Narrative |
Engagement through Practice

(Living Port<alio)

NARRATIVE 2
Archaeology in Practice

(T\nouﬂ\frr S‘rruc:rure)

Narrative 3
Gaze of Practice

(Consc,ious Seeing)

PROCESS

(Prac,‘ric,e De\)e\o?mem‘)

PRACTICE

Practice Response
( ponse)

KKNOWLEDGE

(Prac,ﬁce Concl usion)

EXHIBITION
(P\ U\)aij o€ Seeing)

NARRATIVE 3 EXHIBITION APPENDIX

What is mg research meThOdO\oﬂfj‘P I am ONSJMST
beﬁmmng to see how I can 3aﬂf1er meammgﬂﬂ data
That a\iﬂns with mij research aim. Ontil now the
answer has remained elusive. I am never sure £
This is a confidence issue or a deﬁnmﬁ moment o€

uhders‘randmﬂf

Reﬂea‘rmg on mS practice ‘rhrough action research
me‘r\nodo\ogies is cap‘rurinﬂ a rich and complex set

of experiences and perceptions of mg practice fo

construct a narrative ‘r\nough, in and of mtj practice.

| AM CLAIMING THAT | HAVE INFLUENCED THIS SITUATION BECAUSE | STARTED
LOOKING AT WAYS IN WHICH | COULD IMPROVE WHAT | AM DOING, AND |
NOW HAVE THE ENDORSEMENT OF OTHER PEOPLE TO SHOW THAT WHAT | SAY
| AM DOING CONSTITUTES A FAIR AND ACCURATE CLAIM

MeNiff (2002, p.17).

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 53.

SOMETHING TO SAY .
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NARRATIVE 2

I am still 3“{??”03 with what fashion practitioners
do? There is no doubt that action research (Sc\nom,
1983) as a research me’r\nodo\ogg provides a £rameuwork
£or researchma fashion practice. The research focus
however s never linear, as mb €rst foile beﬂms To
surface as some‘rhmﬂ That is workable and \Jisuamj
m‘remﬂeﬁ‘r both in concept and context. I want To
build a visual map of ’rheJourmetj of practice that I

am both experiencing and perceiving (so #ar). Osing

imaﬂe and word am I to deseribe what I am domﬂ and

uo\nj I am domﬂ T 1 am overwhelmed btj The sense
o% disco\)ertj That I am reasomha with T‘nrouﬂ\n, in and

o€ mg practice.

(\/\akmﬂ sense of it all is The cha\!emﬂe,

MAKE SENSE OF THE SENSE-MAKING IS EMPOWERING TO THE PRACTITIONER

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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Figure. 54.
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2

I am becommﬂ deep\j ehﬂaﬂed with the Lo\mjs, whats

and hows of my practice. 1 reflect more £reel

bum

The depths of where I have never gone before and this

excites me.

I am in awe of the depths That I have gone and I am

once aaam \ookmg at me. As 1 construct M(j ”r\nmkmﬂ

TRANSLATION OF REASONING . ot e o o me 1 w26 e

multiple narratives that are Simu\‘raneouslﬁ happemnfj as

I practice.
)va\cj;v\ @,V\a\w\né \633 M V\Qeoa \Z../‘ ;ge;er;z;zzre Than one of me. 1 am not smgu\ar to
C;\AS\B%_; "}'@‘:%\ (@A) O\D&L&
\N‘Kaa 0’9\ w:k;\.ns 7 S%\Q}\\ \\&M
\/\DQ
M M’QQJ QQ&.S\D CS"\Q'U:’\ The benefits of my journal-keeping helps me fo

‘ S\Q examine, £rame and solve problems as ’r\neij arise. MB
\b g saD f\l - ) _ournal ?os’rma is becommg an archival record o€
what I know, how 1 arrived at what I know, what 1

Bo see, what I mean and what I plan to do about it. I

am becommﬂ a dee@ij enﬂaﬂed reflective practitioner
P(G% and This process of reflection is Fascma‘ﬁnﬂ and
ex\naus‘rwe\g habitual.
/ I cannot practise without q}uesﬁor\ antﬁ morel

20U40nJd $O SONOY PUDL SpUM ‘S

20DL SP (PUINOC DU |

(\/\3 researcher-sel€ is still not confident but I move

forward richer for the experience.

