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Revelation Through Concealment 

Abstract 

_____________________________________________________________________ 

 

The title of this research project, Revelation Through Concealment, is derived from a 

quote by art critic David Bourdon’s description of Christo and Jeanne Claude's art 

practice involving the wrapping of monuments and landscapes in fabrics as a ‘revelation 

through concealment1’ thereby revealing the form and shape of the object in the draped 

cloth and creating a new surface. As such, the title effectively captures the research that 

is being undertaken in this project which consists of a practice based work and a written 

component. The practice consists of a series of research projects that explore the body 

and concealment which culminates in a range of four looks involving a combination of 

masks and garments. Through interpreting the dressed body as a static object, the 

garment design situates the work within a conceptual fashion context, one that 

encompasses performance and the investigation of concepts and discourses concerning 

the body. The textual component outlines the framework through which representation, 

the gaze, the body and identity are being investigated in the creative work and situates 

the body of work in a context of other contemporary fashion practitioners that are 

exploring the body within alternative contexts.  

                                                
1 Bourdon, David: "Christo", Harry N. Abrams Publishers, Inc., New York City, 1970 
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Introduction  

_____________________________________________________________________ 

Research Enquiry Supposition 

 

The foundations for this research are twofold; firstly an extension of investigation into 

masking and concealment of the body that began at an undergraduate level and secondly 

a concern with way that the body, in particular women’s bodies, are consumed and 

represented within the fashion industry. 

 

As Dani Cavallaro describes in Critical and Cultural Theory (1998, p.140), images of 

women are unable to be separated from a sexist and limiting gaze2 that objectifies the 

female body3. 

 
But how is the female body to be rescued from this fate of visual objectification? Some 
argue that it should be removed from representation altogether, for in patriarchy images 
of women are inevitably subjugated to a repressive and sexist gaze (1998, p.140).  

 

Cavallaro problematises the female body within representation as being both reliant on 

and inextricably repressed by the gaze. Fashion design is linked to representations of the 

dressed body, and in particular to the dressed female body being subjected to the gaze. 

In my graduate collection I chose to mask the models wearing my designs in an effort to 

release the female body from this gaze in my graduate fashion show 2009. In order to 

counteract the limitations of the gaze on the female body, the faces of the models were 

concealed within the context of a fashion show which has then lead to this fashion 

research enquiry Revelation Through Concealment and the development of a fashion 

practice within this study.  

 

                                                
2 see appendix 2: Terminology; the gaze. 
3 The theory of the gaze which Cavallaro is referring to, is the gaze examined by Laura Mulvey in Visual 
Pleasure and Narrative Cinema (1975), the restrictive male gaze on a female subject in film that renders 
the female body into a passive entity through adherence to paradigms of the feminine.  
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According to Robert Klanten, designer and CEO of Gestalten Publications (2011, p.6) 

the rise in alternate representations of the body is becoming a social norm. Online 

identities and avatars are allowing for alternative technological representations of the 

body, which are being normalised within social media and other digital mediums. 

Images and representations of the body has become such a normal part of life that 

anxiety about the body as the forum for meaning has become much more prevalent with 

the rate of consumption continually escalating.  The current cultural focus of the body 

as surface, the aesthetic as the authentic and the restrictive parameters for culture and 

understanding that this then implies which has prompted and guided this research to 

investigate further ways of highlighting this phenomenon. Revelation Through 

Concealment investigates numerous ways of freeing the body from this repeated 

construction of identity, which relies on the perception, and consumption of the 

physicality of the body. This study is an extension of this contemporary focus on the 

body as the centre of communication and knowledge production; it is an attempt to 

disrupt the conventional consumption of the body in imagery and representation. 

 

Concealment4 is the tool through which identity disruption is investigated within this 

research. This project poses the research question that to mask a body is to enable the 

possibility of creating a body ‘Other’ (Entwistle 2000). The scale of concealment, entire 

bodily concealment or partial masking of areas of the body, opens up the investigation 

into concealment as a tool for liberating representations of the body from limiting 

paradigms of identity. Further, to shroud5 the entire body in cloth is to hide all of the 

physical markers that assemble its identity, although the presence of the figure is still 

paramount.  

Conceptual Fashion Design: Situating the Research within a Contemporary 

Fashion Enquiry  

 

Revelation Through Concealment is a research project in which the methodology and 

presentation of work is a conceptual fashion design enquiry. It is the representation of 

an idea across a variety of creative modes all engaged with the body as a central focus. 
                                                
4 See Appendix 2: Terminology; concealment.  
5 See Appendix 2: Terminology; subject 
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Emerging modes of fashion practice that engages with alternative contexts of 

presentation are constantly evolving withing contemporary fashion practice. The term 

‘fashion’ has broadened in definition to encompass many different disciplines of 

adornment of the body through many different creative arenas.  

 

Fashion theorist Sarah Black writes that,  
… instead of being responsive only to a narrowly defined brief and bringing 
the traditional problem solving skills to presentation of a new product, many 
designers are working in a much wider context and proving pivotal to 
interdisciplinary research collaborations and early-stage development of 
processes and products. They are now communicating, mediating, negotiating, 
and often interpreting between different discipline perspectives and moving 
from the design of things to encompass the design of systems and services 
(Black, 2010 p.1). 

 

Fashion designers are choosing to showcase their work in many different ways 

including film, animation, performance, dance and music. The communication of their 

ideas is now taking on many diverse interdisciplinary practices and locations. When 

fashion design is seen within specific contexts, the alignment to a classification of work 

becomes blurred and the term ‘fashion’ does not seem to encompass the 

interdisciplinarity of the work. A term that enables a broader application and 

encompasses the conceptual creative practices within the discipline of fashion design 

needs to be established. Conceptual fashion design has been used to define this 

emergent mode of fashion enquiry since the early 1980s. 

 

Jane Morley’s research into the development of conceptual fashion in comparison to 

conceptual art and conventional fashion design further explores the definition of 

conceptual fashion design. She argues that conventional fashion design is a translation 

of visual research into fashion objects, while conceptual fashion design is translating 

ideas into the visual (2013 p.21). Susannah Frankel expresses the need for a re-

evaluation of the term conceptual fashion design as it has many negative connotations, 

‘by the mid-nineties, conceptual fashion meant clothing that was driven by an idea to 

the point where its function - which is to be worn – was lost’ (2009, p.41). Conceptual 

fashion has many shifting parameters for definition, the barriers between conventional 

and conceptual fashion design is not clearly defined in discourse. It is therefore difficult 

to decipher the success of a conceptual fashion item as it is also difficult to decipher the 
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success of a piece of conceptual art. Both are the expression of an idea within an object.  

 

Maison Martin Margiela describes the success of a conceptual creative work, 
Isn’t success, in the case of artists, the ability to express ones ideas to 
whatever public might be touched by that expression? Like many creative 
ideas, it is not necessarily the originality of that premise that is important or 
that defines ‘art’ but the means and purity of that expression’ (Maison Martin 
Margiela, 2009 p.41). 

 

In her article Conceptual Fashion Hazel Clarke argues that the foundation for 

conceptual fashion design has been conceptual art (in Geczy & Karaminas 2012). She 

notes that ‘conceptual art practices identified the primacy of ideas over appearance, self 

reflection over resolution, innovation and experimentation, and statements that posed 

questions but rarely gave answers’ (Geczy & Karaminas 2012 p. 67) as the foundation 

of a conceptual fashion practice.  

 

Designers such as Hussein Chalayan, Martin Margiela and Shelley Fox are among those 

that are choosing to broaden their practice beyond the seasonal presentation of a range 

of garments for sale and into a conceptual fashion practice. This breaking down of the 

barriers that constitute a conceptual fashion practice has further spurred the debate of 

the cross over between art and fashion. This debate is argued through the location of the 

presentation of the work; whether it is presented within a gallery or on the catwalk 

creates a very different focus for the work (Gezcy & Karaminas 2012). 

 

An example of this is Martin Margiela’s exhibition of white replicas of garments from 

his 1989-1997 Ready-to-Wear ranges on mannequins along the outside façade of the 

Museum Boijmans van Beuningen, Rotterdam, which highlights conceptual fashion 

design as a location based practice. The garments were treated with different strains of 

bacteria and over time, developed areas of colour as the bacteria grew within the fibres 

of the clothing, in reaction to exposure to the outside environment. Fashion theorist 

Ingrid Loschek explains through the destruction of his clothes with mould and bacteria, 

Margiela uses techniques of the avant-garde, in particular the abject, to compare natural 

decay to the consumer cycle of buying and throwing away (Loschek 1999 p.146).  
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Figure 1: Maison Martin Margiela’s decaying garments on the outside of the Museum Boijmans van Beuningen, 
Rotterdam (1999). The garments are viewed from behind the glass on the inside of the building.  
 

The cross over between fashion, art and performance is most apparent in specific 

contexts and locations such as the above work by Maison Martin Margiela. The 

intention and purpose for showing conceptual fashion design in a typical art 

environment of the gallery, brings to the fore the comparison between art and design.  

 

Another fashion designer that engages with conceptual fashion practice is Hussein 

Chalayan. An example of this is Chalayan’s installation at the exhibition Aware: Art 

Fashion Identity at the Royal Academy of Arts, London, 2 December 2010 to 30 

January 2011. The installation entitled Son of Sonzai displayed Chalayan’s penchant for 

innovation, technology and the body. A lit mannequin wears a draped dress that is 

manipulated by three cloaked figures, a take on puppetry and theatre and an interaction 

with the body and performance.  

 

 



 6 

 
Figure 2: Son of Sonzai, (2011) Hussein Chalayan, Royal Academy of Arts, London. 
 

  

Hussein Chalayan argues that art and fashion both deal in aesthetics and commodities 

and therefore the definition of fashion and art are unified aesthetic fields. The concept 

behind the work of a conceptual fashion object is not the link between the fields of art 

and fashion, but the consumption and visuality of both disciplines (2011 p.24). 

 

There are many arguments for the shifting definitions of conceptual fashion design. 

Shelley Fox is a fashion designer who presents her work within many different spaces.  
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Figure 3: Foundation (2004) Shelley Fox. Study and Telephone Room, Belsay Hall: Northumbria, 2004.  Photo: 
Keith Paisley. 
 

In Figure 3, Fox was commissioned to respond to the history of historical building 

Belsay and create a site-specific piece of work there. Fox was given two rooms, the 

telephone room and the study. In the telephone room, Fox used ten tons of laundry to 

build the installation. When asked about her work in relation to art, Fox remarked; 

 
 I don’t think my work would be as strong in the art context. I want to apply ideas to the 
body. But I enjoyed the space at Belsay. I’d finally got off the treadmill. (Martin 2009 
p.4) 

 

The ‘treadmill’, as Fox explains, is the seasonal shows and conventional fashion design 

practice (Martin0 2009 p.4). Fox expresses the divide between these ranges and the 

fashion design projects that she undertakes that are research based are not art but an 

emerging mode of expression for designers. In this case, Fox has completely removed 

the physical body from the focus of the work and has moved more into a textile 

sculptural practice using architectural spaces rather than the architecture of the body. 

She expresses the need for the differentiation of conceptual fashion design from art, 

based on the practitioner’s own definition of their practice. Fox, like Chalayan and 

Margiela, identifies as a fashion designer and not an artist and therefore the practice that 

she develops as a fashion designer can be classified in terms of conceptual fashion.  
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The shift and evolution of definitive parameters for fashion designers to work within 

indicates a cultural shift in the focus on designers as researchers, conceptually driven 

practitioners that have the ability to question and portray ideas with an interaction with 

the body. As more and more designers situate their practice within different contexts, 

the audience is expanded and there is a synthesis between disciplines. This opens up 

new ideas for creative industries funding and contributes to technology and innovation, 

as designers engage with experimentation and development.  

Methodology  

The research methodology has developed along two paths of enquiry; a response to 

concepts and ideas raised in the development of the creative practice, and engagement 

with established writing on identity, the gaze and concealment culminating in the 

generation of a conceptual fashion enquiry that is both developed and informed by 

engagement with theory.  

 

Creative researchers Haseman and Mafe write that;  

… practice (…) research is a process of inquiry driven by the opportunities, 
challenges and needs afforded by the creative practitioner/researcher. It is a 
research strategy specifically designed to investigate the contingencies of 
practice by seeking to discipline, throughout the duration of the study, the 
ongoing emergence of problem formulation, methods selection, professional 
and critical contexts, expressive forms of knowledge representation and 
finally the benefit of the research to stakeholders  (2009 p.217). 

 

Haseman and Mafe (2009) argue that the development of the creative practice within 

research is an evolution and synthesis of creative methodologies and the research 

question. This is an argument for adaptable and flexible methods of research, and the 

reasoning behind the development of the creative component of this research to be in 

the form of a series of works. This research methodology is a development of a body of 

work that evolves and is reflective and engages with the argument that a creative 

practice is dealing with the ongoing emergence of problems and ideas.  

 

Gray and Malins (2004) also argue for this approach to the methodology of creative 

practice within research to be manipulated by encouraging the development of new 

creative areas of investigation, new methodologies for creative research. Throughout 
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this research project the creative methodology has been constantly redefined and refined 

to encompass the reflective and converging findings of the practice based research; the 

development of the practice into a series of works in order to chart the progression in 

understanding and development through a reflection on each project.  

 

Fashion practice is a relatively new field of academic research and for this reason there 

is no traditional framework for fashion practice research methodology. Using and 

modifying traditional research methodologies has lead fashion research to often become 

a complex framework for research and has lead to the development of alternative 

methodologies for practice. This in turn has allowed for fashion practice research to 

gain authority as an area of research. The lack of abundant and relevant literature on the 

practice of fashion research has lead to the projects undertaken in the creative 

component of this research project to take on many different forms. Fashion 

practitioners and researchers claim that there is a gap in the documentation and research 

of fashion practice. Although design disciplines are evolving, argues Black, ‘there is a 

need for a greater level of activity and recognition of design-led research in the fashion 

and clothing sector’ (Black 2010, p.6). 

 

The lack of tacit knowledge and literature on fashion practice available for researchers 

requires a framework within which to situate the study developed by the practitioner. 

