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[  ]  a  woman  i s  n e ver  fa r  f rom  mo ther  
( I  mean  ou t s i d e  h e r  ro l e  f u n c t i o n s :  

t h e  mo th er  a s  no nn am e  an d  a s  a  sou rce  o f  go o d s ) .  
T h e r e  i s  a lw a y s  w i t h in  h e r  a t  l ea s t  a  l i t t l e  

o f  t ha t  g o od  mo th er s  m i l k .  
Sh e  w r i t e s  i n  wh i t e  i nk .  

 
C ixo u s ,  19 76 ,  p .2 46 .  
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Abstract 
This project explores over lapping concerns between fashion and spat ia l  design by way 
of  a catwalk event.  I t  does this by invest igat ing histor ical  and contemporary 
presumptions about the spat ia l  tectonics and forms of embodiment  mandated by the 
catwalk as a performat ive plat form central  to the fashion system. The focus is  on both 
the appareled body and i ts s i te speci f ic placement.  Through the dev is ing of  a catwalk  
event ,  this project  aims to elaborate on the paradoxes inherent  in the fashion show and 
their  l inkage to broader sociocul tural  economies of  gender.   

I f  the spat ial  operat ion of  the fashion catwalk presupposes the f r ict ionless gl ide and 
circulat ion of  apparel  and models in a drawn-out t ransmission whose f inal  end is  the 
unfashionable and discarded garment,  the presence of  non-prof ic ient,  l imping bodies on 
the catwalk presupposes a di f ferent  t ransmission route, one whose passage never qui te 
frees i tsel f  f rom the sur face and scene of  i ts appearing.  In such a scenar io the 
indi f ference of  the catwalk i tsel f  f inds entanglement  with the gestural  economy of the 
bodies i t  jet t ies.   

I  explore the potent ia l i t ies af forded by such a bi furcat ion of  expectat ions and support  
asking:  what  happens when fashion on the catwalk becomes lame; in what  way does the 
catwalk presuppose the bodies i t  extends; and what  becomes of  the fashion system in 
the face of  corporeal d isablement?  

 

 

 

 

 

 

 

 
This image has been removed by the author of this thesis for copyright reasons 
F i g u r e  1 .  
Aimee Mul l ins  ar t i f i c ia l  l imbs inc lud ing McQueen show carved boots :  f rom Goog le images.  
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Introduction 
Paradox of Apparel: 

This project is an event design for  a fashion show that  interrogates the spat ial i ty of  the 
catwalk and which seeks to direct ly impl icate the complexi ty of  bodies wi th apparel  
design.  In this sense i t  is  a col lect ion that reworks a paradox in apparel  that both 
deploys and negates bodies. By th is I  mean that  apparel in the fashion context  operates 
as a quasi-object  that both exhibi ts a kind of  indi f ference to the body,  yet  rel ies ent i rely 
on i t  as a substrate for animat ing i ts  appearance.  From the coat  hanger to i ts  d iscarded 
state on the f loor ,  i t  is bodies alone that br ing apparel to l i fe.  Yet the catwalk event  is  
noteworthy,  controvers ia l ly so,  for the restr ic ted types of bodies i t  ant ic ipates, for a kind 
of  negl ig ible body whose ‘ghosted’ presence is  both pivotal  and bracketed from the 
scene of  the reveal.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

This image has been removed by the author of this thesis for copyright reasons 
F i g u r e  2 .  
Alexander McQueen show: from Google images. 
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Site Contact/Site Dirt: 
To this end a s i te-specif ic fashion event  is proposed that  ampl i f ies and cr i t iques these 
paradoxes. Contrary to the formulaic presentat ion of  the fashion walk,  this project 
envisages a si te-specif ic  response that  bui lds out  of  the pecul iar i ty of  i ts  sett ing,  and 
leads to an apparel  col lect ion t ied to a choreographed nav igat ion of  this sett ing. Located 
in the forecourt  of  the Dadley Bui ld ing, or what was or iginal ly the Auckland Crippled 
Chi ldren’s Society Bui ld ing in Mount Street dur ing the sixt ies and sevent ies,  this s i te 
provides physical  and conceptual terra in apposite of a contestat ion to the presumptions 
of  the catwalk.  An implantat ion of  gener ic elements of  the fashion event  here give r ise,  
i t  is  ant ic ipated,  to an array of product ive perturbat ions of  expectat ion.  