@ I THE PRACTITIONER CANNOT PRACTISE WITHOUT HAVING READ, WRITTEN, SKETCHED AND
f&"‘; - TRANSLATED INTO 3D, SOMEHOW TOGETHER ALL AT THE SAME TIME

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



logical Approach (draft).

Mapping the Methodo

Figure. 55.

5

INTRODUCTION

NARRATIVE |

AN EMERGING METHODOLOGICAL APPROACH « 1 ierto5iog oroject (WheelerandLambertHeggs.

Research Paradigm

Research Activity
(Data Collection)

Philosophical
approach

y

The Author-Function Role

Narrative Enquiry
Knowledge Conversion

Practice Output

r-Eflective Journal
(Blog- Edited)

Data Collection

Practice Project

The Thesis

_| Data Collection1

v

Record of Dialogic

A4

Empirical Phase

¥

Stage 1
Engagement Through
Practice
(Living Portfolio)

Research Method:
Action Research

Reflective Journal
(Sketchbook Work)

Practice
(Practice Development)

Y

Research
Framework

A\

Stage 2
Archaeology In Practice
(Thought Structure)

Research Method:
Reflective Practice

Process
(Practice Conclusion)

Events

Y

The Curatorial Project
(As a Dialogic Model)

The Monument
(Archaeology of Practice)

Data Collection 2

Y

Y

Knowledge
(Practice Response)

(Hermeneutic)
Phenomenological
Phase

Stage 3
Gaze of Practice
(Conscious Seeing)

Archaeology of Critical
Gaze

Research Method:
Design Ethnography

Critical Gaze
Spectator Engagement

Active Critical
Responses, Interview
& Questionnaire

A Critical Visual
Methodology

Y

The Spectacle as Artefact
(Conditions of Possibility)

Ways of Seeing
Moments of Discovery

Ethics Release
Initial test exercise
Reflection

v

Y

Data Collection 3

Curatorial
Intervention

Critical Review & Data
Analysis
Theory Construction
Collective Understanding

Dissemination
(Opening out)

2008) explores the connecting
of students to their mentors via
a blog format and argue this as
a useful teaching and learning
tool. The blog format requires
the writer to reflect both in
and on action, enriching and
encouraging a deeper learning
experience. The reflective
methodology is enhanced by

soliciting commentary, debate and

collaboration.

NARRATIVE 2

APPENDIX

NARRATIVE 3 EXHIBITION

To beam To Think ‘Hnrouﬂ\n how the spectator
miﬁ\m‘ engage with the narrative of muy practice I
am needmﬂ To defermine a Thouﬂh‘r structure or
arc\naeo\oﬂg That situates mnj T\mnkmﬁ and domg.
Both «a c,hromo\ogij and a Taxonomg That orﬂamses
The Kﬁow\edge 3amed o€ mg fashion practice as

research is needed.

I am s‘rruﬂﬂ\ma To distance mB practitioner self in
order to disﬂnﬂuish The Theories and practices of Mj

practice as research entities.

The visual mapPinj of mg prac‘hce\)ourneg, someTimes

diagmmma‘ric and some times pictorial, a\iﬂns To both

Q\/\) SO 2NUDMUDN D EUH,’DYU_LSUO’D

the thesis and mg practice. Even commh‘-ﬁmﬂ these
words o paper I notice I am dis‘rancmﬁ the thesis
(a\mos‘r as an i‘r) whilst €reelij ouommﬁ and persomalismﬂ

The (mg) practice.

2oUoDIg

As research entities I am ﬁnding i difcicult to
empathise with the thesis. This is as an unfamiliar
black hole that looms in £ront o me and is Tes‘ﬁnﬂ The
familiar, The recognisab\e, The narrative space That 1

£unction reﬂular\j within.

Is it that the me‘r\nodo\ogica\ approac\n S emergmfj
‘rhrouﬂh several structures that 1 need fo orﬂamse and

make sense ofT

THE PRACTITIONER IS NOT SINGULAR TO THE PROCESS
OF PRACTICE BUT ONE PART OF A WHOLE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

i

the tacit moments of disco\;er:j experiemced ‘r\nrouﬁ\n

1€ a practifioner cannot easi\(j or corﬁﬁdem‘\b discuss ?‘

ARCHAEOLOGY OF A CRITICAL GAZE ° Their work (cmd none o€ us rea\!tj can as if’s just what o}
is domef) Then no wonder, as a discipline, it is difficult 6

To be understood or to even be considered a valid (—2

Gaze Of Practice member of the academic research commum‘r(j 5

L (\/\3 practice is, however, befjmmna To make sense. éU

Kmowima N pracfice is a common Term re€errmﬂ to (_3‘_

6.