This research study is therefore situated within a discourse of conceptual fashion design 

practice and reflection on the material thinking in relation to social discourse on the 

body, representation and the gaze.  

 

Material Thinking as a Conceptual and Theoretical Practice 

 

Paul Carter introduces the term ‘Material Thinking’ in his work Material Thinking: The 

Theory and Practice of Creative Research (2004), The term is used to describe the 

exploration of the material matter motivated in thinking and the material substantiation 

of thought (in all senses, hypostatization, production and ratification) in the ‘creative 

project.’ Barbara Bolt’s use of the term ‘material thinking’ succinctly describes the way 

in which this research engages with materials and the visual thinking that the creative 
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practice of this research is built on. Often there is a tension between the theoretical 

material and the creative work in practice research and Bolt’s material thinking 

classification allows for this to be further understood and acknowledged. 

 

Bolt writes on the concept of material thinking that she claims, 

offers us a way of considering the relations that take place within the very process 
of tissue of making. In this conception, the materials are not just passive objects to 
be used instrumentally by the artist, but rather the materials and processes of 
production have their own intelligence that come into play in interaction with the 
artist’s creative intelligence (Bolt, 2007 p.291). 

 

The methodology of this research engages with Bolt’s notion of material thinking as the 

materials of the generative work are an expression of the interaction between the 

theoretical and conceptual grounding of the research in the gaze, concealment and 

identity. The development of the creative work is influenced by both the theoretical 

research and reflection on the practice. As a fashion and textile designer, the creative 

practice is centred around an aesthetic intelligence and focuses on textiles and dressing 

the body.  

 

Material thinking is a concept in which the materials and composition that are chosen 

are not passive entities in the research, but chosen by the practitioner and used 

purposefully in an interplay with the practitioner’s own creative intuition and creative 

intelligence. This way of thinking cannot be articulated wholly as a linear action and 

response process of development of a work; eye, hand and mind in a process of material 

thinking, but rather a particular response to materials. Donald Schon, in his publications 

on the reflective practitioner (Schon 1983, 1987) conveys a description of this process 

of design practice as ‘reflection-in-action,’ in which knowing and acting are 

inseparable. Schon acknowledges how this is undertaken through experimentation in 

which the materials at hand ‘talk back.’ Bolt describes the intuitive phenomena of the 

creation of an artefact as the ‘logic of practice’ (2006). 

 

The Shroud Series (2013)6, that is part of this project in which the model is collaged 

upon and photographed, exemplifies this logic of practice that portrays the interaction 

between the practitioner and the materials at hand. The situation is transitory and the 

                                                
6 See Appendix 1 for full images if Shroud Series (2013) in Revelation Through Concealment: Curated 
Works  
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collage of materials on the body is a temporary arrangement. The process that is 

undertaken in which these collages come about is a very intuitive and reflective process. 

Materials are chosen and arranged at the time of the shoot in a response to the materials 

themselves and the body.  

 

There has been a much sharper focus on the use of objects as the centre for meaning 

production as an alternative to the reductive modes of knowing through behaviourisms 

and scientific methods as the creators of truth. Experiential and practical knowledge 

derived from an interaction with objects is an accepted area of research methodology, 

and one which creative research employs. The methodology employed in this research 

project draws on these forms of knowledge production. The generation of a series of 

artefacts, through a process of interaction with materials, generates a progression in 

thought and articulation of the body through interplay with concealment and illusion. It 

is for this reason that the structure of this writing will follow the chronological order of 

the development of the creative work, which engages with theoretical frames, and 

established discourses of the body, representation, identity, and the gaze. The exegesis 

and documentation of the practice of making allows for a re-interpretation of the work 

and a framework for evaluation, while shedding light on established social theories.   

 

This research consists of two parts. 

 

1. Curatorial Research Project Work (Material Thinking and Logic of Practice)  

A series of conceptual fashion research projects that engage with the notion of 

concealment and the body culminating in a final range of four looks, complete with 

masks and garments presented within an exhibition space along with large print outs of 

the project work and the garments and masks themselves. Each research project flows 

into the next with a progression of ideas and a development of focus on the body and 

concealment. The use of a series of projects allows for multiple ideas on identity and 

concealment to be explored. This section of the research engages with material thinking 

and logic of practice that is extrapolated in the written components of the thesis. Full 

documentation of the creative projects is in Appendix 1 Revelation Through 

Concealment: Curated Works. 
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2. Written Thesis: written thesis that follows the development of the practical work, 

reflection and creation of the work, displaying the interplay with materials as logic of 

practice as well as an interaction with established theories of the body, identity, the gaze 

an representation. The practical work is used to extrapolate and expand on the concepts 

and ideas of these established theories. The writing is separated into three sections, 

Figurative Series (2012), Shroud Series (2013) and Mask Series (2014). Each of the 

projects are outlined in terms of logic of practice as well as the social and cultural 

theories that each engages with.  

 

Throughout this research there has been an interaction between the theoretical work and 

the generative work, in the sense that the established social theories and ideology is 

reflected upon within the creative projects, an integration of theory reflecting practice. 

The creative work is used to elaborate and engage with the theoretical research. It is for 

this reason that the chapter structure follows the progression of the creative work with 

theoretical modes of enquiry integrated into the writing.  
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Structure of the Thesis and Explanation of Practice Research Component  

_____________________________________________________________________ 

 

Figurative Series 

 

Project 1, Fracture (2011) is an investigation into the gaze, specifically the male gaze 

and the female subject (Mulvey, 1975) in representation. The creative work attempts to 

disrupt and highlight this gaze through fracturing the female face within the image and 

designating the image of the eye within the work as the gaze. The abject (Kristeva, 

1982) is a common thread throughout each project and is introduced within this section. 

The abject, according to Julia Kristeva is that which breaks down the separation of self 

from the Other, a representation or encounter that undermines social order through the 

uncanny, that which alludes to both the familiar and the foreign and therefore cannot be 

wholly categorised within known parameters of social order.  

 

Project 2 Absent Bodies (2012) examines artistic practices of wet-drapery and examines 

representation of the body, the authentic and falsehood in relation to the abject. It is 

within this project that the shroud7 is introduced as a tool for distorting a bodily form 

and grounding the use of the body within theoretical examination of the body from 

Foucault’s concept of docile bodies (1975), in modernist theory to Entwistle’s post-

modern feminist body theories (2000, 2001).  

 

Shroud Series 

 

The Shroud Series (2013) (includes Project 3 Beneath (2013), Project 4 Tunnelling In 

(2013), Project 5 Moving Collage (2013), Project 6 Bulk I (2013)) of photographic 

works introduces the drape as a tool for concealment of the body within a representation 

and an engagement with the Other.  

 

                                                
7 See Appendix 2: Terminology; shroud. 
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Project 3, Beneath (2013), introduces print and the fabric shroud as a barrier to 

perception and understanding of the body beneath. Distorting the body, both revealing 

its presence and concealing its physicality. The interaction between the gaze on the 

body and barriers to sight, the shroud as a disruptive tool in destabilising the perception 

of the body within parameters of identity formation and an engagement with perception 

phenomenology (Merleau-Ponty 1978).  

 

Project 4, Tunnelling In (2013), furthers this ideology by revealing areas of the body 

beneath the shroud, expanding on the ideas of the uncanny and the abject (Kristeva, 

1982). This project also extrapolates on the notion of a penetrative gaze, layers of 

meaning and overlapping discourses of identity and exteriority in relation to the body. 

This section also addresses notions of the authentic and ‘natural’ expression of the body 

 

Project 5, Moving Collage (2013), creative work investigates ways in which to reveal 

and also displace the body from representation further through a collage of medium and 

texture. This project displays an investigation into the use of a combination of materials 

as a mechanism for further disruption of the gaze. 

 

Project 6, Bulk (2013), engages with notions of narrative bodies through an allusion to 

African Masquerade through distortion of the body beneath the shroud, the integration 

of digital print work and a focus on form.  

 

Mask8 Series 

 

Final Project 7, Reveal/Conceal (2014) culminates in a focus on the concealment of the 

face, garment design as a collage of panelled prints and an integration of aesthetic 

elements investigated in the Figurative Series (2012) and Shroud Series (2013).  

 

This research is an intervention in the ways that designers and practitioners, artists and 

image-makers use the body and attempt to separate it from the confines of the gaze and 

identity. The creative work extrapolates on this ideology, and disrupts the exchange of 

                                                
8 See Appendix 2: Terminology; mask.  
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cultural understandings of gender and identity9 based on physicality of the body and 

categorisations of the body that permeate images of the body throughout visual culture. 

The creative work attempts to create distance from these cultural markers of identity 

that rely on the physicality of the body; as one cannot completely and wholly shed 

culture from a representation, therefore the generative work plays with the 

understanding that the physical body is situated within and deeply engrained in culture.  

 

 

Chapter 1: The Figurative Series  

_____________________________________________________________________ 

 

The first two creative projects, and indeed, all of the creative work developed, engages 

with the body and its representation within artefacts and images. It is therefore 

important to define representation within relevant cultural discourses and current 

ideologies, predominantly the gaze, representation and realism as authentic and the 

notion of the surface of the body as the centre for perception.   

 

Figurative Series: Project 1 Fracture 2011 10 

 

Each of the creative projects are developed as an examination of the role of the subject 

and the onlooker. For this reason the documentation and medium that the projects 

undertaken are with a body subject within a representation, image or photograph. As in 

figurative art, there is a distinct separation between the image and the gaze of the 

onlooker in the frame of a photograph. With this in mind, Fracture (2011), began as an 

attempt to disrupt the gaze through the fragmentation of the female face within the 

frame of the image. Fashion editorial images were spliced together to create an 

unfamiliar representation of a female portrait. The face, eyes and other features were 

                                                
9 See Appendix 2: Terminology; identity. 
10 See Appendix 1 for full images referenced in Absent Bodies (2012) in Revelation Through 
Concealment: Curated Works 
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removed, shifted and replaced with other forms, hair, hands and teeth; the integration of 

images of two faces into one whole through the use of collage. 

 

To gaze implies more than to look at – it signifies a psychological relationship of 

power, in which the gaze is superior to the object. (Schroeder, 1998) 

 

Fracture (2011) examines this gaze by exposing it. Within the portraits of the women 

there is often a double gaze, one eye looking inward passive, and an outward gazing eye 

staring out at the onlooker. 

 

 According to Cavallaro, the gaze is about a mastery of the subject, in this case 

the female body, and an attempt to control and master the objects or images being seen 

(Cavallaro 2001, p.131). Fracture (2011) is a representation of a female face that 

visually engages with the Cavallaro’s notions of the power and the gendered gaze. This 

is a deliberate choice as the female body throughout visual culture is the subject of the 

gaze. The feminine is a construct in reaction to the masculine self-grounding postures 

according to gender theorist Judith Butler in Gender Trouble (1990, p.18).   

 

 While this research project is not a gender study, it cannot discount the 

implications of gender construction in relation to identity and representation. Feminist 

and film theorist, Laura Mulvey has written extensively on the female as subject and the 

objectifying male gaze (1975). This tradition of the male gaze is analysed through 

Hollywood cinema in which Mulvey situates her study. The female is the subject of the 

gaze, to be maintained and controlled by this gaze, while the masculine is this gaze 

(Mulvey, 1975).  The heroine of the film is objectified by the male protagonists gaze as 

the, ‘determining male gaze projects its phantasy on to the female form which is styled 

accordingly’ (Mulvey 1975, p18). The female becomes the passive subject and the male 

gaze the active entity, asserting its power on the female body, objectifying it into two 

main stereotypes within film. The woman may be demonised into the embodiment of 

sexual corruption, a form of the femme fatale, the beast to be repressed and 

overpowered. This rendering of woman is a reflection of male containment of the 

female body. At the other end of the spectrum the female may be idolised, placed on a 

pedestal and desexualised. This is termed ‘fetishistic scopophilia’, the function of this 

according to Mulvey, is to render the female into a silent and passive object of worship. 
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Other examples of the rendering of a feminine into a paradigm is the dichotomy of the 

virgin/whore binary that renders the female body, through the gaze, into a form of this 

female stereotype.   

 

Mulvey extrapolates on the gaze as having many forms; the camera lens acts as 

the voyeur for us, forming an illusionary world, desires and values reflected within the 

frame. 
Playing on the tension between film as controlling the dimension of time (editing, 
narrative) and film as controlling the dimension of space (changes in distance, 
editing), cinematic codes create a gaze, a world, and an object, thereby producing 
an illusion cut to the measure of desire. It is these cinematic codes and their 
relationship to formative external structures that must be broken down before 
mainstream film and the pleasure it provides can be challenged (Mulvey 1975 
p18). 

 

Mulvey describes the way that cinema embodies the spectacle itself, highlighting the 

voyeuristic-ness of the medium and the deliberate ways in which it is constructed to 

control and play on power and gender. Mulvey proposes that to challenge the rendering 

of the female body into a paradigm, one must break down the external formative 

structures that enable the three gazes present in film; spectator, camera and the 

characters within the frame. This gaze must be disrupted, counteracted in order for the 

female body to be free of this restrictive paradigm of the feminine (Mulvey 1975). 

 

Fracture (2011) counteracts the gaze by exposing it. Within many of the 

portraits there is a double gaze, an inward looking eye (passive) and an outward looking 

eye (active). This dualism and the inability of the onlooker to master the identity of the 

portrait’s subject draws attention to the onlooker’s own gaze.    
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Figure 4: Estelle, (2011) Alyssa Choat. Paper Collage, Digital Image Manipulation.  
 

Figure 4 is an example of the dual gaze within the portrait in which women 

challenge the gaze by looking back at their onlookers. The deliberate choice of using 

hair as a dominant texture within the portraits and slicing areas of the female face with 

other forms creates a representation of a body Other. An abject body that disturbs 

conventional notions of identity and cultural concepts of accepted bodies through the 

portrayal of that which does not fit the parameters of a conventional body and face. 

These female bodies within the frame of the photographic collage are situated outside 

the symbolic order, and therefore create a dissonance of cognition, an uncomfortable 

amalgam, and a grotesque. Fracture (2011) is an examination of this symbolic order as 

well as the exchange between the subject and onlooker in terms of gender and power. It 

portrays the abject as a way of freeing the female body subject from this paradigms of 

the feminine by the portrayal of an ‘uncanny’ representation.  