 
F i g u r e  3  
Si te  drawing:  AUT Mount  St . ,  Auck land.  Ann ie  Tat ton 2010.  
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F i g u r e  4  
Si te  drawing:  AUT Spat ia l  Des ign bui ld ing  Carpark .  Ann ie Tat ton 2010 

 

Through the interrogat ion of  event ,  paradox and apparel ,  and using the catwalk as 
context ,  I  examine convent ions wi thin the discip l ines of  fashion and spat ial  design, 
quest ioning the given codes determining i ts  pract ice. By explor ing and combining avant-
garde fashion and quest ions of  spat ial i ty at  the s i te of  the catwalk,  I  a im to quest ion 
accepted sensibi l i t ies across these d iscipl ines.  
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F i g u r e  5  
AUT catwalk  s i te  outs ide Spat ia l  Des ign bu i ld ing .  Photo Ann ie Tat ton 2010.  

 

The starkest spat ial  d ist inct ion the catwalk exhibi ts  is i ts elevat ion. I t  raises the walker 
onto a surface prepared otherwise to  the ground.  In this sense the catwalk typical ly 
t ranscends the ground,  conferr ing passage of  a di f ferent k ind,  one that displaces and 
distances i tsel f  f rom the messy c irculat ions of  everyday l i fe.  I t  pr iv i leges a high-stepping 
touch jet t ied by the prosthet ic reach of  the plat form that in turn condit ions and l imits the 
gait  of  the models i t  t ransports.  For these reasons in th is project,  quest ions of  touch, 
feet and ground re lat ions wi l l  necessar i ly be underscored.   

The high/ low dist inct ion impl icate in the fashion system f inds exemplary expression in 
the catwalk,  an expression that s imultaneously d isavows the base circulat ion of  money 
that i t  must  nevertheless consol idate and manage as a moving substrate founding i ts 
operat ions.  In this the catwalk can be seen to repl icate,  at  a smal l  scale,  the circulatory 
edict  of  capi tal ism that  everywhere seeks to ‘ease’  the passage of  persons,  images and 
informat ion -  no less than commercial  f lows -  by overcoming the fr ic t ious effects of  
topography and distance.  Incipient capital ism, as Didier Gi l le has demonstrated, aspires 
to a reduct ion of  di f ference suff ic ient  to an instantaneous transfer of  value without 
resistance. (Gi l le,  1986).   

Concomitant ly,  the catwalk is  al l  sur face-gl ide,  a more or less fr ict ionless datum 
apposite to a standardised gait  – “ the beaut i fu l  walk” – whose imperat ive is the s ingular 
competence of the ‘ fashionable’  body. In th is respect ,  the economy of  the beaut i fu l  walk 
is  one of  the elemental  components of  a catwalk show. As Nathal ie Khan wri tes,  “One of 
the very basic movements of  a catwalk show is that of  young, classica l ly beaut i fu l  and 
sl im women walking up and down a runway.”  (Khan,  2000, p.119).  

 



 12

In consider ing these factors,  this project  sets out to design a ‘show’ capable of  
faci l i tat ing other ableisms,  other corporeal i t ies and movement schemas.  In seeking to 
rethink the spectacle that is  the catwalk I  a im to invest igate the l inks between the 
fashion system, i ts  h ierarchy of  commercial  c i rculat ions,  and i ts  select ive gender 
normative admit tances.  

Feminist concerns:  
Backgrounding this research is considerat ion of  the work of Luce Ir igaray, Helene 
Cixous, Gi l les Deleuze,  Rosi Braidot t i ,  El izabeth Grosz,  Murat  Aydemir,  Norman O 
Brown, amongst others.  What these wri ters share,  i f  somewhat di f ferent ly formulated,  is 
a quest ioning of  l ib idinal  economies and the ontological  constructs that support  them. 
Important ly I  l ink the current  form and history of  the fashion show with broader 
considerat ions relat ive to Late Capital ism and the commodif icat ion of  apparel  and 
bodies,  part icular ly as these play out  in an ongoing male pr iv i lege.  