O

practice but has be‘r To be comﬁdem‘r\tj adopted bb the

academic research commur\h‘:j,

Knowledge of Fashion Contexctualising now T Think 1 Think of how I know 1
PraCtlce know whilst in practice is origma‘rmg as an inward,

Knowledge of Fashion
Practice

outward and upward experience. The connem‘ivh‘s

is in€inite as mwardlj I am c,omnec,‘hng with musel,
ou‘ru\)ardlb I am comnec‘hmﬂ with ofhers and u?u\)ard\g 1
am connem‘mg with a sort of divine eﬁ‘l’i’hj comcernmﬁ

The culture of practice itsel €T

This feels a Verfj personal and dimemsiomallb aufjmerﬁed
space. A narrative space that has no bounds and where
the s\fﬁ€‘rmﬂ place or Time and fhe spatial reach can be

considered infinite.

Practice Aesthetic
(Spectacle of Practice

N\

Narrative Enquiry

Viewer Engagement Lived Reality through Practice

Experiential Reality of Practice

Reflective Interactions

Spectator Role

Reflective Practice
¢ Practitioner Role

The Stage
<> (A Curated Intervention) <«

¢

Figure. 56. Archaeology of a Critical Gaze of Practice).

THE IMMEDIACY AND ADDICTIVE NATURE OF THE REFLECTIVE PRACTITIONER IS THE SALVATION OF A TELLING OF PRACTICE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Sketchbook Entry.

Figure. 57.

A NARRATIVE SPACE .

”;‘D\&x\m\ SNV INCIN cond oo
® nonpuddad do sl oSV
wol & o\f‘Vu\c& UOM\SS (”r’ oVes o>
apcxww\)gé Nu\»\\\s-

* N Q«\\N{ OQQQ\\W\

Jowneld A Communc

el . Vol ¢ 22
2005
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I am nNnow on mg Third incarmation of ‘rrjmﬁ To work
out a method to best capfure maj research practice
Jourmeb. It is mcredib\j —Frus‘rra‘ﬁmfj and is \qmdermﬂ mtj
progress. I just want fo 39,1‘ on with the job but new
skills are needed and I need to take the time fo learn
Them; Graphic desiﬂn, Qho‘r03mphj and €im makmﬁ o
name but a few, are all c\nanemﬂmﬂ mg pursuit for the

best 1 can do or be.

2JNLADD DI SO POYLBW

CHALLENGED BY THE RECONCILIATION OF IMAGE AND WORD

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



VALIDATING THE THINKING PROCESS .

Practitioner Role Spectator Role

Instances as Thought
(Temporary and Evolving)

Fashion Practice

\ ¥

Instances as Synthesis
Process, Practice &
Knowledge Response
(Virgin State)

y /

Instances as Action
(Act of Practice)

¢ Gaze of Practice
(Dimensional Space)

Y \

Practice
(practice conclusion)

Knowledge
(practice response)

Process
(practice development)

Practice Knowin

Practice Knowing
(Intra-cognitive|

(Intra-cognitive

Practice Knowing
(Intra-cognitive

judgment) judgment) judgment)
What | What | What |
What | do Know What | do kno What | do Know

Practice
Spectacle)

Narrative Enquiry

Reflective Interactions (Practitioner Role)

(Spectator Role)

The Stage
(Curatorial Intervention)

Fashion's Discourse
Cycle

Knowledge of
Practice
(Critical Gaze)

Instances as Reflection
(Adoption of Cultural & |«
Social Status)

Figure. 58. Mapping the Knowledge’s of Fashion Practice [updated 2012], (Norris-Reeves et al, 2012 p.13).

;

INTRODUCTION

6

TRYING TO MAKE SENSE OF THE BEGINNING ...WHAT IS MEANT !

NARRATIVE |

NARRATIVE 2

APPENDIX

NARRATIVE 3 EXHIBITION

I just know when mg practice is rig\m‘. I Nnow
question how T know what I know, uo\mj I know
and what I am domg o bring about m Kmowma?
I am driven bj This imperative To KNOW and I

am not even sure what I mean bfj this?