 

 The uncanny, according to French philosopher Julia Kristeva, is that which 

embodies the familiar and the foreign (Kristeva 1982 p.7). The fracture of 

representations of familiar bodily attributes to create a new whole, which is entirely 

foreign.  
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Figure 5: Kate, (2011) Alyssa Choat. 
An internal and external gaze within the image as one eye stares back at the onlooker and the other looks internally in 
panic. The placement of the hands at the neck are also a threatening presence.  
 

One work that engaged directly with notions of consumption of identities is Kate (2011) 

(Figure 5). The composition of the work is reminiscent of Andy Warhol’s 1967 Marilyn 

Monroe series in which the same image of Marilyn Monroe’s face is repeated within the 

frame. Warhol’s artistic practice centred around modern celebrity culture’s consumption 

of identities and advertising. Kate (2011) engages with aspects of consumption of 

identities through the allusion to Warhol’s well-known, artistic practices. The face 

present in Kate (2011) however is not a recognizable celebrity identity but a collage of 

face and body parts, with the dual gaze present within the face of the subject.  

 



 20 

 
Figure 6: 9 Marilyns, (1967) Andy Warhol.  
 

To repeat the face in a similar way to that of Andy Warhol’s screen printed 9 Marilyns, 

highlights consumption of a body at the forefront of the study.   

Representation 

 

Representation relies on the existence of two things, that which is being represented; the 

truth, the authentic object, and the representation itself, image or object. This does not 

necessarily guarantee the existence of an authentic, a pre-existing reality as 

representations can be entirely created within the mind, an arrangement of ‘things’ to 

create a whole; much like the way that the collage use is an arrangement to create a 

whole portrait. 

 

This notion of the authentic is elaborated within the collage work of Fracture 

(2011). The work is an attempt to destabilise the perception of identity by fracturing the 

female body, in particular the face, the centre of identity production on the body. 

Collage of imagery became a great focus for the project as it allowed for body parts to 

be cut up and rearranged, destabilising the identity of the body portrayed.  
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Photographic Realism and Representation 

 
The real ought to be understood not as a transcendent and immutable given, but as a 
production brought about by human activity working within specific cultural constraints 
(Bryson 1983, p.5). 

 

Bryson describes the ways that the world cannot be represented accurately and 

immutably, as it is not a whole and single representation of truth, but is transient and 

fluid, reliant on perception though a particular subjective social and cultural lens. The 

real is unattainable, an experience through mediation that can never impartially mirror 

reality, but represent it in accordance with particular conventions of specific culturally 

vilified laws and codes. These codes are not always consciously acknowledged but are 

generally unconsciously adhered to, as they are often so deeply engrained in the 

socialisation of collective identity. They are so deeply written into the fabric of a society 

that the arbitrariness of their inception is overlooked and they are adopted as truth. It 

then follows that the adherence of representation to these codes naturalises it. The 

constructed-ness of the representation is effaced and the representation becomes 

‘realist,’ seemingly grounded in truth and authenticity (Cavallaro 2001). This notion is 

also true of the ways that bodies are socialised into reflecting the values and desires of a 

culture. The adherence to a set of cultural norms in bodily representation of gender and 

identity naturalises this constructed representation.  

 

Realism represses the artificiality of a representation, expressing it as the 

objective depiction of the world, infallible and authentic when a realist representation 

such as a photograph is just as constructed as other abstract forms of representation. 

These techniques of realism in representation are vital in supporting the ideology of a 

culture to legitimate itself and discipline its members (Foucault 1975). Representation 

of the body is therefore a very powerful tool in upholding socially accepted desires and 

in turn, exposing questioning them. Revelation Through Concealment is about exposing 

the ways that representation of the body is such a persuasive tool. 

 

Representation can be further defined as an, 
Act, state, or fact of representing and/or being represented: that which represents: an 
image: picture: dramatic performance: a mental image: a presentation of a view or facts 
or arguments (Chambers Twentieth-Century Dictionary, 2011). 
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Fashion interacts with representation and the body in a very intimate way through dress. 

Dress is the most immediate and persuasive form of representation on the body as it 

renders the body into an accepted representation according to a culture's values of 

identity, proper bodies and desirability.  

 

As previously established, there is a distinction between understanding of 

conventional fashion design for the purpose of consumption and sale, and conceptual 

fashion design, which engages with a rhetoric, stance or ideology. This distinction has 

been previously discussed in relation to a fashion practice, that designers are choosing 

to develop a creative practice apart from the conventional fashion catwalk and an 

interaction with notions of desirability and values. As dress is such a persuasive tool in 

identity formation, fashion designers interact with notions of desirability, gender and 

cultural values at a very immediate level. Fashion legitimises identities grounding them 

in a discourse of truth and authenticity, reliant on a gaze and perception.  

 

There are many discourses of representation and perception, an influential work 

is Meyer Howard Abrams’ The Mirror and the Lamp; Romantic Theory and the Critical 

Tradition (1953), which separates representation into two main ideologies, which he 

entitled the Lamp and the Mirror. The Lamp, as Abrams describes, is the anti mimetic 

approach to representation in which the mind projects a certain amount of creativity 

onto the objects that it perceives. The Mirror embodies the idea that the mind reflects 

the external world, a passive and reproductive form of representation of objects. The 

Mirror, like the artist, renders a three-dimensional object into a flat surface and 

therefore separates it from an authentic representation.  

 
 The theorist who held that art reflected nature was committed to looking ‘out 
there,’ rather than into the artist, for the subject matter of the work. He was at 
once confronted by the conspicuous fact that the image is rarely a facsimile of any 
single object or event in the external world, and sometimes presents to the 
spectator a kind of being for which there is no precedent whatever in the world of 
sense (Abrams 1953, p.35). 

 

Abrams is critical of the assumed knowledge that art imitates life, it is rather an 

imitation of something within the artist, therefore representation is thus both an intuitive 

and introspective organization of an image. He claims that, ‘Art readily slips its 

moorings in the public world of sense experience and begins to rely instead on a vision 
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which is personal and subjective’ (Abrams 1953 p.43), The subjective mind plays an 

important role in representation. We see objects and internalise this vision, actively 

partaking in the reading of an object into an understanding. 

 

Each of the creative research projects in Revelation Through Concealment, 

including Fracture (2011), interacts with the perception of a representation and the 

ways in which images conjure a reading from the onlooker through each deliberately 

constructed representation of the dressed body. The purpose is to create a disrupted or 

alternate reading to the conventional accepted and socially acceptable dressed body, of 

the bodily representation within each project, in order to destabilise and expose the 

interchange between the gaze and the subject.  

 

Onlookers internalise the image before them as Abrams (1953) describes, and 

develops an understanding through their own subjective lens. The representations of the 

body that are developed within the creative work open up the possibilities for 

subjectivity and readings. They do not dictate any semiotic or visual information on the 

identity or even physicality of the body that would allow for a whole understanding of 

the body to be formed. They instead offer a fragment, a collage of medium and barriers 

to sight that require a much more internalised understanding to be formed.  

The Authentic 

 

According to Cavallaro (1998) the engagement with representations of the body as truth 

is problematic. The authentic is negated as the representation becomes truth. The tools 

with which image-makers are able to call upon to represent bodies and the world around 

them are much more easily attained in contemporary culture.  Increasingly technology 

has played a major role in allowing people to engage in representation on a daily basis. 

Mediums such as photography and advances in digital imagery allows for an instant 

rendering of a three-dimensional body or object into a flat digital image, a snapshot, 

deliberately arranged and shared globally within seconds. Due to the highly prevalent 

use of photography in social media, representations of the body are available within 

online sharing sites.  These images engage with the notion of realism and the self 

affirming authentic. Digital images of bodies are generally regarded as a dominantly 
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realist representation, an authentic and not a constructed representation as other forms 

of image making may be regarded. 

 

The perception of things, bodies, objects are always through a particular cultural 

lens that renders these things within the self, explains Cavallaro (1998). The medium 

through which the body is represented plays an important role in the way that the body 

is perceived. A digital photograph is problematic as it is able to capture with clarity and 

precision, within the frame of the camera lens, objects within a space and time. Digital 

photography provides an instantaneous image and a very different process to the 

painting of an artwork. The photograph, however, is regarded as a realist representation, 

an authentic and yet the arrangement of ‘things’ within the frame of the photograph are 

deliberately decided upon much in the same way that the painter will assign spaces on 

the canvas.  

 

The abundance with which photographic images are able to be produced and 

distributed is a very influential means of upholding and maintaining cultural values and 

desires. These realist representations are regarded as a fixed truth, displaying a cultures 

accepted values of gender and identity. The abundance with which these images are 

integrated into everyday life, is a very influential and persuasive form of maintaining a 

culture’s restrictive parameters of desirability and identity. 

 

The escalating rate of consumption of these images, of bodies reflecting realist 

representation especially within social media, allow for maintenance of power of 

dominant ideologies on desirability within western developed cultures.  Bryson explains 

this notion of the maintenance of power through representations of the body, as a 

‘suppression of history,’ and the adoption of a ‘natural attitude’ (Bryson 1983, p.26). 

This attitude, she explains, must be challenged as once representation is acknowledged 

as construction, realist and authentic notions are automatically undermined and cultural 

conventions of gender, identity, desirability and other ideologies become fluid and 

unfixed.  

 

Representation is therefore a very powerful tool in upholding and maintaining 

power and discipline within cultures. It is therefore important that there is an 

understanding within the industries that work with representation as their commercial 



 25 

currency. Industries such as fashion have the capacity to undermine or uphold 

ideologies of realism and ‘natural attitude’ (ref?). This entails the questioning of many 

concepts and ideas that are taken for granted as timeless and allowing for multiple 

understandings of the world around us and how we perceive it. Fracture (2011) is a 

series of photographic collaged portraits and readily engages with the immediacy and 

authentic nature of the photographic medium.  

 

Throughout this creative project there is sense of the fracturing of a whole. This 

series of collages allowed for a greater understanding of techniques that destabilise the 

gaze. Concealment of identity can be achieved through the use of a representation of 

physical aspects of the body itself rather than through a barrier to sight as is explored 

within later research projects. It is the use of collage in the Fracture series; a 

combination of elements that then spurred the next creative project, an assemblage of 

different forms to create the whole. The interplay between these different forms 

destabilises realism creating many different readings of a ‘whole.’  

 

Figurative Series: Project 2 ‘Absent Bodies’11 

 

The next project engaged with further creative research into other ways to distort the 

body, and in turn disrupt the gaze. Barriers to sight and distortion of the figure were 

investigated through the use of pattern and fabric.  

 

Artistic Practice: Wet-Drapery 

 

Wet-drapery, is a term used to describe cloth that appears to cling to the body in 

animated folds while it reveals the contours of the form beneath. This sculptural 

characteristic, mainly displayed in figures from the classical and Hellenistic periods, 

was often used as a foil for nudity clinging to the forms of the sculpted body. The 

trompe le’oil effect of the hard surface of the marble or stone, carved to appear fragile 

and fluid in the folds of the fabric, distorts the body. 
                                                
11 See Appendix 1 for full images referenced in Absent Bodies (2012) in Revelation Through 
Concealment: Curated Works 
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Figure 7: The Veiled Christ (1753), Giuseppe Sanmartino (1720 – 1793), the Museo Cappella Sansevero at Napoli. 
An Example of Wet-Drapery sculpting technique. 
 

 A contemporary artist that uses a similar aesthetic in her sculptural work is 

Janine Antoni’s Saddle (2000). Antoni creates a cast of her own body then covers the 

cast in rawhide. The hide then stiffens over time and the cast beneath is taken away 

revealing the shape of her body represented in the draped folds of the rawhide. 
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Figure 8: Saddle (2000) Janine Antoni. 
 

The hardened hide reveals the form of the body that was once beneath, the folds of the 

hide reveal and conceal the forms of the body all at once. The use of the body as an 

integral part in the creation of the sculpture and the way in which the draped fabric 

distorts the body interacts with notions of perception and representation of the abject.  

 

 The use of wet drapery sculpting techniques and inspiration taken from Antoni’s 

use of the body within her artistic practice lead to the sculptures created in Absent 

Bodies (2012). Cotton voile fabric was used to drape over a mannequin torso and 

hardened with liquid resin. In an attempt to create a skin like appearance, tonal beige 

and skin coloured fabrics were chosen with patterned fabrics used to accentuate and 

interact with the folds created by the fabrics to create a sense of distortion and illusion. 

The resin when hardened creates a slick shiny surface to the sculptures that is 

reminiscent of wet skin.  
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 The method in which Absent Bodies (2012) interacts with representation of the 

body is within the hardened folds of the fabric, rather than within a flat image. The 

sculptures display a presence and a non-presence of the body simultaneously. This 

project displays a progression of creative work from the distortion of a representation of 

a body into displacing the body from the work altogether and yet it is still remaining as 

a revealing form at the centre of the work. Fabric and drape then became a key creative 

tool for creating distortion of the body within the creative work, a device to create a 

barrier to the gaze on the body subject in the creative projects. Used to displace the 

body from sight by taking all revealing physical aspects away from view.  

 

 Drew Leder writes on the presence and absence of bodies in relation to 

experience and perception in The Absent Body (1990). Leder articulates the body is 

‘perpetually outside itself, caught up in a multitude of involvements with other people, 

with nature, with a sacred domain’ (Leder 1990 p.4). The body is absent through bodily 

experience and consciousness. Within Western culture a disembodied lifestyle is 

experienced as objects, shelters and machines mediate the corporeal human experience. 

The body becomes an absence through this, which Leder describes as a self 

concealment. 

 
The body conceals itself precisely in the act of revealing what is Other. The very 
prescencing of the world and of the body as an object within it is always correlative 
with this primordial absence… the word absence comes from the Latin esse, or ‘being,’ 
and ab, meaning ‘away.’ An absence is the being-away of something. The lived body, 
as ecstatic in nature, is that which is away from itself (Leder 1990, p.22). 