The project  focuses on feminist  concerns par t icular ly raised by I r igaray and Cixous 
around the issue of  language and body utterances.  As an embodied subject the 
experience of  speaking in publ ic  unwit t ingly became a part  of  my own project.  When 
giving a presentat ion talk I  became the breath,  I  was the ‘ interval ’  between the gap of  
breath and ut terance.  My body ful ly l ived the painful  loss of  wind and physical 
mater ial i ty as descr ibed in Cixous’  the Laugh of  the Medusa.  As she wri tes… 

Listen to a woman speak at a public gathering (if she hasn’t painfully lost her 
wind). She doesn’t ‘speak’, she throws her trembling body forward; she lets go of 
herself, she flies; all of her passes into her voice, and it’s with her body that she 
vitally supports the ‘logic’ of her speech. Her flesh speaks true. She lays herself 
bare. In fact, she physically materializes what she’s thinking; she signifies it with 
her body. In a certain way she inscribes what she’s saying, because she doesn’t 
deny her drives the intractable and impassioned part they have in speaking. Her 
speech, even when ‘theoretical’ or political, is never simple or linear or 
‘objectified’, generalized: she draws her story into history. (Cixous, 1976,  p.245). 

This inabi l i ty to speak is counterpointed by a desire to wr i te.  In the style of  femme 
ecr i ture ,  (wr i t ing the body) used by Cixous and I r igaray’s parler femme  ( feminine speak) 
in language, I  invi te th is (mater) ial i ty into my text  as an expression of  sexual  d i f ference, 
with respect  to women reserv ing the breath for an otherwise expression of  the body, and 
drawing st rength f rom the or ig inal  re lat ionship wi th the mother (mater).   

In rais ing the possibi l i t ies of  a wr i t ing-otherwise, I  feel i t  necessary to admit  into th is 
text  and my research project general ly a range of  counter-vo ices, voices that are less 
readi ly amenable to the inst i tut ional set t ing that has generated them, or,  as Judith 
But ler  wr i tes.. .  “ to what  extent does discourse gain the author i ty to br ing about what i t  
names through ci t ing the convent ions of  author i ty”  (1993, p.13).  I f  these voices ar ise, as 
Cixous and I r igaray argue,  “ in my body” ,  I  have chosen to give space to them as a 
paral le l  d iscourse in th is text .  This language asserts i tsel f  as an ongoing conversat ion 
or aside within the project  ( In i tal ics ) .  

Cixous stresses the role of  the mother ’s body in feminine wri t ing,  and that  the rhythms,  
heartbeat ,  ut terances and contact  of  the mother ’s  body have a cont inuing ef fect  in i ts 
expression, part icular ly as a foi l  to the repression of  these bodi ly ut terances, whereby 
“ feminine wr i t ing is a place […] which is  not  economical ly or  pol i t ical ly indebted to al l  
the v i leness and compromise”.  (Cixous,  1976, p.72).  

The connect ion between the repression of  the ut terances and the repression of  feminine 
desire is  a paral le l  one. Here she wr i tes of . . .  

A singing from a time before the law, before the symbolic took one’s breath away 
and re-appropriated it into language under its authority of separation. (Cixous, 
1976, p.93). 
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Substance: 
As language speaks through the body and is a t ranslat ion of  our thoughts,  so i t  
necessari ly passes through our bodies.  This f low is the signi fying operat ion and 
determines our  relat ion to the body. The white ink referred to  in the opening quote is 
symbolic of  the ongoing channel between the body and i ts  expression in  relat ion to the 
tact i le.  Whi le the economy of  the catwalk can be said to be largely specular and 
spectacular,  in this project  I  aim to show another  economy at  p lay which is  about  be ing 
in the substance of the female body - a tact i le,  v isceral  response al igned with the 
economy of the gif t  for which breast  feeding is an immemorial  gesture.  I  seek to explore 
th is tact i le response on the catwalk and i ts surrounds by direct ly impl icat ing bodies,  
their  apparel ,  and their  moving through this lact ic  substance. Virg in ia Woolf  descr ibes 
th is state of being in the substance:  

She seemed to be standing up to the lips in some substance, to move and float 
and sink in it, yes, for these waters were unfathomably deep […] some 
uncommon feeling which held the whole together […] what she wished to get 
hold of was that very jar on the nerves, the thing itself before it had been made 
anything. (Woolf, 2004, pp.221-222). 