As I engage more dee?'b with reﬂec‘ﬁng on mij
practice 1 am beﬂ‘““mfj To realise mg Knowmﬂ is
not just limited to mg practice. This voice (mg
\zoic\,e> is also experiemcmﬂ a Knouomfj T‘mrouﬂh mij
dai\g reflections. (\/\5 uori‘rinﬂs are infense as The
mulTiple voices o wuj Kﬁouoinj are brouﬁ\n‘f To

the €ore as 1 reflect in and on mtj practice.

I am in awe as The depth of mEj ehaaﬂemem‘ with

both research and practice is overu\)\neimmﬂ\nﬁ complex.

SONOUS| T 4DYM CNOUS| T PUL COU MOUS| T O 4PUM
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Sketchbook Entry.

Figure. 59.

THE ENGAGED PRACTITIONER .

concept mapping to provide unique taxonomic relations of hierarchical and longitudinal reckoning. Could this sense-making be experienced and determined through a lived reality of a doing of

practice!

confiian  Fodmeony At

& Gude - Sheyos 2
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\> ’—D\SCQ\N\,Q_. eb\’&c\&-\\\fb

Cothd, v Sreed
DS

S NS o 9—5}"\\0\‘&".‘

C oA aad & V\‘QB\U\
° \ VWA, Qmér

S. W DV R §w\\o\§«\/\0’§
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570\«:5{3??0‘/\ . ’—DQ'Q\\CS\/\ “‘Q.d/ us ,

INTRODUCTION NARRATIVE |

7

Kolko (2010 p.7) suggests the action and method of ‘sense-making’ can be visualised through

A TELLING OF PRACTICE BECOMES WHAT IS AS TRUTH TO A DOING OF PRACTICE

NARRATIVE 2

NARRATIVE 3 EXHIBITION APPENDIX

Mj research pracftice life is becommg mobile.
Oppom‘um’rtj for The capture of mn:) reflective narratives
now fTake on a multitude of Sjuises nNo Mmatter where 1

am.

(\/\obb\ogamﬁ (blog entries via mobile phomes), Tuomogs
(reflections on practice via fwitter), Vislogs (reﬂec’rmﬂ
on practice using image capture) or Voxlogs (reﬂec‘hma

on practice T\nrouﬁ\n oral commem‘artj) are all possible.

(\/\‘:}Journeg of" reflective practice has ije”r To unfold
and be tested as ’rea\nno\oatj presents these numerous
me‘rhodo\ogies o capture mij ponderma and o€
becommﬂ a reflective practitioner. The addictive nature
o% tThese fwentu-€irst cem‘urtj mediums is promo’rmfj

sustainable reflection whenever and where ever I am.

Jouoonud anDB| S UD guyuuooaq PUD guskuba\ gw gugggor'gugggqg

The active responses of the spectator in L,mders‘randmﬂ
and res?ondmg To mij fashion practice is crifical. As a
fashion practitioner how do 1 prioritise or disﬁmgws\n
mi.j <ashion practice as Kmowledﬂe over mb €ashion

practice as aes’rhe‘ric?

20U00Id L0 UOLLURMI2LUT
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Sketchbook Entry.

Figure. 60.

ENGAGEMENT THEORY .

PrAacTICE
(&S Rese\qrad\\

\W SP1R AToN

PRACTICE \ONVATON

DESIGN  UKaow\n G

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

Is it that begond a doinj o€ mg practice there is a
deeper emaagemeﬁ’r where theories of emﬂaﬁemem‘r

could be aPP\ied?

AcTion research meﬂnodo\ogjies are now well established
and recogmsed, but what of the practitioner withing

What do I do and how do I 3e‘r theref 1 s‘rruﬂa\e with
not Kmowina what I do and how Theories can or cant

be ayp\ied until practice haypems?

1s this houw it isf 1s This OK? 1Is This not knowing

sustainable To m ractice. as a research endeavour?
5 P

PopPUUIIUMOD St 2ouURURdXD MOl

THIS SEEING IS NEITHER DESCRIBED NOR HAS CLARITY WHEN ENGAGING
WITH FASHION PRACTICE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



Engagement of Practice Theory (draft).

Figure. 61.

INTRODUCTION NARRATIVE | NARRATIVE 2

i

Is THIS WHAT PRACTICE IS ?