 

 The concept of the body as a rejection of the corporeal as an understanding of 

the self begins with exteriority and the surface of the body. It is this ‘skin’ of the body 

that enables touch, sight and perception, that through which the world comes to the 

body. Surface is that which is the realm of the visual field, both the perceived other and 

lived experience.  

 

 The sculptures of Absent Bodies (2012) engage with skin and surface through 

the creation of a second skin. The body other and surface expressed within a draped 

sculpture. The use of drape and exteriority within this project lead to the Shroud Series 

(2013), which engaged with this notion further. 



 29 

Chapter 2: The Shroud Series 

_____________________________________________________________________ 

Perception 

 

The Shroud Series (2013) is about highlighting the relationship between the onlooker 

and the subject in relation to bodily representation. The perception of the body is 

therefore integral to this research. How one perceives a body is through the cultural and 

socialised markers that allow for that person to be categorised within known and 

culturally upheld parameters of gender, culture and sexuality which construct the body’s 

identity (Entwistle 2000).  

 

 This can be a limiting and restrictive exchange as the body subject reflects 

implicit desires and values of a culture and context. This research project has a focus on 

the representation of the body as the subject and the gaze as the perception of the 

subject. It investigates the exposure of this gaze and the release of the body subject as a 

marker of culture and identity.  This research project therefore highlights the fluid and 

false nature of the authentic in the perception of the subject. 

 

Entwistle writes that,  

There is a moral order to the social world that imposes itself on individuals 
who generally come to recognize that there are ‘right’ and ‘wrong’ ways of 
being in a space, ‘correct’ and ‘incorrect’ ways of appearing…. To be a good 
person requires conformity to this social order (Entwistle 2000, p.33). 

 

Entwistle explains the ways in which the representation of the body conforms to a 

culture’s values and desires and can therefore be categorised as a culturally vilified and 

proper body. This exchange of understanding between the subject and the gaze is reliant 

on a perception of an identity. The research focus of the Shroud Series (2013) is to 

highlight this understanding and create a representation of the body subject that does not 

conform to this exchange of culturally vilified markers of identity between the subject 

and the gaze. The aim of the creative projects is to investigate tools to disrupt the 

constant and tacit exchange between the subject and the gaze.  
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Progression from Modernist Hetero-masculine Theory into the Post 

Modern and Feminist Discourse 

 

The body is the focus through which this research is investigating concealment and 

identity. It is therefore important to define the body and the progression of definitions of 

the body from modernist discourse to postmodern and feminist theories.  French social 

theorist Michel Foucault’s philosophies of the body are grounded in his writing on the 

docile body, which is acted upon, inscribed by culture and context (1975). 

 
The historical moment of the disciplines was the moment when an art of the human 
body was born, … formation of a relation that in the mechanism itself makes it more 
obedient as it becomes more useful, and conversely. What was then being formed 
was a policy of coercions that act upon the body, calculated manipulation of its 
elements, its gestures, and its behavior. The human body was entering a machinery 
of power that explores it, breaks it down and rearranges it (Foucault 1975, p.138). 

 

Foucault’s body is a passive entity acted upon and rearranged by exterior sociological 

and political pressures. It places the body within a modernist, hetero masculine 

discourse of categorisation and perspective, discounting feminist discourse and 

experiential aspects. This is a problematic study of the body, as it does not allow for 

experiential factors, gender experience or the ways that gender effects agency and 

power over the body. 

 

There has therefore been a shift in contemporary attitudes to the human body 

and the nature of embodiment from a modernist, hetero-masculine study into a 

postmodern feminist perspective, which problematises the body through discourse of 

gender, sexuality and power.  As Turner, Hepworth and Featherstone surmise in Body 

and Society (1991), the many commentators on sexuality and the body and the 

fragmentation of modernist thought can account for the rise in interest of the body in 

postmodern culture. The breaking down of symbolic hierarchies, global culture and the 

rise in social media and simulations of the body in everyday life also accounts for new 

and abundant ways in which representations of the body are considered in post-

modernist culture. Entwistle (2001) outlines the shift from the body as a passive entity 

to be impressed upon, into a centre for the reflection and internalisation of power and 

political pressures of context and culture. She describes the body as a matrix of the 
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psychological, ideological, physiological and rhetorical (2001, p.34). She claims that the 

convergence of this creates an uncomfortable fusion within the notion of the ‘self.’  

 

The notion of the self is often described as in terms of the subject, which 

according to Cavallaro’s analysis of Schopenhauer (1788-1860) is a knowledge based 

on facades, ‘knowable only in terms of its appearance, as a physical body’ (Cavallaro 

2001, p.87). All aspects of the body are significant in conveying cultural meaning 

according to Marcel Mauss’s essay Techniques of the Body (1973). The human body is 

never in its natural state, but a perpetual arrangement of markers and semiotics that 

convey meaning and rely on perception and sight to assemble this meaning. The body is 

an object that human beings work on, transforming nature into culture. 

 

Current fascination with the body is only a recent phase based on a history of 

cultivation of the body in the West. James Porter explains this transformative focus on 

the body in Constructions of the Classical Body (2002) as originating with ancient 

cultures of Greece and Rome, known as classical antiquity. 

 

The classical inheritance is central to today’s return to the body for two good reasons; 
the body is a canonical form was, so to speak, “invented” for the first time in classical 
antiquity; and much of the body’s subsequent history has revolved around the image 
and the ideal of the classical body inherited from antiquity (Porter 2002, p.1). 
 

The history of this re-invention of the body is perpetually fraught with the tension 

between the ideal or classical body and the ‘real’ body. This notion of an ideal in 

opposition to a realistic representation of the body is a very restrictive and controlling 

mechanism within modern society. Adherence to this ideal is a restrictive and powerful 

mechanism in the maintenance of a culture. This adherence is reliant on observation and 

surveillance interacting with notions of power and authority. According to Foucault 

(1975), through discourse, bodies are understood as sites of politics and power, subdued 

into a construction of identity that relies on external pressures of authority and utility. 

Foucault’s notion of docile bodies are controlled from the outside, reacting to external 

disciplines and desires of authoritarian institutions. Foucault’s post-structuralist theories 

on the body rely on modernist ideas of categorisation and structure to render the body 

into submission and into a category.  
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Foucault explains the body within institutions of authority and power, such as 

the church and the military whereby people are organised in space, time and function. 

Structures of power within these institutions dismiss the individual, one becomes a cog 

in the machine of culture, to be regulated in movement and action. Time is sectionalised 

and timetabled to create a positive economy.  Spaces are divided and assigned a 

purpose, the body is regulated into these spaces with conformity and docility. The 

individual experience is ultimately lost as Foucault’s discursive bodies are controlled by 

technology and authority, regulated into discipline and subject to authority and power 

(Foucault 1975). Foucault’s modernist body is as much a part of the machinery of 

modernism as a production line. Those that do not conform to the power of the machine 

are deemed unholy, outlawed, an Other to be shunned and feared. The responsibility for 

this regulation of bodies, Foucault explains, lies with political authorities that require 

obedience in order to gain and maintain power.  

 

It has been argued that Foucault’s concept of docile bodies exclude the 

experience of the individual and the internalisation of the external pressures that govern 

it. It excludes gender and identity from discourses of power as the military, church and 

convict institutions are the frames through which theories on docility are founded and 

these are all hetero-masculine institutions. It does however give feminist theorists a 

framework through which to decipher the governance of female bodies.  

 

Entwistle describes the use of the frames through which Foucault studies the 

body as a similar frame through which dress governs the body. Dress regulates the body 

into conformity. Uniforms and dress styles enable to body to be acceptable in certain 

environments and spaces. Foucault does not account for resistance of such pressures and 

is instead reliant on the presumed effects of authority and power.  Entwistle here 

describes the ways that the body is regulated and socialised through dress. 

 
… not only is dress the visible form of our intentions, but in everyday life is the insignia 
by which we are read and come to read others, however unstable and ambivalent these 
readings may be. Dress works to ‘glue’ identities in a world where they are uncertain 
(Entwistle in Entwistle & Wilson 2001, p.47). 
 

Dress conceals corporeal aspects of the physical body and yet also reveals the 

body through identity, exteriority and self-hood, allowing for it to move within the 
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world. It is understood that the body is a matrix of the psychological, ideological, 

physiological and the rhetorical. This complex convergence creates an uncomfortable 

fusion within the self as Kathleen Adler and Marcia Pointon explain in The Body 

Imaged (1993).  

 

The body is (…) both an object represented (...) and an organism that is organised to 
represent concepts and desires. Two systems of representation intertwine to overlap 
(Adler & Pointon 1993, p.125). 

 

There are two systems to Adler and Pointon’s body, one that is represented 

through imagery and encountered and one that is organised to represent desires and 

cultural pressures of power and politics. In relation to representation, Adler and Pointon 

separates the self from the body, describing it as an object and an organism when the 

body is so deeply intertwined, written into the fabric of discourse and meaning that it is 

nearly impossible to designate it as merely object. Notions of consciousness and 

selfhood do not allow for the body to be an entity in itself.  However as Adler and 

Pointon point out the body entity can be seen as an overlapping of systems relying on a 

transaction of perception and understanding to ‘build’ the body into being. Therefore, 

the body relies on and is governed by perception and understanding. 

 

Adler and Pointon (1993) look at the meanings that the body can create, endless 

and multifaceted, the embodiment of meaning and understanding organised into a mass 

of assumed knowledge and understanding of visuality and semiotics. The articulation of 

culture and social practices are hinged on unwritten laws and rules governing the body. 

The endorsement of these rules of display and the projection of the desirable body, rely 

on the subject being a familiar representation of the body. The subject can then be 

understood as it formulates an entirely whole representation, self, identity and body, 

through socially legitimised images. Dress is the dominant vehicle for this, the most 

potent and instant form of representation, both external and internal at the same time.  

 

The concealed bodies of the Shroud Series (2013), intensifies this ability of 

clothing to project and hide bodily attributes and reflect desires simultaneously as it 

complicates the indeterminate nature of dress, by appearing to screen the body.  It 

magnifies this notion as the shroud has the ability to shatter identity through 

concealment. To conceal a body is to create a new space within the already layered and 
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active spaces between perception and display of a gaze and subject. The shroud creates 

an alternative interior and exterior, concealing the eyes of the subject and thus having 

no other gaze present. The body subject is therefore able to free itself from this 

exchange of meaning and understanding. In turn the exterior, the gaze, the perceiver, is 

unable to understand the body before them as a wholly complete, projection and 

articulation of culture, gender, or context, and is left with a sense of unease and 

discontent.  

 

This effect highlights the ways that the body is not owned. We do not possess 

our bodies, but rely on others to perceive and therefore build them into being, construct 

them as markers of the world around. This notion is in itself unnerving as it de-centres 

the self as fixed, an internal and possessive phenomenon. The notion that one is ones 

body, and to be stripped of its surface, beneath a new skin, the body becomes something 

else. 

Shroud Series: Project 3 ‘Beneath’ 12 

The use of fabric as a formative medium, fragile and transient yet grounding in the 

previous project lead to the practice Beneath (2013) in which the use of draped printed 

fabric is arranged onto a body in order to conceal all physical characteristics of that 

body present in the Shroud Series (2013). This chapter outlines the aesthetic choices 

and logic of practice, as well as the theoretical frames that the Beneath (2013) engages 

with. The documentation of the work is a photographic medium. The body within each 

of the creative projects of the Shroud Series (2013) is situated within the frame of the 

photograph in an obvious and deliberately constructed context. The raw qualities of the 

shoot, the studio space, scratches on the floor and scuff marks are exposed and left 

within the photographic image deliberately. The inclusion of these marks highlight the 

context of the image within a studio. They expose the gaze of the onlooker of the image 

through an exposure of the voyeuristic nature of the shoot as a medium of image 

creation.  

 

 

                                                
12 See Appendix 1 for full images referenced in Beneath (2013) in Revelation Through Concealment: 
Curated Works 
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Figure 9: Untitled I, (2013) Alyssa Choat. 
Printed Textiles, Digital Image  
Scuff marks and backdrop are visible and left within the image to develop the sense that the photo is a deliberate 
construct of a bodily representation.  
 

 The body subject within the frame is unable to be gazed upon and therefore 

cannot be overpowered and rendered into a passive entity. It actively stares back 

without eyes, pulling the onlooker into a challenge and overpowering the gaze. That is 

what the shroud and concealment allows, for the gaze to be exposed. The onlooker 

becomes immediately aware of their own stare, their own intrinsic voyeuristic need to 

understand and render this body as passive. However, the shrouded body cannot be 

pacified, it is both unable to intrude on the onlookers field of vision, to affirm the gaze 

and acknowledge its own visibility, or gaze back on its onlookers. It is an unruly 

representation of a body and a breaking down, as Mulvey puts it, of ‘external formative 

structures,’ (1975 p.18).  

 

As previously mentioned, Cavallaro (2001 p.140) explains that to rescue the 

female body from objectification you must remove it all together from representation, 

for with patriarchy comes a relentless repressive sexist gaze on the female. Exclusion of 

the female body from the gaze being the only way to free the female form from 
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objectification, therefore the Shroud Series employs a concealment of the entire body as 

an investigation into the freeing nature of such a representation. 

 

Creative Practice 

 

My own professional practice as a textile designer has influenced the choice of print 

technique and use of print in these creative projects. Digital textiles printing allows for 

an intensity of colour and complexity of texture that often cannot be achieved with 

screen or other forms of stencil based printing. The use of digital printing and motifs 

within the print, allowed for the textiles to be perceived separate from any particular 

folk or traditional textile aesthetic. It provided a printing technique without a cultural 

context that could not be placed within existing historical cultural textile practices.  

 

The print designs are based around two ideas; the first being a desire to create a 

textile print that would not be recognisable as ‘fashion’ prints or in any way a culturally 

or gendered design. The textile designs needed to create a texture that was 

unrecognisable as anything in particular but rather a texture alone on the surface of the 

fabric. For this reason a layering of colour and imagery of landscapes and rock 

formations, concealed within layers of colour and texture was developed as the print 

artwork. The second premise behind the print artwork was based around the abject body 

and a portrayal of this on cloth. Imagery of stained and used cloth were used to create 

the third print which ended up looking very appealing, gold in colour with a gradation 

of tone texture throughout.   
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Figure 10: Textile Print Designs used in the Project 3-6 (2013) Alyssa Choat. 
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Figure 11: Abject Textile Print Design (2013) Alyssa Choat. 
 