 

 
F i g u r e  6  
Al ice dress with mucus covering: experiments in studio practice. Photo Annie Tatton, 2007. 
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Psychic Economies: 
Further ,  this research considers how to extend such thinking expl ic i t ly into the domain of  
the fashion event and the paradox of  apparel  that  i t  enacts.  The not ions of  jet tying,  
propel l ing,  exposing, and object i fying as act ions ef fected on and through bodies,  br ings 
to l ight a cer tain making-passive of observed, object i f ied (and to some extent always 
feminised) bodies in what  may be thought of  as a male ejaculat ive economy.  

The suggest ion pursued by this research is  that  i f  the catwalk transports an erot ic,  i t  
would be an erot ic  t ied to the phal l ical ly def ined body. Key in  th is research is a wi l l  to  
cr i t ique,  contest  and re-think this economy in l ight  of  feminis t  scholarship.  This 
necessari ly entai ls a quest ioning of  the circulat ions of models and fashion within a 
broader orbi t  of  c i rculat ing capi ta l  and the psychical  economy on which i t  rests.   

Consistent with this,  and in l ight  of  Gi l le Deleuze and Fel ix Guat tar i ’s cr i t ique,  I  have 
sought  a rh izomatic methodology whereby l ines of  f l ight  are favoured in place of  “ei ther-
or” ,  ordered st ructures, and where i t  is  a quest ion of  “and…and…and” as an endless 
experimentat ion that focuses on metamorphosis,  t ransmutat ion, and t ranslat ion. For as 
Deleuze and Guattar i  argue,  “ i t  is always by rhizome that  desire moves and produces” 
(2004,  p.15) .   

In th is project I  am interested in the manner by which the creat ive process f inds 
expression in a crude thrust ing forward of ,  and on, the catwalk.  The bodi ly movement 
exempl i f ied on the catwalk is of  models moving with the pelv is ahead of  the f rame, t i l t ing 
towards the bank of  cameras wait ing at  the end of  the plat form, as i f  they are mimick ing 
a male thrust .  The quest ion is where is women’s desire in th is?  

High/low:  
In the manner of  assemblage as method, and theorised by Deleuze, (Deleuze, 1987).  I  
have marr ied the high and the low.  

Flying is women’s gesture – flying in language and making it fly. We have all 
learned the art of flying and its numerous techniques; for centuries we have only 
been able to possess anything by flying; we’ve lived in flight, stealing away, 
finding, when desired, narrow passageways, and hidden crossovers. They (illes) 
go by, fly the coop, take pleasure in jumbling the order of space, in disorientating 
it, in changing around the furniture, dislocating things and values, breaking them 
all up, emptying structures and turning propriety upside down. (Cixous, 1980, p.254). 
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F i g u r e  7  
Alice Dress stiffened with Polyurethane: experiments in materiality. Photo Annie Tatton 2008. 
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Figure 8 

Studio work in progress. Photo Annie Tatton 2008. 
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Event 1 
 
thinking differently... (white ink) 
  
Every time we find ourselves confronted or bound by a limitation or an opposition 
we should ask ourselves what such a situation presupposes. (Deleuze, 2004, p.61). 
 
This chapter explores the condi t ions under which the geometr ic  r igors and dimensional 
certa inty of  spat ia l  extension is t ransposed into the f lux of  events.  Underwri t ing,  indeed 
propping up the recognisable cer tainty of the fashion event is the dramat ised plat form 
known as the catwalk.  From i ts f i rst  use in the la te nineteenth century,  the term 
“catwalk”  has descr ibed a device for crossing precarious spaces of  uncertain foot ing and 
potent ial  per i l .  Histor ical ly i ts use has included the depict ion of  narrow passages within 
airships,  a br idge set  h igh over exposed surfaces on naval vessels,  the f ly-gal ler ies 
spanning the proscenium arch of  theatres or,  much earl ier ,  the sing le br ick-wide paths 
spanning the f ie lds of  Flanders on the Western Front.  As the Oxford Engl ish Dict ionary 
suggests,  i ts use as a name for the elevated pathway of fashion shows seems not to 
have become widespread or  iconic unt i l  the 1970s.  

Everett  and Swanson wri te that one of  the ear l iest ways that  apparel was presented to 
potent ial  customers in the 19th century was to send out fashion dol ls.  These dol ls  were 
miniature scale f igur ines wearing the latest  fashions.  The ear l iest  record of this was in 
1391 when a wife of a k ing in France sent  a fu l l  s ize f igur ine to the wife of a king in 
England. This way she was able to “wear the garment  immediately rather than wait ing to 
have i t  scaled up” (Everett  and Swanson, 2004, p.8).   