PRACTICE AS INQUIRY

Reflective engagement ‘through’ practice

(Living Portfolio) +

PRACTICE REASONING

In" practice contexts concerned with theory and method

(Thought Structure)

KNOWING KNOWLEDGE

Voice of Reason

(Practitioner-Self and Conscious Other) - E N GAG E M E NT O F PRACT' C E

Through, In and Of Practice

KNOWLEDGE CONSTRUCTION (4 future Now)

A consciousness ‘of” seeing concerned with the present

(Gaze of Practice)

MORE IS UNDERSTOOD OF WHAT IS KNOWN THAN IS EVER SAID

NARRATIVE 3 EXHIBITION APPENDIX

I am now at one with wuj ref€lective-sel¥ and this is (o)
deePenmﬁ mb sense of engaﬂemen‘t I am somehow Q,(CB
com<forted btj The confidence that I am ex?eriencm\cj %
as The deeper 1 enﬁa\cje with mfj reflective-sel€ the 0
more intTuitive m5 Knowmfj, :g

Q

G
I am be\ijmr‘.ﬁ Tfo wonder £ there is an a\ﬁori‘ﬂnm That 5
can be applied to mij practice ‘f‘ninking and domﬂ? A N
sequence of cogm‘ri\)e ha?pemn\cjs That can be applied St
or defined to map ‘rhe\)ourneb o€ mg eﬁﬂajemen‘r? %
Beijond reflection mb practice problems exist .
simu\faneous\b with mb practice solutions. o

M

2
The deep emﬂaaemen‘r with m:j practice comprises C—g
research practice as a stjsfema‘hc m\)es‘rigm‘ion o% mtj (—(-%
domﬁ o practice, prac‘rice reasoninfj as mg practitioner g
‘rhoug\m” and action emerge, a kmowmg Knouo\edae %
That emerges as 1 reflect on theory and method -+
o% The de\)e\opinﬂ practice aesthetfic and Know\edﬂe 9\.3
construction as a consciousness of seemfj emerges 1 o
Think? Q

c
Is This a T\neorij of enaaﬂemem‘r? Is this what practice 8

is?

I am c\na\lenﬁed b‘j the impera‘ﬁ\)e o cap‘mrinﬂ wuj %‘\
research Throuﬂh, in and of practice. There is a cbc\e L_g
To tThe heiﬂ\n‘remed awareness That I am experiencm\cj. (e}
The frustration can be immense on occasion as I can't g
Just furn on m5 Knowmfj at will and 1 don™f know what g
I know until it is experienced or perceived? 3
=

I am reasomng with mij Kmowing and This is how it is §
beﬁmnm\cj To make sense. =
ce

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY



 NamaTVE | NARRATME2  NarraTve 3 ExHBmON  APPENDIX
50

As I enﬂaﬂe with action research me‘rhodo\o:*jies I have M)
a deeper unders‘raﬁdinﬁ of the reflective practice C_g
cucle. Beijond reflection in action there is a reasomnfj (__%
and Kmouomﬂ that I am experienciﬁj 1 Q’uesﬂom the g
balance of each but moreover can engaﬂemem‘ o€ o)
practice be achieved without m:j reasonmﬂ as Knomingf ?_\_
E P .
NGAGEMENT OF RACTICE [ ] Is there a siﬂniﬂcan‘r ‘one’ or ‘other’ and does m:j /h
reasoning Throuﬂh practice deve\oxpmer\‘r become the i\?
Kﬁoujiﬂa of M3 prac’ric,e.? (_1
(’3.
Is fThis what I am domg when I am deep\:j eﬁﬂafjed (S
with mb spracﬁcef
Practice Reasoning =—=) ] ) {&= Practice Knowing
Knowledge Creation
U Practice Knowing
Practice Reasoning
Systematic s i
. . ystematic

Investlgatlon ResearCh PraCtlce Investlgatlon AT the ESRC seminar series €or New Torms o€ m
—7 Doctorate, 2010, Milsom described her research method —é
\\ as a THICK me‘r‘nodo\ogb and discussed a \ajered Q
\ approac\n To her Ph.D submission That was, as a visual g
/ K led c " / \ artist, a multi-modal submission. @
\ nowledge Creation f Engagement J
A t"““ Engagement Reflection on 9 Reflection on 9 ?)f (@e
C I‘Dn of. Practice Practice Knowing 'ﬂheory P i Acti(Pn Am I To describe mtj meﬂnodo\o\ﬂj as a Thick Q
\ Practice “ ) ) - |ge / engagement of” both method and practice! -
\ | Development Practice Reasoning Conclusion S
: / c
Research Practice T
8
S
8
o
i (0]
Knowledge Creation &

U Practice Knowing U
Practice Reasoning

Research Practice

BEYOND REFLECTION THERE IS ENGAGEMENT OF PRACTICE

Figure. 62. . Engagement of Practice Cycle.