Beneath (2013) used printed three metre lengths of polyester satin with a light 

sheen, to drape over a live model in a photographic studio and was a very reflective and 

static investigation into concealing the body. The three digital textile designs that were 

created were kept on the one length of fabric which allowed for a substantial amount of 

pooling of the printed fabric on the floor of the shoot and grounded the body in the 

image. The materiality of the high sheen fabric substrate was initially a decision to 

investigate the reflection and gradation of light on the surface of the fabric in order ot 

create a sense of depth on the flat cloth. The use of this printed fabric, however, did 

allow for a sense of the mirror on the surface of the cloth. The reflective nature of the 

fabric surface in turn acts as a solid barrier to sight bringing further the focus on 

perception into the fore.  
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The combination and use of the fabrics on the figure was a very intuitive and 

reflexive process in which the printed fabric at hand played an active role in 

combination with my own aesthetic intuition in creating the forms and drapes on the 

body, exemplifying Schon’s notion of ‘thinking-in-action’ (1983, 1987) and Carter’s 

material thinking in which the materials themselves are the expressions of thought. 

There was no definitive plan for the ways in which the model would interact with the 

draped fabrics or the ways in which this drapery would fall on the body, but rather a 

flow on of action and reflection. 

 

The stance of the figure is dominantly static, motionless and reflective, a clear 

body beneath as the fabric drapes from the crown of the head. The front, back and sides 

of the figure are photographed as well. The body is completely covered as whenever a 

hand or foot was revealed from beneath the cloth, the image lost its arresting quality and 

became a more obvious representation of the body.  

 

The gaze of the onlooker cannot penetrate the draped print to the body beneath, but 

remains on the outside, aware of the body within the image but without knowledge of 

any physicality of this body. The barriers are twofold, the textile prints create a textural 

barrier to the body beneath, a visual static, while the solidity and sheen of the cloth 

solidify the barrier to sight of the onlooker on the subject beneath the draped fabric. The 

body beneath, like Leder’s ‘absent body’ (2001), is revealed and concealed 

simultaneously through the distortion created by the drapes of the fabric on the form of 

the body beneath.  

The Abject 

 

There has been a much more recent movement of sociological studies to focus on dress 

as a marker of the social order of the time. Entwistle analyses Elizabeth Wilson’s 

description of an encounter with garments within a museum in The Fashioned Body; 

Fashion, Dress and Modern Social Theory (2001). 

 
The living observer moves with a sense of mounting panic, through a world of the 
dead… We experience a sense of the uncanny when we gaze at garments that had an 
intimate relationship with human beings long since gone to their graves. For clothes are 
so much a part of our living, moving selves that, frozen display in the mausoleums of 
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culture, they hint at something only half understood, sinister, threatening, the atrophy of 
the body, and the evanescence of life (Wilson 1985, p.1). 

 

This study of dress divorced from the body, makes historical objects of garments 

and fetishises them within museums and galleries. As the shell or discarded skin of an 

animal appears dead and inanimate, the garments that have been cast off appear lifeless 

and alienated from the body.  This is ever more obvious when the form of the body that 

once wore the garment is clearly evident in the wear and tear of the garment. It is the 

body that brings meaning to dress, it is the body that marks, uses, and is central to dress. 

Dress is a such an intimate aspect of exteriority and the presentation of identity that to 

separate the body from dress is to understand the garment as a fragment only. 

 

In opposition to this, dress on the body is an intimate aspect of life, a marker of 

identity and regulating the body into an acceptable assembly that upholds social order. 

Historical garments that are divorced from this, taken from the lived experience into the 

sphere of study as objects themselves, are met with an uncomfortability. They become 

markers of the uncomfortable notion of our own identity as unhinged and fluid, 

constructed through the use of interaction with dress.  

 
Garments that are separated from the lived body, heralded as worthy of study 

and into a still and inanimate world in which they cannot fully be realised, cannot 

capture the whole, but only a shadow of an identity. The body, self and dress are 

integral for a full presentation of the self, explains Entwistle. When presented with one 

aspect alone, there is a sense of the incomplete. It is this partiality that leaves the viewer 

with an uneasy feeling when perceiving these garments, valued for their technical 

aspects, construction, stitching and fabrication, but without a body within it lacks 

movement and animation (Entwistle 2001, p.10). Movement of garments to complete 

the assembly of the self in the construction of an identity are integral to the 

understanding of self hood. The influence of consciousness onto an object such as dress 

imparts meaning on that object. If the body animates a flat surface, a new skin, a shroud 

that does not impart or show any semiotic indicators necessary for identity construction, 

dress, body, self are all concealed, this new skin is not a whole but a fragment and 

understanding is limited as to how to define this body. The shroud is then imparted 

with, as Wilson puts it ‘the evanescence of life’(1985 p.1). 
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Julia Kristeva writes in Powers of Horror (Kristeva 1982), the ‘uncanny’ 

encounter causes a breakdown of any distinction between the subject and object, 

between material objects and ourselves.  

 

Facing the Abject and more specifically phobia… the fundamental opposition where 
between I and Other or, in more archaic fashion, between Inside and Outside (Kristeva, 
1982 p.7). 

 

Kristeva explains that the barriers between self and other are broken down within the 

abject and fear of the object as a threat to the order. The dull eyes of the mask is a 

portrayal of a lifeless body, a corpse, the invasion of death, into the lived experience 

and thus abject (Kristeva 1982, p.4). The mask is an abject portrayal of a body, the 

concealment of the face, the eyes, behind the mask is also a portrayal of death according 

to Kristeva as it alludes to the inanimate body. Concealment of the face conjures the 

abject, blurs the distinction between self and exteriority signifying death. 

 

In the presence of signified death… I would understand, react or accept. No, as in true 
theatre, without makeup or masks, refuse and corpses show me what I permanently 
thrust aside in order to live (Kristeva 1982, p.3). 

 

The abject is often coupled with the notion of the uncanny. According to Kristeva, the 

uncanny encounter is that which is both familiar and foreign. We recognize ourselves 

within the mask and yet it is a distorted and still representation of a body and therefore 

falls beyond the symbolic order, creating abjection through its uncanniness. This 

research investigates this notion of the uncanny according to Kristeva through the 

masking and concealment of the body in the generative work; the way that we must 

reject, ‘thrust aside’ these depictions or encounters with bodies that allude to death, that 

are situated outside the symbolic order, so that we may define ourselves and ‘live.’   

 

This is in the same way that the shrouded subjects of Beneath (2013) allude to 

the body. A garment in a museum is a marker of a body, the used garment divorced 

from the body and yet there is still a sense of a lived body, a person beneath, in the same 

way that the shrouds are a marker of a body, the body is absent and yet there is a 

definite presence of the body. The encounter of both of these, garment and shroud are 

an uncomfortable and eerie experience as there is no sense of the whole, only allusion.  
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Figure 12: Untitled I (2013) Alyssa Choat. 
Allusion and suggestion of a body beneath rather than a whole representation 
 

The draped printed fabric shroud of Beneath (2013) pictured above, is a barrier 

to the full perception of the body, only a distorted shadow of the body is seen in the 

form that the fabric takes. Much like the garment that is within a museum is a shadow 

of the identity of the person that once wore the garment, a fragment of the presentation 

of self. The other aspect that attributes to the uncomfortability with which both the 

museum garment and shroud are met is the sense of death that accompanies both. A 

shroud is used historically as a covering for dead bodies to conceal decay. The shrouded 

figures in the ‘Beneath’ therefore conjure this understanding within the viewer.  

 

Within both these, the museum garment and the shroud, there is a definite sense 

of the ungrounded nature of bodies, the unmanageable, the disorderly decay and erosive 

aspects of the body that the clean and proper body rejects, a encounter with the uncanny 
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(1982)  body that alludes to shifting and unstable notions of death and degeneration that 

must be rejected in order to maintain the definitive parameters of the self and identity.  

 
Dress or adornment is one of the means by which our bodies are made social and 
given meaning and identity….act of getting dressed is an act of preparing the body 
for the social world, making it appropriate, acceptable... even desirable (Entwistle 
2000 p.7). 

 

As already established, dress is a part of socialising the body and reflecting desire. This 

promotes ease with those around us, to be dressed inappropriately in a social event 

creates an awkwardness and vulnerability. All of these conventions are based on 

parameters of the social order, the bridge between the self and the world, the individual 

and the collective. The regulated and socialised body is one that is within these 

parameters and therefore upholds the rules and conventions that govern the presentation 

of an accepted body.  

 

Throughout history, societies have formed the notion of the proper and the 

improper body. Proper bodies that are deemed socially appropriate and display the 

regimentation of desire. The socio-culturally proper and improper body is governed 

closely in a need to preserve order within a society. Classification of bodies begins with 

an understanding of the notion of the internalised exterior, the body representation 

problem; what is perceived and deemed appropriate or otherwise is a marker for the 

nature of the internal self.  

 

The body will always be a witness to societies condemnation of certain attitudes 

and validation of others, it is a constant reminder of the formation of cultural 

mythologies and therefore can never be deemed ‘natural’ as this it is an inconstant and 

ever shifting. Dress is active in this, creating a surface, a plane for this play of ideology 

and understanding. It extends the body connecting the onlooker with the subject, 

creating this fluid transfer of understandings. It is when the understandings cannot be 

met that the body becomes Other, partial, a shadowy illusion and that this research 

project investigates.  
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Illusion and Distortion 

 

Representation, as previously discussed, is essentially about two images in relation to 

perception, the actual image or representation and the mental images that occur through 

perception within individuals. As previously discussed in relation to the body, post 

modernism discounts reality as a grounding phenomena and determines that all 

representations are important and integral to the reality of an image. All representations 

are meaningful and meaningless at the same time. Therefore the importance of 

distinguishing between the resemblance and the imitation of a subject is mute, there is 

no way to control the myriad of perceptive factors that influence the reading of a 

representation. Much like resemblance and imitation, the attempt to separate reality 

from illusion is problematic, reality being the reliable representation and illusion being 

the formation of an alternate reality through distortion. The work of Beneath (2013) 

elaborates the notion of illusion by distorting the figure through the folds of the cloth.  

 

 
Figure 13: Untitled IV, (2013) Alyssa Choat 
The print and sheen of the fabric distorts the figure, liquefies the body making it seem as though it is growing from 
the ground.  
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Illusion may indeed make reality a more grounded idea through the exhibition of 

the familiar in a distorted representation. Reality becomes more authentic and illusion 

more fantastical by distinction.  Misrepresentation is therefore a reality of 

representation, reality is bound to the material, physical bodies, and therefore our sense 

of reality is bound to how we experience the physical world around and our own 

internalisation of these experiences. There is a mistrust of images as reality. Therefore 

the world can never be represented uniformly and objectively as each individual’s 

reality is formed through an entirely personal and corporeal lens of physical encounter 

(Cavallaro 2001).  

 

Objectivity is a myth as one can never divorce oneself from the systems of 

perception and representation through our bodies and others. Objectivity relies on an 

entirely neutral and isolated perspective, without any cultural or ideological lens 

through which to perceive the world. The world comes to us through seeing, forming 

experiential realities, and distorting our perspectives. Our own sense of encounter is the 

way that realities are constructed and is therefore grounded as truth. Therefore the 

physical encounter with a shrouded figure is much more of a profound experience than 

the image. 
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Figure 14: Untitled III, (2013) Alyssa Choat. 
 

During the photographing of this image, the photographer Jordan Munns described the 

experience of encountering the shrouded figure as ‘the stuff of nightmares,’ an eerie and 

uncomfortable experience when the figure beneath the cloth moves and the body is 

revealed and distorted beneath the shroud. The control over the field of vision is 

disrupted, there is a keen sense of awareness of another person’s presence, but as Jean 

Paul Sartre describes in Being and Nothingness (1956), there is no exchange of the 

gaze. The subject cannot look back and the onlooker cannot look upon the subject yet 

the physical presence of each is felt. This is no more keenly felt, according to Munns, 

than when the subject is moving beneath the shroud. The viewer is presented with a 

shadowy, elusive representation, an assemblage that alludes to the body and therefore 

the viewer is uneasy with this body, in particular in its physical presence. 

 

You could imagine this shrouded figure in your house at night and then you go up to it 
and take away the fabric and there is actually nothing underneath…. Scary. (Jordan 
Munns, May 14, 2013 Private Correspondence) 
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The shroud becomes the body, Jordan is expressing something very important to 

this investigation, the idea that the body beneath cannot be seen and that it therefore 

becomes the shroud and that this experience of seeing it is something that is unnerving. 

The totality of concealment of the body is important, once a part of the body beneath is 

shown the understanding and feeling changes somewhat. More can become known 

about who it is that is beneath, possible gender, physicality and the encounter with this 

figure is a much more acceptable presence as it begins to move towards a known and 

accepted bodily representation. The exposure of parts of the female body from beneath 

the shroud automatically causes the image to lose its potency and arresting quality. The 

body beneath is able to gaze back as the onlooker who is aware of the physicality, and 

indeed gender of the body beneath the shroud. The field of vision suddenly has a 

presence other than the onlooker, but it does not need to be the eyes of the subject. Any 

revealed physical aspect of the body exposed from under the draped fabric allowed for 

the onlooker to gain some visual control over the subject. The gaze therefore is not 

limited to the eyes, to the presence of a body. The revelation of a revealed body part, 

however blinded, is enough to subjugate the onlooker and objectify and gain control 

over the body before them, to completely conceal and the power is lost. The gaze 

therefore may not be limited to the eyes, the presence of a body, the revelation of a 

revealed body part, however blinded, is enough to subjugate the onlooker and objectify 

and gain control over said body before them; to completely conceal and the power is 

lost.  

 

The shrouded bodies in the Beneath (2013) are an attempt to create a 

representation of a body that is not able to be mastered by the gaze upon it. The bodies 

beneath the draped fabric are not able to be seen and therefore cannot be mastered by 

the gaze. 