I f  this  represents an ear ly tendency to render the model  sustaining apparel ’s fu l l  body 
an object of  more or less indi f ferent t ransport ,  the fashion show’s contemporary 
conf igurat ion can be traced to the French salons of  the nineteenth century and i ts  
display of couture.  The couture designers showed to cl ients f i rst ly wi th mannequins then 
later  moved to l ive models.  “Chr ist ian Dior  was acknowledged for  changing the format of  
the fashion parade with his legendary col lect ion in 1947” (Everet t  and Swanson,  2004, 
p.12).  I t  is  c la imed that Dior asked his models to step fast ,  and walk wi th provocat ive 
swinging movements to bet ter t ransmit  the energy and vigour of  newly opt imist ic  Post-
war youth.   

Mary Quant was next to forefront  changes to the presentat ion of  apparel .  “Quant  fel t  that  
photographic models rather than runway models knew how to move around in c lothes, so 
she selected nine of  them to dance down the stairs and runway at her shop, 
Knightsbr idge Bazaar. ”  (Everett  and Swanson,  2004,  p.13).  Quant used innovat ive props 
and music,  dance and choreography to dramat ise mood and enl iven the audience.  

Pr ior to this,  in the 1910s, the French Salon shows were reconf igured as mass consumer 
events in the US, par t icular ly New York.  There they made appearances in department  
stores as par t  of  a b id to attract  women shoppers into the c i t ies.  In fact  the department 
store fashion shows were so popular  that they caused adjoining par ts of  the ci t ies they 
were in to be temporar i ly c losed.  In this sense the fashion event ,  f rom i ts ear ly popular 
incept ion,  entai led the playing out  of  gender conf l icts at  the level  of  publ ic space and a 
certa in contestat ion of  normat ive male urban circulat ion and commercia l  interests.  No 
doubt the Victor ian department stores of  large Engl ish ci t ies  provided an expanded 
publ ic  domain in the late nineteenth century for middle class women, as Judith 
Walkowitz had argued part icular ly.  Envisaged as emporiums of the world they 
composed,  on the one hand,  a s i te of  “ f loat ing images detached f rom mater ial  referents”  
through which women were drawn towards and in some senses subjugated to;  on the 
other,  the “retai l  revolut ion” they faci l i tated depended on gather ing under a s ingle roof  
both an expanded reperto ire of  women’s wants and avai lable subject posit ions and 
imagined l i fe-ways (Walkowitz,  1992, pp.48-49).  The catwalk show, in i ts  way, 
contr ibuted to the cornucopian spectacle orchestrated by the department store,  the 
catwalk i tsel f  del iver ing a dizzying pleni tude of f loat ing images af f ixed to  moving bodies, 
al l  drawn close to hand in a single locat ion.  
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As alcoves in,  but  apart  f rom city l i fe ,  they occluded the harassing ground of  publ ic  
space that  held women in the nineteenth century double bind of belonging ei ther to the 
fa l len or the v ir tuous (Walkowitz,  1992, p.50).  The spectacle composing the fashion 
show, l ike the department stores that popular ised them, engineered a sanct i f ied ground 
set aside from the street and the dubious traf f ic  that  c irculated there.  I t  a lso made up a 
fantasy s i te for sel f  and other- invent ion that f loated free, to some extent ,  f rom the 
mater ial  condit ions that underwrote i t .  Much as the etymology of  the word catwalk has 
histor ica l ly depicted i t  as being detachment f rom a per i lous and undependable ground i ts  
shi f t  toward what  is now i ts predominant use – an associat ion with the fashion parade – 
nevertheless cont inues to carry these associat ions whi le conjoin ing them with an aura 
der ived from the late nineteenth century retai l  revolut ion.   

When an event  such as the fashion catwalk show departs from i ts s ingular i ty by stepping 
of f  or  away from i tsel f ,  i t  fa l ls into mult ip l ic i ty .  The narrow passage which takes careful  
navigat ing to stay on becomes unstable.  I t  g ives way to ground when the sense of 
appearance in the form of ostentat ious display is  seen to be put  on with the intent ion to 
deceive. Fashion is a group of  people act ing together.  The mult i tudes that  buy and wear 
apparel  are no longer responding to the catwalk,  they have become the anonymous 
crowd, unconscious;  the crowd that doesn’t  know i tsel f  and has become unstable in the 
surge.  When the show is over,  i t  becomes devoid of  any real value. There is a 
def ic iency,  an emptiness; a lack.  What happens when the body departs f rom the 
garment?  