;

PRACTIC E KN OWI NG o Loscialpo (2010) talks of “Traces and Constellations” and the ‘Invisible Genealogies of Fashion” and discusses the progressive

role of the experimental curator and described the practice as ‘mirroring fashion theory' where a curators role is purposefully a tool for ‘listening, interpreting, plotting and re-plotting. This
argument in the context of a curated intervention of practice considers both practice and theory as a construction of a narrative towards knowledge creation. Practitioner reasoning is often

unnoticed or concealed with no obvious route planned. In fact does the very thought of a rigid path threaten the sense of knowing that is or can be experienced and craved by the practitioner?

WHAT APPEARS AS IMPORTANT IS THE PRACTICE SOLUTION AS ARTEFACT AND NOT THE PRACTICE PROBLEM AS KNOWLEDGE

INTRODUCTION NARRATIVE | NARRATIVE 2

Visual Note Taking.

Figure. 64.

NARRATIVE 3 EXHIBITION APPENDIX

A £ew months aqo I was \isTemmﬂ To a radio inferview
where the interviewee was a creative writer who

worked with «a uorh‘mﬁ partner whom he respected and
with whom he had worked for «a \)ertj \omﬁ Time. The
writer talked of the

Third writer who
appeared and where
a rush of ideas just
seemed to €low and
be riﬁ\n‘r when ‘r\nej
worked ‘roge‘rher,

The writer atiributed
This notion of a third  Figure. 63. Authors Work Station.

writer to be when Two

(eouonid W) Buicnous| 2ouovIg

creative minds came Toge‘r\ner and their confidence
levels were raised resul‘rmﬂ in Nnew ideas bema 3eﬁera‘red
That maij not have come about when workimﬂ on their

ouon.

These ex‘rraordmar:j moments are rare but when T\neij
happen an excitement and exhilaration 1 can omg
describe as a rush of Kmowmﬂ is experienced. When I
am uqorkmfj with other practifioners, and on reflection
like-minded individuals, I am offen overwhelmed by the

heigh‘rened experience o€ Knowimﬂ T\na‘rJusT happens, 1

wonder i The third person is mtj re€lective-sel£ °

[Practice develepment emerqes as practice conclusion

UOISN[DUOD) 204onld Sb Sabusuug Lusuudopnaq 2o onid
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A Visual Note.

Figure. 65.

CREATING ORDER OF WHAT IS .

INTRODUCTION NARRATIVE | NARRATIVE 2 NARRATIVE 3 EXHIBITION APPENDIX

=

(\/\3 not Knommﬁ is Tortuous. 1€ 1 am not careful 1 ;

could 3e‘r stuck in This uncertain place of not knou\)m\cg_/c

(\/\5 not Knouomﬂ precedes m:j Knowmﬂ, X

2opd

I crave This Knouoinﬂ space. A space that I can
describe as iso\a‘rmﬂ, exhi\ara‘rmﬂ, relentless, ‘rormem‘iﬁﬂ,

exaspera‘rmﬂ, and mine

A narrative space that is mine and yet I must share
This space i€ 1 am To validate and authenticate mg

practice.

I am beﬂmninﬁ To understand whij practitioners £ind
W difficult o link Theorsj and practice. K'r‘s\)'us’f not

a\wajs That obvious as practice is just what is done.

suaddnl| 2o\ onig

THIS DRIFT IS SIGNIFICANT AND PERHAPS PROVIDES SOME CLUES AS TO WHY THE
PRACTITIONER FINDS DIFFICULTY IN LINKING THEORY WITH PRACTICE

CONSTRUCTING A NARRATIVE OF FASHION PRACTICE AS INQUIRY
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WHAT DOES THE PRACTITIONER KNOW NOW THAT THEY KNOW WHAT THEY KNOW
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