 

 

 

 



 48 

Shroud Series: Project 4 ‘Tunnelling In’ 13 

 

This penetrative gaze of the onlooker on the representation of the body within the 

creative projects is something that is investigates further within the creative work of 

Tunnelling In (2013). The exposure of the body beneath the draped fabric shrouds from 

within the fabric using a manipulation of the photographic image, allows for certain 

areas of skin to be exposed to view. The choice of exposed areas reveals no facial 

features to limit the exposure of the representation of the body beneath the fabric.  

Creative Practice 

 

The notion of tunnelling through layers to get to the body beneath interacts with various 

discourses of the natural body. All aspects of the body are significant in conveying 

cultural meaning according to Marcel Mauss’s essay Techniques of the Body (1973). 

The human body is never in its natural state, but a perpetual arrangement of markers 

and semiotics that convey meaning and rely on perception and sight to assemble this 

meaning. Layers of meaning, perception, semiotics and cultural context heavily 

influence perception of a bodily representation and this is reflected in the Tunnelling In 

(2013) concept of this creative project. This project is a metaphoric portrayal of peeling 

back of these layers of meaning to perceive the exposed body beneath. The only way to 

achieve this is to expose certain areas of the body other than the face, in order to avoid 

exposing the identity and gender of the subject. To do this would propel the viewer back 

into the murky discourse of identity and a mastery over the body within the image. 

 

For example, the exposure of a breast within the draped representation of a body 

would fetishise the image and the gaze would become voyeuristic and sexualized. The 

body would be exposed as female and this body would be disempowered by the gaze as 

a sexual object, a notion that this research is attempting to disrupt. To expose areas of 

the body that are not taboo, but more abstract, an area of stomach, a partial area of chin 

and neck, is to signify a body but not denote any particular layering of meaning. 

 
                                                
13 See Appendix 1 for full images referenced in Tunnelling In (2013) in Revelation Through 
Concealment: Curated Works 
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Gaze, Perception and Power 

 

This research project engages with the gaze as a socialised and culturally significant 

action, having many different meanings and expressions through time. It exposes what a 

culture or society deem intelligible, able to be understood and therefore exposes values 

and desires. Gaze is about a mastery of the subject, an attempt to control and master the 

objects or images being seen (Cavallaro 2001). As previously discussed, sight is thought 

of in western culture as the most authentic of all the senses at rendering a true 

perception of the world around us. French social theorist Michel Foucault’s 

philosophies on power and display within culture outline the ways that the gaze is 

integral to power and control (1975). The seen authoritative body forces the masses into 

submission while the unseen authority, through means of surveillance, control through 

invisibility. Foucault attributes modern society with a shift from the seen authoritative 

body to the unseen. Surveillance in an authoritative sense is a means of control to 

uphold order, although the same can be said of peer surveillance, a means of 

maintaining and upholding dominant ideals and values of a society to maintain 

compliance and order (Foucault 1975). Tunnelling In (2013) deals with this notion of 

sight in a succinct way.  
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Figure 15: Front Tunnel, (2013) Alyssa Choat. 
Digital Manipulated Photograph 
The body is exposed from beneath the drapery through a tunnel that tears away several layers to reveal the naked 
body beneath. The gaze penetrates beneath the outer layer and into the core of the subject, the body.  
 

It is important to note that within the theories of the gaze there is both the 

subject and the onlooker. This onlooker can be gazing in many different ways. 

Cavallaro explains that there is a distinct difference between the observer and the 

spectator.  To observe is to comply with and conform ones actions to a series of rules, 

codes and practices. The observer is one who sees within a ‘prescribed set of 

responsibilities, one who is embedded in a system of conventions and limitations’ 

(Crary 1990, p.6).  

 

Art theorist, Jonathan Crary, looks at the shifting field of visual techniques in 

relation to modernity and art history in terms of perception. Crary writes: 

Vision and its effects are always inseparable from the possibilities of an 
observing subject who is both the historical product and the site of certain 
practices, techniques, institutions, and procedures of subjectification (Crary 
1990 p.5). 
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The observer is a product of their current context of understanding of images and 

therefore bodies. A reflection of the cultural climate, the observer looks on the 

inanimate world while it looks back. In other words vision is a socialised experience, as 

each individual complies with what has been deemed an ‘intelligible world,’ (Bryson 

1988, p.91). Sight, therefore, is a means of upholding the values of a culture.  

 

We are never free to look at the world through purely our own eyes as we have to share 

the field of vision with others. Philosopher Jean Paul Sartre describes the phenomena of 

shared field of vision as one is never the master of the field of vision as it is always 

shared by others. He describes being alone in a park, and realising that he is alone, the 

only presence in the environment and therefore has complete visionary control over his 

surroundings. Once someone enters the same environment, this sense of control is lost. 

The field of vision is shared and not only is control over his surroundings lost but a 

shattering of the self as a whole as he himself also becomes observed (Sartre 1956 

p254-302).  

 

This phenomena is expanded on in Tunnelling In (2013), each of the figures depicted 

are shrouded beneath a fabric, creating a barrier to sight. The physical presence of these 

figures poses interesting insights into shared fields of vision. As previously discussed, if 

the body, the face, the eyes of a person are obscured from the view of an onlooker, and 

yet the body is a definite and undeniable presence, the effect of visionary control over 

the field of view, for both the onlooker and the subject is investigated in this project.  

 

Internal and External 

 
The hidden must be seen: I want you to know that I am hiding something from 
you… I want you to know that I don’t want to show my feelings: that is the message 
I address to the other. Larvatus prodeo: I advance pointing to my mask: I set a mask 
upon my passion, but with a discreet (and wily) finger I designate this mask (Barthes 
1990, p.41). 

 

Barthes here describes concealing as a double discourse, that to hide bodily aspects both 

denotes a hidden truth while simultaneously acknowledging the hidden, both concealing 

and exposing at the same time. It is the construction of a barrier, an ownership of bodily 

attributes. The characteristics of concealment underscore the problematic nature of the 
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relationship between surface and depth by expressing truth as a fluid concept. Surface 

cannot be wholly attributed with deception and the depth a whole truth. In fact, the 

surface may reveal through concealment, that truth may not lie within, that surface may 

conceal not a truth but an absence, a vacuum rather than depth (Warwick & Cavallaro 

1998 p.133). The shroud itself creates a distance between the subject and the observer, it 

hides a body within, but also highlights the notion of this internal self as a construct a 

fluid phenomenon, unfixed. 

 

Shroud Series: Project 5 ‘Moving Collage’14 

 

Moving Collage (2013), is an examination of the use of competing textures as barriers 

between the gaze and the subject. While Beneath (2013) and Tunnelling In (2013) used 

a layering of a single medium to expose the gaze and create a barrier between the gaze 

and the body, Moving Collage (2013) investigations depth and layering of textures to 

further displace the body from within the frame.  

 

Creative Practice 

 

Draped printed fabrics are combined with flat matt, black and pink cardboard surfaces. 

The use of black as it absorbs the light and will act as a foil to the sheen of the printed 

satin fabrics, while the pale pink colour was chosen there is something inherently 

grotesque (Material Thinking) about this colour. In combination with the subtely 

haunting assemblages of shrouding, pastel pink becomes a dissonant choice of colour, 

usually associated with a naïve femininity.  

 

This creative project also called on the inclusion of garments, draped shrouding 

of the face and the flat cardboard facades, the combination of all of these elements onto 

the body creates a more complex distortion of the figure. The inclusion of garments 

allows for mobility of the body, arm in a sleeve, skirt hem to be seen. For this reason 

                                                
14 See Appendix 1 for full images referenced in Moving Collage (2013) in Revelation Through 
Concealment: Curated Works 
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this project has been termed Moving Collage (2013), a body immobilised within the 

photographic image but allowed freedom to expose an arm for example.  

 

The use of a mirror to reflect the corrugated surface of the ceiling of the studio 

projects yet another surface onto the body. The mirror creates a sharp metallic surface 

medium that even further confused depth perception within the image. The cloth itself 

acts as another kind of mirror forcing the viewer to acknowledge their own gaze on the 

subject as the body becomes this jostling display of surfaces rather than a whole 

representation. 

 

 

 

 
Figure 16: A working shot of Moving Collage (2013) Alyssa Choat.  
Exposed hand and leg of the model conveys a very different feeling in comparison to the removal of the exposed 
body parts (see below).  
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Figure 17: Unbody, (2013) Alyssa Choat. 
The exposed leg of the model has been removed, creating a very different feeling within the image. 
 

These two images above are similar in composition however the exposed body hands 

and leg of the first images have been removed from the second. The exposure of these 

body parts in the first image allows for a very different feeling to be evoked, a more 

whole understanding of the body that is within the first image.  

Perception and Embodiment 

 

‘my body is a thing among things; it is one of them.’ (Merleau-Ponty 1964, p.3) 

  

An understanding of perception and the subject is pivotal to my research in relation to 

the perception phenomenology (Merleau-Ponty 1975). Concealment of the body and 

masking the face relies on an understanding of the concealed body, the subject to be 

‘seen’, and therefore an understanding of ‘seeing’ and perception is pivotal to this 

research.  Merleau-Ponty’s philosophical work, attempts to reject the upheld theories of 
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empiricism and dichotomy in relation to the embodied experience. Merleau-Ponty chose 

to underpin his early works in the notion of visibility.  

 

The action of perception and seeing is an embodied experience, Merleau-Ponty 

explains that perceptions of the world are a process of interpreting the visible. Our eyes 

are the windows to this world that enable the body to perceive, but it is through the 

body that seeing is manifested, in a combination of touch and touching, an intertwining 

of vision and movement.  

 

I have only to see something to know how to reach it and deal with it, even if I do not 
know how this happens in the nervous system (Merleau-Ponty 1964, p.162). 

 

If one cannot see something wholly, it cannot be reached and known, cannot be 

therefore understood fully, but remains in the shadowy, elusive realm of fractured 

identities. The body beneath the shroud cannot be seen, the shrouded figure is a 

confusion, as one does not know how to deal with the what is beneath, to reach it, or 

indeed what it is and therefore whole perception is disrupted.  This idea is also 

expanded when there are many layers of disruption, as is evident within Moving 

Collage (2013). 
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Figure 18: Corrugated Body II, (2013) Alyssa Choat. 
This research project portrayed the use of multiple textures to disrupt vision and perception of depth, between the 
viewer and the subject. The incorporation of garments allowed for the figure to move and developed an 
understanding of the ways that garments mask the body rather than textures alone. That garments play a role in 
perception of the body. 
 

The combination of elements allowed for the body within the representation to be thrust 

further away from the onlooker, unreachable. While there is something still and 

reflective about the shrouded bodies of Beneath (2013), the combination of textures 

allows for the illusion of depth within the Moving Collage (2013) as the forefront of the 

composition becomes the shiny printed Polyester fabric and the matt cardboard pieces 

seem to sink into the background. The body becomes further fractured in depth and 

sectionalised through collage of mediums. This itself disrupts the gaze of the onlooker 

in mastering this body.  
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Representation and Post-Modernism 

 

There has been a definite shift in the grounding of reality of perception and 

representation with the introduction of post modern theories. Post modernism has been 

described as a cultural shift in the notion of a single reality of representation into 

multiple realities, a plurality of interpretation, ‘each one as inherently meaningless or 

meaningful as the other’ (Boyne 1988, p.532). Boyne describes the shift from 

modernity into post-modernity as ‘a de-privileging shift from knowledge to experience, 

from theory to practice’ (Boyne 1988, p.532). Representation has become less physical 

object as a marker of the authentic but more about the perception, representation with a 

focus on the viewer’s response rather than the grounding of the initial object within a 

discourse of truth and authenticity.  

 

French sociologist Jean Baudrillard explains representation and perception is 

now to look on one thing in terms of another, nothing is fixed and all is simulation with 

no stopping place for ultimate value (Baudrillard 1983). Boyne also expresses that all is 

secondary, ‘we must finish with representation and the political cowardice that it 

connotes’ (Boyne 1988, p.532).  According to Boyne the ways in which post-

modernism does not designate a truth or a singular meaning or purpose within the work 

and the seemingly politically weak position that this then creates. Representation and 

perception within post modernism opens up representation as authentic. Image and 

object are both regarded as artifice, allowing for all perceptions and readings of what is 

perceived to be valuable. Moving Collage (2013) expands on this notion of the value of 

perception by creating multiple barriers to sight.  
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Figure 19: Black, (2013) Alyssa Choat. 
 

The perception of what the body in Figure 19 is to the onlooker is just as 

important as the intention of the composition. To conceal the body subject with multiple 

mediums and textures further opens up the examination and understanding of what this 

is to many possibilities. To conceal any grounding aspects of the body that would 

generate a limited understanding of what is the body is and the intent of the creator is to 

broaden the possibilities of what a body can be within a post-modern context. 

 

Perception of representations of the body are riddled with layers of distortion, 

like looking through a pool of water at an object, the object is distorted, constantly 

shifting with the ripples of the surface of the water. We do not perceive the object as it 

really is but as a distortion of representation through layers of cultural and historical 

ideology, experiential practice and internalisation of the world. Representation and 

perception will always therefore have an element of distortion through each onlooker’s 

own cultural lens.  
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Shroud Series : Project 6 ‘Bulk’ 15 

 

This creative project further develops the notion of a moving collage on the body. 

Rather than using combinations of opposing textures, Bulk (2013) uses a distortion of 

the body beneath to create a body form that is then draped onto.  

 

Creative Practice 

 

Two more digital textile print designs were created using the same premise of texture 

rather than motif.  

 

 
Figure 20: Digital textile print artwork onto polyester satin. 
A combination of photographic imagery and hand rendered pattern, digitally manipulated into a print. 

 

                                                
15 See Appendix 1 for full images referenced in Bulk (2013) in Revelation Through Concealment: 
Curated Works 
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Figure 21: Digital textile print artwork onto polyester satin. A combination of photographic imagery and hand 
rendered pattern, digitally manipulated into a print. 
 