How do clothes perform the body when hanging on a hanger in a store? A false body 
may be inserted such as a mannequin for  d isplay to mimic the body.  I t  is cold and 
cl in ical  compared to the real  body.  I t  is  iner t ,  stat ic ,  and false.  I t  reeks of  
inst rumental ism whereby the clothes are hung on racks l ike at  an abat toir ,  dead,  to be 
hung, drawn and quartered. The clothes are on death row as the departed ones.  They 
already smell  di f ferent.  This is  t roubl ing /  d isturbing.  There is  a demonstrated coldness 
toward the body via separat ion.  

The catwalk is  al l  hype, l ivel iness and movement.  Models topple f rom thei r  extremely 
high shoes, (plat form upon platform) ;  fabr ic  sequestered to shape and form behaves with 
textural  responses, touches the body and performs in associat ion wi th the body.  The 
dest iny of  fashion is  corrupted when i t  s teps off  the catwalk.  The departure is akin to 
being on the threshold of  death.  The t ransi t ion from catwalk to hangers becomes l i fe to 
death,  and de-ascension into anonymity.  What  happens when fashion steps away f rom 
the space of  i ts own performance? I t  is ent i re ly f ree of  being there, yet i t  is there 
tethered by memory. I t  is always on the br ink of  teeter ing towards death.  At tempts to 
revive the body are ongoing v ia hangers,  mannequins, yet  leave us in a place of ‘no 
longer fashion’.  Apparel  becomes dead. 
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Figure 9.  

Pantyhose on hooks:  s tud io  work  in  progress .  Photo  Annie  Tat ton 2009.  

Despite var ious histor ical and cr i t ical  c lues derived f rom tangent ial ly relevant research, 
what is c lear is that the catwalk,  as a performat ive and spat ia l  element has been 
markedly under-theorized.  This is part ly due to the ephemeral nature of  fashion 
per formances. Due to their  repet i t ive and formulaic nature,  they don’t  leave f ixed or 
enduring st ructures behind.  This ephemeral i ty of  performance no doubt  doubles with 
what Joanne Entwist le suggests is the def ining relat ionship between apparel  product ion 
and consumpt ion,  an undervaluat ion responding to the presumpt ion that product ion 
answers to “ the f luctuat ing (and i rrat ional)  desires of  women” (Entwist le,  2000, p.2).  
Of ten the fashion show is viewed as being f r ivolous entertainment,  and not worthy of 
ser ious considerat ion despite the vast revenue i t  generates. As Nathal ie Khan wri tes:   

the fashion show is an important event ,  dur ing which nothing is said – at  least nothing of  
substance .  (Khan,  2000,  p.126).  

With these factors in mind, my project has sought to explore certain states of  d issolve or 
dis integrat ion of  the catwalk.  In drawing f rom the catwalk quest ions of  ground and 
grounding, this has necessar i ly raised issues of  i ts  part ic ipatory ethics at  the level of  
mobi l i ty.  As a resul t  I  have chosen to examine modes of  walk and accessibi l i ty in the 
‘show’ I  propose for this research.  
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The models are l imping, their  legs are deformed, and their  dresses are coated in mucus.  
The f luid economy of the ‘good mother ’s mi lk ’,  the gi f t  economy, is  metaphorical ly  
present v ia a c irculat ing free standing device highl ight ing the return of  the body and i ts  
vessels;  c irculat ing yet  becoming less pure as i t  t raverses the s loping,  uneven terrain.  
The cr ippled nature of  th is scenar io introduces not ions of waste, leakage,  seeping 
ef f ic iency (def ic iency) and the rol l ing away of  accepted pract ices for  retr ieval ;  
chal lenging the voice spoken about by Cixous where there is  the “mi lk  that  could go on 
forever.  Found again. ” (Boulous Walker,  1998,  p.139) 

Space/time... (Imperceptible) 
In cr i t iquing the not ion of  the catwalk  event as being the cr i t ical  focal point  for apparel  
get t ing to market,  I  have consulted Deleuze’s considerat ion of  the event and i ts  
deployment of  aspects of  space and t ime.  

[…] the event in turn, in its impassibility and impenetrability, has no present. It 
retreats and advances in two directions at once, being the perpetual object of a 
double question: What is going to happen? What has just happened? The 
agonizing aspect of the pure event is that it is always and at the same time 
something which has just happened and something about to happen; never 
something which is happening. (Deleuze, 2004, p.73).  

Here he is  a l lud ing to the propensi ty for  events to be composed of  complex 
entanglements of  temporal i ty,  that  the present  of  the event  is never a st raightforward 
presence but a weave of  actual and v ir tual  st rands of ant ic ipat ion and persistence.   

Transposing th is argument,  the catwalk event  is no less a spectacle shot  through with 
ant ic ipat ions and pers is tences.  At i ts most basic level i t  is structured around 
seasonal i ty,  a looking forward,  indeed a k ind of  imperat ive that occludes,  recycles,  
redupl icates, cal ls forward. I ts insistent  pressur ing of  temporal arrangements,  and any 
simple render ings of  casual,  l inear t ime part icular ly,  are i ts def in ing features.  Fashion 
incessant ly develops th is s l ippage of  retreat  and advancement v ia i ts  relent less 
manufactur ing and distr ibut ion cycles and i ts product ion of desir ing and want ing 
pat terns.  For instance, whi le the actual  season might  be summer, design is  forward of  
th is by 12 months,  and manufacture and product ion by 6 months. Within contemporary 
informat ion society these lead in t imes have been fur ther reduced to 3 months in stores 
such as Zara and Top Shop in the UK. Whi le catwalk shows ant ic ipate a season,  a 
product ion f rame, a market ,  indeed a wearer,  by at  least 6 months, as an event  they are 
immediately sent v ia internet  to mi l l ions of  v iewers and bloggers,  wi thout  the wait  for 
look books and buyer appointments.  

Seasonality: 
Antic ipat ing the endless rol l ing over  of  seasonal apparel product ion,  I  recognize 
seasonal i ty in my project  by way of  a single deciduous tree that punctuates the 
cont inuous dr iveway tarmac. This overhanging tree,  having recent ly been bared as i t  
passed through winter  is now leafy green and pressingly colours the space of  the 
ant ic ipated per formance – a reminder of  the insistent  passage of  t ime with i ts four 
seasons.  
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F i g u r e  1 0  
AUT Spat ia l  Des ign bui ld ing  Carpark :  Catwalk  s i te .  Photo  Annie  Tat ton 2010.  
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Much as new buds on this recent ly winter ing tree f rame my event,  they mark the 
commencement of  a slow seasonal unfolding that wi l l  invar iably resul t  in their  shedding. 
The catwalk show too is  an event  of  renewal,  an inaugurat ing event  in t ime. Yet  i t  
s imultaneously seeds wi th in i tsel f  a t ime and mater ial  ant i thesis of  the fashionable. I t  
carr ies with in i ts very manifest ing, the image of what i t  wi l l  be in the downward spiral  of  
the garments economic and use-cycles.   

Maur ice Blanchot wr i tes…  

Death has an extreme and definite relation to me and my body and is grounded 
in me, but it also has no relation to me at all – it is incorporeal; and infinitive, 
impersonal, grounded only in itself. (Cited in, Deleuze, 1990, p.172).  

Simi lar ly apparel is  re lated to the body in the manner of  an incorporeal  event.  I t  
extends,  def ines and del imits the body, taking i ts ground from i t ,  and yet  is  that  whose 
seasonal and fashion-def ined presence v is i ts and dies about bodies themselves.  

Paradox 1 
Applause and non sense: 
Paradoxical ly the fashion event  is  an abrupt  advent that burns i ts newness br ight ly only 
to leave a rout inely worn remainder.  As Eugenia Sheppard, in the New York Herald 
Tr ibune, Jan. 13,  1960 stated,  “To cal l  a fashion wearable is the k iss of  death.  No 
fashion worth i ts sal t  is  wearable” .  I t  is  a k ind of  impossibi l i ty that  is yet worn.  Much as 
Shakespeare’s Hamlet proclaims “t ime is  out of  joint” ,  the catwalk show invokes a 
dis locat ing temporal i ty with a long t rai l  of  compensatory and ameliorat ing pract ices.  