 These textile designs were created with a layering of photographic images and 

hand rendered drawings to create a much more layered texture than the previous print 

designs. These new prints were combined with the original digital prints from Beneath 

(2013) and Moving Collage (2013) projects. Soft padding and foam and wooden frames 

were attached to the model using stretch mesh. A plastic rectangle box was placed on 

the head of the model and a partial gingham garment was used along with the pale pink 

fabric of a similar colour to the pink cardboard used in Moving Collage (2013). This 

material and the prints were then draped on top of the forms attached to the body.   

  

 Distorting the body beneath created an internal space of the body subject. While 

in Moving Collage (2013) the body was distorted through competing mediums, it did 

not create a whole internal space for the body subject to inhabit, but rather was thrust at 
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the viewer. Bulk (2013) gives the subject dominance over the frame of the image, taking 

up a lot more space, the prints become less flat surfaces and more integral parts of the 

distorted body subject, creating forms rather than draped fragile flat surfaces. 

 

 The Bulk (2013) project interacts with notions of the gaze through distortion and 

exaggeration. That which announces a person as the subject of the image is all but 

removed as the distortion of the figure almost renders the body as a mass of forms only. 

The creative work of Bulk (2013) seems the most theatrical and paganistic in tone. The 

use of the new prints and their hand rendered feel as well as the exaggeration of the 

figure almost creates a narrative or character for each combination of materials. This is 

something that previously had not been achieved; Moving Collage (2013) had a focus 

on texture and medium while Beneath (2013) and Tunnelling In (2013) was about an 

investigation into drapery, Bulk (2013) becomes an examination of form and narrative.  

 

The distortion and exaggeration of the body beneath the composition of fabrics, 

exposes notions of the form of the nude or physical body itself is as much a construct as 

identity. According to Entwistle no representation of the body is natural, clothed or 

otherwise, however there is an innate need to possess natural aspects of the body as 

ones own (2001). 

 

It could also be argued that this difficulty is further highlighted by the notion 

that one is and also has a body, therefore when the body in question is clothed, encased, 

its corporeal aspects concealed, it blurs the notion of the body as a disembodied 

representation. Dress, however is not simply the casing, the shell but is a part of being, 

an embodied attribute. Separating the self from dress is problematic and almost 

impossible as the body is perceived as this wrapping, the body beneath is not seen, its 

corporeal aspects hidden beneath. Dress is a convincing vehicle for positioning bodies 

within a culturally viable context, understanding and translating the visual by means of 

semiotic positioning of the subject by the observer. This relationship is complex 

between the body that is seen and the body that is represented. It is a cyclical process as 

bodies are constantly aware of the gaze.   

 

The curated works of the Shroud Series however do not allow for the body 

subject within the photographs to be positioned within a known context. For example, 
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there is no known situation in which one might encounter a body similar to that which is 

being represented in the work.  

 

 
Figure 22: Washer Woman (2013) Alyssa Choat. 

 

The body subject within Washer Woman (2013) has been deliberately dressed 

and collaged upon with many different materials and textures in order to render it apart 

from any context. It exists only within the frame of the image. The competing textures 

and materials used on the body all jostle for meaning, generating infinite potential for 

understanding and interpretation. The gingham used on the ‘torso’ of the figure, a 

material used conventionally in domesticity, combined with the title of the work 

Washer Woman (2013), all hint at a possible narrative for the body subject.  
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Figure 23: Akata Masquerade, (2004) Eshinjok Village, Nigeria (Galembo 2010 p69). 

  

The Akata Masquerade image above by photographer Phyllis Galembo  portrays 

an African Masquerade costume of the Cross River region of Nigeria. The costume 

styles and masquerade16 practices of the tribes people varies from region to region. The 

dancers perform on commission in different official celebrations ranging from weddings 

to funerals and coronations. Galembo explains the way that she captures these images. 

 
When the masked figures are ready to pose, I make a Polaroid test shot to measure the 
light an if necessary make adjustments…. While the crowd inspects the Polaroid, I 
prepare to shoot film. In a single session, I make several photographs: images of the 
entire troupe, close-ups and individual portraits. After about 15 minutes – rarely more- 
the masqueraders disperse….. children and young adults come to pose in their own 
costumes, improvised for the occasion from materials on hand such as grasses, burlap 
sacks, a suit jacket, a gourd….. Ekpo costumes use the simplest materials- sugar syrup 
mixed with coal dust, leaves, roots and branches – to achieve extraordinary effects. The 
Ekpo images haunt and inspire me (Galembo 2010, p.53). 
 

 

                                                
16 See Appendix 2: Terminology; masquerade. 
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Figure 24: Koko Ekpo Masquerade, (2005) Calabar South, Nigeria (Galembo 2010 p103). 

 

The use of plant material forming the dominant medium for the Ekpo costume 

pictured above creates a sense of the paganistic and transitory nature of the costume, a 

haunting and dramatic portrayal of a dressed body.  The choices made within the 

creative work practice are heavily influenced by the images and practices of other artists 

working with the body, in particular the photographs of Phyllus Galembo’s 

documentation of African masquerade costumes. The profound and often confronting 

studies of the tribes of Africa and their masquerade costumes portrays an interesting 

collage of materials that the tribes people are able to cobble into a costume, often using 

whatever is easily accessible and on hand to dress the body. The materials used are 

sometimes at odds with each other creating a slapdash, hurried and transient 

representation of the body. There is also an innate contrast between contemporary 

fabrics, man made and industrial and natural grasses and materials that are on hand. 

 

Washer Woman (2013) portrays this same pastiche of materials on the body and 

the transitory nature of this collage. The masquerade costumes of the Egun Egun also 
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completely conceal the body, in an effort to transform the body into an Other much like 

the Washer Woman (2013). The distortion of the body beneath allows for an even 

greater departure from an accepted body shape. The collage of drapery anchors the body 

within the image and further distorts the figure. The displacement of the accepted 

portrayal of a body further from the image through distortion and exaggeration of form 

creates a profound and dramatic effect.  

Identity and Narrative 

 

Identity engages with notions of authentic and true self in relation to bodily 

representation. Appearance and dress as an indication of identity is problematic. One is 

aware of the deception of appearances, the artifice of appearance, as well as dress and 

presentation of the body as the most potent and profound form of representing identity.  

 
This tension between artifice and authenticity, between the self as constructed and 
self styled and the self as natural and authentic is one that recurs in contemporary 
literature… There is a fundamental contradiction running through our contemporary 
readings of appearance and identity: While we look to read the other through 
appearance… at the same time we are aware that appearances are deceptive 
(Entwistle 2000, p.113). 

 

While representation engages with the ideology of an authentic and construct, 

identity also engages with this notion of the true self and the represented identity. 

Exteriority is the most important attribute when dealing with identity. Our bodies are 

the sites on which identity is constructed and are the centres for this meaning. While 

throughout history, dress and identity construction on the body were indicators of class 

and importance, Featherstone (1988 p.281) explains that contemporary obsession with 

the body beautiful has placed an emphasis on working on the body as the new focus and 

symbol of status. Mastery of the body, through self-conscious and self-disciplining 

procedures, cosmetic surgery, glorification and consumption of the body beautiful, is an 

effective way to control bodies through surveillance rather than through force. 

Vision and Embodiment 

 

If perception is not a conscious sorting of things seen into thoughts and then into 

understandings, it is not a fluid linear process but an embodied experience of 

perception. By creating a barrier between two objects, the barrier therefore in some way 
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becomes the object according to Merleau-Ponty (1945, 1964). This understanding is 

imperative to my practical work, the shrouded bodies are a way of highlighting body 

constructions by creating an internal self / non-self that is concealed, the mechanisms of 

perception of bodies as a phenomenon rather than a prophetic and predicted process of 

thought and sight according to Merleau-Ponty. The creative project images are an 

attempt to highlight the artifice of representation, the construction of identity as 

something that begins with the exchange of seeing, and that to create a barrier to this is 

to disrupt this exchange. Merleau-Ponty (1945, 1964) explains vision as a corporeal 

experience, and furthermore our own understandings of our own bodies are reliant on 

this. That we experience objects through this process of embodied experience, the 

natural sequel to, and maturation of, vision. The human body is central to this exchange, 

the see-er and the visible and the crossover that occurs. In this case the see-er and the 

shrouded body, the invisible.  

 

Merleau-Ponty goes on to explain that the body and object are of the same stuff 

and therefore vision must somehow come about from within. Our knowledge of the 

world around us comes from within, an assemblage of the familiar. Vision creates an 

echo within the known, the embodied experience of perception. Creation is something 

that comes from within, all of what is exterior to our bodies, is seen and therefore 

internalized. Bulk (2013) presents representations of the shrouded bodies that are seen 

and therefore internalized, experienced, conjuring other similar imagery, often jarring 

and nightmarish. The draped shroud has connotations of death and decay as it alludes to 

death shrouds and masks, symbols of death and distrust.   

 

According to Merleau-Ponty, all forms of creation come from this experience of 

vision as an embodied and fluid phenomena, rather than the idea that a creator captures 

a vision. Vision is a bodily experience according to Merleau-Ponty who explains the 

movement of the body as not merely an instruction of the mind onto the body itself, but 

a manifestation of the action of vision, an affect of vision on the body. In Eye and Mind 

(1964), Merleau-Ponty describes this process of vision using the painter and the action 

of creating a painting to explain perception and the visible and the way in which the 

body is intertwined in this process. 
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The painter "takes his body with him," says Valery. Indeed we cannot imagine how 
a mind could paint. It is by lending his body to the world that the artist changes the 
world into paintings. To understand these transubstantiations we must go back to 
the working, actual body—not the body as a chunk of space or a bundle of 
functions but that body which is an intertwining of vision and movement (Merleau-
Ponty 1964, p.162). 

 

While Merleau-Ponty discusses the body and vision as a reference to the creation 

of an image, it could also be said that the perception of an object relies on this notion of 

seeing as an embodied experience, wrapped up in movement. One cannot separate the 

process of perception and knowledge production into sight and understanding. It is an 

embodied phenomenon, not linear or able to be categorized, but fluid and meandering. 

The act of creation is a phenomena that cannot be separated into thought and action 

spurred by vision. Merleau-Ponty explains through the use of a painter’s actions on 

canvas are not a decision made by the mind, a dictation that is undertaken by the body, 

or a separation of the mind from the body, but rather a phenomena in which the self, is 

‘self moved’, a radiation of the embodied experience.  

 

My movement is not a decision made by the mind, an absolute doing which would 
decree, from the depths of a subjective retreat, some change of place miraculously 
executed in extended space. It is the natural sequel to, and maturation of, vision. I 
say of a thing that it is moved; but my body moves itself; my movement is self-
moved. It is not ignorance of self, blind to itself; it radiates from a self (Merleau-
Ponty 1964, p.162) 

 

This understanding of creation as a non linear arrangement of thought and sight 

and action, but a fluid phenomena in which the mind and the body act as one in creation 

from a self and not exterior to it is an interesting and complex phenomena when applied 

to the perception of a representation. Explanation of the practice of visibility and 

creation can in turn be an understanding of perception. In Merleau-Ponty’s major 

philosophical work the Phenomenology of Perception (1945), he attempts to outline the 

problematic nature of traditional philosophical dichotomies, science and truth, in 

particular the separation of mind and body. While Merleau-Ponty’s explanation of 

vision as an embodied and fluid practice involving both mind and body, it is with this 

phenomenon that he underpins his understandings of the constructive world that exists 

beyond the body. Once the understandings of the body and vision are problematised in 

this way, so too is perception of the outside world as entirely distinguishable from the 

thinking subject.  
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This type of rationalism is problematic because it ignores embodiment, and 

consequently the contingent nature of thought in understanding the world, or at least 

meaning, the immanent property of the reflecting mind.  

 
If I chance to look out of the window onto men passing in the street, I do not fail to 
say, on seeing them, that I see men… and yet, what do I see from this window, other 
than hats and cloaks, which cover ghosts or dummies who move only by means of 
springs? But I judge them to be really men, and thus I understand, by the sole power 
of judgment that resides in my mind, what I believed I saw with my eyes (Crossley 
1994, p.10). 

 

The mental images are prioritised above the physical things being perceived, 

Merleau-Ponty however, rejects this type of empirical understanding of perception as it 

places the significance on the mental reading of the objects over the physical hats and 

coats themselves. That to sectionalise this notion of perception into action and subject is 

to simplify it into a cause and effect. Merleau-Ponty wishes to iterate that we are not 

passive when presented with visual stimulation but ‘inside and outside are inseparable. 

In relation to this he stated that ‘The world is wholly inside and I am wholly outside 

myself’ (Merleau-Ponty 1964 p.407). 

 

 

 
Figure 25: Washer Woman II, (2013) Alyssa Choat. 
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In the same way that the observer looks out the window and sees moving hats 

and cloaks and assumes them to be the dressed bodies of men walking in the rain, the 

figures within the creative works are looked upon as a collage of material, garment and 

drape.  To look on sole garments animated by the body rather than the entire body itself 

or even face of the figure, in the same way that the onlooker sees the animation of the 

temporary collage of draped material and partial garments of the Washer Woman II 

(2013), face and all body parts concealed from view. Crossley’s description of 

observing the cloaks and hats as known and culturally vilified and accepted forms of 

dress and assume the gender and identity of the men in the rain, while the draped 

material and partial garments of the Washer Woman II (2013) do not portray any 

complete clues to the identity of the figure. This therefore disrupts the understanding of 

these figures. It is difficult to therefore define what these figures are indeed.  
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Chapter 3: Mask Series 

_____________________________________________________________________ 

 

From the development of this creative work, a final body of work is completed based on 

a reflection of the completed previous projects, Figurative Series (2012) and Shroud 

Series (2013). Several themes present throughout all of the creative projects were 

successful at engaging with the notions of identity, the body and representation. These 

include;  

  

1. The use of a physical, impermeable barrier between the body 

subject/model within the frame of the photo and the onlooker. 

2. The use of print to create a further barrier to sight, a texture. 

3. The concealment of the almost all of the body and a definite concealment 

of the face. 

4. Fragmentation of the physical body through collage of mediums is 

effective at creating another level of disorientation between the subject 

and the onlooker. 

 

Each of these creative tools were used to develop the final range of garments and masks 

in which all of this ‘material thinking’ and inherent creative knowledge culminates.  

 

Mask Series: Project 7 Reveal/Conceal17 

 

The colour palette chosen for this project was derived from the pink cardboard in 

Moving Collage (2013) and the pink fabric of Bulk (2013). Pink is a colour that is 

associated with femininity and flesh. The pastel tone of pink that was chosen is in 

opposition to the haunting nature of masking the face. This contrast between the naïve 

pink colours and the sculpted silhouettes created by the masks and draped garments 

creates an uneasy tension.  

                                                
17 See Appendix 1 for full images referenced in Reveal/Conceal (2014) in Revelation Through 
Concealment: Curated Works 
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 Each look is both a garment design and a mask. The masks are sculpted from 

digitally printed leather, while the garments are a combination of printed linen and 

polyester and pastel pink crepe and polyester fabrics. The notion of collage and 

fracturing the body was utilised within each garment design.  

 

The printed polyester and linen is an artwork that has been created from the 

photographs of Beneath (2013). 

 

 
Figure 26: Digital textiles print artwork onto matt polyester satin derived from photographs of Beneath (2013) Alyssa 
Choat. This print forms the long draped areas of the garments and distorts the prints. The images of the folds of the 
fabric in the print create a tromp l’oil effect of folded fabric on the flat surface of the garment. 
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Figure 27: Digital textiles print onto matt polyester satin and onto unfinished Goat Leather (Crust) (2013) Alyssa 
Choat. The leather is used to create the masks while the printed fabric is panelled into areas of the garments.  
 

 
 

Figure 28: Digital textile print onto linen (2013) Alyssa Choat. The effect became very subtle and soft when printed. 
This appears in Mask 1 (2014) and Mask 2 (2014). 
 

 There is a progression in ideology from each mask to the next and this is 

reflected in the design of the garment that it is designed with. Each investigates a theme 

of concealment and the interaction between the gaze and the body subject. Mask 1 

(2014) displays a total concealment of the entire face and shoulders. The sculpted 

printed leather of the mask is exaggerated and bulky.  At the back of the mask a vent 

has been designed which allows the hair of the wearer to fall through the space and 

anchors the mask onto the upper body. The leather is used on the upper body of the top 

to continue the façade of the sculpted leather on the front of the body. This 
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manifestation of concealment and masking is about an interaction with façades. The 

front of the body is the focus, the mask is mirrored through the centre, sides and back is 

symmetrical. The mask itself draws on notions of faces as the front of the body and the 

symmetry of the face. The front of the garment is printed linen and is longer than the 

back taking this notion of a front façade down the body into the garments  

 

 Mask 2 (2014) exposes the left eye of the wearer, creating a façade around the 

right side of the face. The right panel of the garment does not have a side seam but is 

draped around the body from a seam at the right side to centre back. The façade concept 

is twisted around the body to conceal the right side beneath a mask of printed leather 

and conceal the right side of the body beneath a panel of draped printed fabric. The 

draped panel of the dress falls past the wearers feet and pools onto the floor, similar to 

the ways in which the draped fabric of Beneath (2013), Moving Collage (2013) and 

Bulk (2013) pool at the feet of the model. The left side of the garment displays an 

irregular hemline, the front panel is shorter than the back, with panels of different prints 

creating a collages effect on the body within the garment itself.  

 

 Mask 3 (2014) and Mask 4 (2014) displays a further study in barriers to sight, 

both of the onlooker and the masked person and frontal façades. The masks and 

garments portray a focus on the face, in particular with the masks announcing a new 

face through the symmetry of the print; the onlooker attempts to find eyes, a nose even 

in the print on the mask. Straps and buckles anchor the mask to the wearer’s head 

further articulating the façade. The garments are almost collaged onto the body with 

print placements panels, sheer and open spaces within the garment, at the torso and the 

back of the legs in Mask 3 (2014) and an entire left leg is exposed beneath a sheer panel 

in Mask 4 (2014). The notion of collage and fracturing the figure through surface 

intervention is investigated thoroughly within the garments. The colour palette of the 

range acts as a bridging aesthetic between each look within the range of garments and 

masks and this colour palette was reflected in the photographing of each look.  

 

 The creation of the masks is defined as a fashion artefact18, an object that adorns 

or interacts with the body, designed to shed light on, or examine a particular ideology. 

                                                
18 See Appendix 2: Terminology; artifact. 
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London College of Fashion is an institution with a Fashion Artefact course in which the 

students create fashion objects. They define fashion artefacts as the following, 

 
We believe that fashion is one of the most influential forms of expression in 
contemporary culture, serving as a reflection of our social behaviour. We define fashion 
artefact as a post-modern metaphor of what occurs in today’s society. Consideration of 
the fashion artefact in its theoretical and social contexts allows us to gain an insight into 
complex underlying meanings and open them up for discussion and contemplation. 
(University of Arts London, 2014) 
 

 The fashion artefact is an object that opens up the ideology and conceptual 

grounding on which it was formed; the masks of the final range, encompass a range of 

ideology of concealment. The final range extrapolates on and engages with the notions 

of representation and concealment evidenced throughout previous creative projects.  
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Conclusion 

_____________________________________________________________________ 

 

These ideas around authentic representation, illusion and distortion are all integral to the 

generation of the practical work. It is important to place the shrouded subject within 

these photographs and images into a discourse on representation and perception, as the 

shrouded figures are an attempt to undermine the notion of a true and authentic bodily 

representation. The research projects investigate a portrayal of a body that does not 

reflect any aspect of an accepted body that can be situated with understanding, it is a 

rejection of this and the only way for this to be achieved is to remove the physicality of 

the body altogether; remove the body from the image.  

 

 Throughout the development of this work, the focus on challenging and 

highlighting the potentially restrictive nature of the gaze on the body, in particular the 

female body has been paramount. The only way to counteract the oppressive gaze is to 

almost remove the body subject altogether. The tools for creating and investigating this 

are developed through concealment, fracturing imagery and collaging materials and 

mediums within  representations of a body. Notions of identity and the promotion of 

laboured gendered paradigms, the upkeep of a cultures values and desires are all 

evidenced within imagery of the body as the centre for this knowledge, self-legitimising 

and regarded as truth. In the current cultural climate of use and value in which 

exteriority is consistently situated, and as we find more and more ways in which to 

create online, photographic and other visual alternative identities through constructed 

representations of bodies, it is ever more important that the oppressive gaze be exposed, 

repelled and challenged.   
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Appendix 1 Revelation Through Concealment: Curated Works 

____________________________________________________________ 



81

Fracture : a series of portraits of women that look back

Within the portraits there is a double gaze, an inward looking eye (passive) and 
an outward looking eye (active). This dualism and the inability for the onlooker 
to master the identity of the portrait makes the onlooker keenly aware of their 
own gaze.



82

 
Estelle (2011)
 
Paper Collage 



83

Barbara (2011)

Paper Collage

 

 
Jessica (2011)
 
Paper Collage 



84

Henrietta (2011)
  
Paper Collage

Justine (2011)

Paper Collage
 

    



85

Kate (2011) 
   
Paper Collage

    



86

Absent Bodies 
 

This project engaged with the concealment idea of encasing the body in a 
medium and obscuring it from view. Engaging with renaissance sculpting 
techniques of wet drapery. The folds of the fabric distort the body, the cloth 
revealing and concealing the figure beneath.



87

Torso (2012)
Study #1 
   
Cotton Voile 
Resin 

Torso (2012)
Study #2 
  
Cotton Voile 
Resin 



88

Shroud (2012)     
Study #1
   
Cotton Voile
Printed Cotton Voile 
Resin 

Shroud (2012) 
Study #2 
   
Cotton Voile
Printed Cotton Voile 
Resin 



89

Curtain (2012) 
Study #1 
   
Printed Jersey
Resin

Curtain (2012) 
Study #2
   
Printed Jersey
Resin



90

Beneath

The body is situated in a photographic studio space, the focal point of the work, and is then 
covered using various printed and non-printed textiles, collaged into a representation in 
which the body is completely concealed and displaced from the performance.



91

 
Untitled I (2013)

Digitally Printed Polyester Fabric



92

 
Untitled II (2013)

Digitally Printed Polyester Fabric
Original Print Artwork       



93

Untitled III (2013)

Digitally Printed Polyester Fabric
Original Print Artwork



94

Untitled IV (2013)

Digitally Printed Polyester Fabric
Original Print Artwork



95

 
Untitled V (2013)

Digitally Printed Polyester Fabric
Original Print Artwork



96

Tunnelling In

The images created from Project #3 lead to a series of ‘Tunnelling In’ manipulated 
images to investigate layers and create key holes to the body beneath. The notion 
of the experience and portrayal of the body beneath the shroud is investigated by 
photographing a series of body parts and placing them beneath the shrouds.  



97

Side Tunnel (2013)

Digital Photograph 
Digital Image Manipulation



98

Front Tunnel (2013)

Digital Photograph
Digital Image Manipulation



99

Back Tunnel (2013)
    
Digital Photograph 
Digital Image Manipulation



100

Face Tunnel (2013)

Digital Photograph  
Digital Image Manipulation



101

Moving Collage

Incorporation of flat surfaces, with sharp edges, cardboard to create further barriers 
between the subject and the onlooker. 



102

Drape Detail (2013)

Digitally Printed Polyester Fabric
Mirror, Cardboard
Garments designed by Alyssa Choat
Digital Photograph 



103

Figure in Space (2013)

Digitally Printed Polyester Fabric
Mirror, Cardboard
Garments designed by Alyssa Choat
Digital Photograph 



104

Pink (2013)

Digitally Printed Polyester Fabric
Cardboard
Garments designed by Alyssa Choat
Digital Photograph 
  



105

 
Black (2013)

Digitally Printed Polyester Fabric
Cardboard
Garments designed by Alyssa Choat
Digital Photograph 



106

Corrugated (2013)

Digitally Printed Polyester Fabric
Mirror
Garments designed by Alyssa Choat
Digital Photograph 



107

Corrugated Body (2013)

Digitally Printed Polyester Fabric
Mirror
Garments designed by Alyssa Choat
Digital Photograph 



108

Corrugated Body II (2013)

Digitally Printed Polyester Fabric
Mirror
Garments designed by Alyssa Choat
Digital Photograph 



109

 
Corrugated Drape Detail (2013)

Digitally Printed Polyester Fabric
Mirror
Garments designed by Alyssa Choat
Digital Photograph 



110

Un Body (2013)
 
Digital Image Manipulation
Digitally Printed Polyester Fabric
Original Print Artwork
Mirror, Cardboard
All garments designed by Alyssa Choat Digital Photograph 



111

Bulk

The next research project lead to a further play with the interaction of the body 
and the shrouding and barriers and a further displacement of the body, circular 
and rectangle frames were attached to different areas of the body. The body 
beneath was padded out and distorted, a further 2 prints were created, partial 
garments were introduced (a gingham sleeve).



112

Wanderer (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



113

 
Wanderer II  (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



114

Washer Woman (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



115

Washer Woman II (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



116

Mountain I (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



117

 
Mountain II (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 
 



118

Mountain III (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



119

Mountain IV (2013)

Digitally Printed Polyester Fabric
Foam and Polyester, Frames and Padding 
Digital Photograph 



120

Reveal/Conceal

Reveal/Conceal is a series of 4 complete womenswear looks complete with printed leather 
masks. The garment designs focus on the facing of the figure, there is a progression of 
concealment and exposure of the body across each of the 4 looks. Prints are derived from 
previous project work.



121



122



123

Mask 1 (2013)

Digitally Printed Leather
Photograph: Waded Photography
Model: Anneka, Chadwicks



124



125



126

Mask 1, complete look (2013)
Digitally Printed Leather
Digitally Printed Linen
Polyester
Photograph: Waded Photography
Model: Anneka, Chadwicks



127



128



129

Mask 2 (2013)

Digitally Printed Leather
Photograph: Waded Photography
Model: Anneka, Chadwicks



130



131



132

Mask 2, complete look  (2013)
Digitally Printed Leather
Digitally Printed Linen
Polyester
Photograph: Waded Photography
Model: Anneka, Chadwicks



133



134



135

Mask 3 (2013)
Digitally Printed Leather
Photograph: Waded Photography
Mod el: Anneka, Chadwicks



136



137



138

Mask 3, complete look  (2013)
Digitally Printed Leather
Digitally Printed Linen
Polyester
Photograph: Waded Photography
Model: Anneka, Chadwicks



139



140



141

Mask 4 (2013)
Digitally Printed Leather
Photograph: Waded Photography
Model: Anneka, Chadwicks



142



143



144

Mask 4, complete look  (2013)
Digitally Printed Leather
Digitally Printed Linen
Polyester
Photograph: Waded Photography
Model: Anneka, Chadwicks
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Appendix 2: Terminology 

______________________________________________________________________ 

 

The Subject/The Body: This term is being used to describe the body subject, the 

representation of the physical dressed body within the fashion practice project work. 

That which is being gazed upon as a physical presence and an image/photograph. 

 

The Gaze: The action of perceiving the subject.  

 

Identity: The demarcation of socially vilified characteristics belonging to a body subject 

that enables the body to be known and understood.  

 

Artefact: An object made, an image produced that is a deliberate creation and enables 

cultural understanding.  

 

Concealment: the action of masking and shrouding, the tool to investigate how the 

perception of a concealed body is understood. It is therefore important to differentiate 

concealment from masking and other terminology e.g. masking, performance, fetish and 

masquerade.  

 

Mask/Masking: the concealment with a focus on the face. 

 

Masquerade: The interaction between masking, concealment and performance. 

Masquerade highlights the interaction between the exterior representation of self and 

interior authentic self, through the performance of the exterior representation of a 

character, costume or mask.  

 

The Shroud: a fabric draped covering of the entire body. This term was used as it has no 

particular cultural or religious connotation attached to it unlike other fabric coverings of 

the female body such as Hijab and Chador, which have a very specific cultural 

significance. Shroud has connotations of death and decay (death shroud used to conceal 

the decay of a dead body) and is a generally ungendered term, provides a neutral 

position for this research that is apart from notions of orientalism and anthropology.  
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