Internal  to the catwalk event i tsel f ,  i t  organises a simi lar c l imact ic impossibi l i ty,  creat ing 
a cumulat ive intensity through pause,  wait ing,  and ant ic ipat ion. At  the beginning the 
models come out quick ly.  They are mechanical  and robot ic in their  movement with 
determinant body posture,  eyes star ing stra ight ahead, f l inging their  bodies for th in the 
mandated beaut i fu l  walk  only to return,  pause again for  the f inal  applause and return. 
Applause then attempts to seal the incessant  cycle and return of  apparel  and model.  Yet 
the cycle is ceaseless; the c l imax a ruse. 

Apparel 1 
Radical fashion: 
 
Fashion des igners such as Mart in Margiela play with the elements of  the fashion show 
as Susannah Frankel  descr ibes:   

Margiela’s models instead of merely strutting up and down a catwalk had been 
delivered by double-decker bus to various places in Paris where the fashion 
press had been advised to meet them. Dressed as they were in quite insane, if 
rather fetching fur wigs, and with shoulder pads pinned to the outside of their 
clothes, it’s small wonder that Parisian passers-by, also filmed on their sides for 
the purpose of the video and going about their daily work, couldn’t help but stop 
and gawp at the spectacle in disbelief. Oom- pah- pah, oom- pah- pah went the 
accompanying live Belgian brass band.  (Frankel, 2001, p.34). 

In my project  the si te chosen al lows passers by,  high r ise apartment dwel lers,  and the 
publ ic ,  a general  admission to v iew th is s i te speci f ic  performance.  
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F i g u r e  1 1  
AUT s i te  wi th  win te r  t ree  and surround ing bui ld ings .  Photo  Annie  Tat ton 2010.  
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Music in fashion shows imparts a not iceable beat  designed to animate bodies at  a 
regular,  fast  pace. I t  g ives a sense of urgency.  This orchestrat ing tool  a long with other  
convent ions of the catwalk serves to promote a desirous energy in the audience.  In this 
fashion performance i t  is  the domest ic  rhythm of  a dishwasher with i ts  c leansing,  f lu id 
repertoire that  wi l l  accompany the march of  models.  There is  a l i l t ing asymmetry to the 
beat of  the pressured water imitat ive of  a l imping movement.   

 
F i g u r e  1 2  
Sound record ing the d ishwasher .  Photo Annie Tat ton 2010.  
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Nomadic wanderings: 
The big shows in New York are held in tents,  as is  NZ Fashion Week.  Space in these 
cases is  conf igured as temporary and cycl ic.  The presentat ion of  each show is transi tory 
and ephemeral.  They pocket  and packet  an ant ic ipatory,  seasonal t ime pointedly ‘out  of  
jo int ’  wi th the place and t ime of  their  staging.  Nomadic in qual i ty,  fashion both fol lows 
the seasons and hunts in a cont ingent future.  L ikewise,  my show opens to cont ingency,  
is  outs ide and exposed to the weather,  and to an uncerta in recept ion. Models,  make-up 
and outf i ts pointedly brave an open sky.  The inst i tut ional repose of  the show is 
marginal ised,  destabi l ised, and deterr i tor ial ised by this s i tuat ional outs ide.  

Catwalk make up... (dissolution) 
Nathal ie Khan wri tes:   

[…] as spectacle the catwalk helps determine ideals of physical beauty, its 
impact stretching far beyond the dresses on show. The shows are ritualised, 
frozen moments, aesthetic performances severed from reality in which not just 
designers but photographers, models, fashion journalists, make-up artists, and 
celebrity guests are quintessential components. (Khan, 2000, p.114). 

The tradition of the catwalk show is surprisingly regimented given its quest for 
originality and innovation. Exceptions would include Jean Paul Gaultier who went 
against the grain by using his ‘real curvy’ model. Alexander McQueen used a model 
Aimee Mullins with carved wooden prosthetic legs looking like boots, promoting a felt 
bodily shock in the departure of normal conventions. Mathew Barney also used Aimee in 
his Cremaster cycle in different guises enabling an altered image of legs usually only 
achievable with computer graphic images in films. Because the format of the catwalk is 
so generic, my project seeks to question the persistent logic of the performances it enacts. 

 

 

 

 

 

This image has been removed by the author of this thesis for copyright reasons. 
 

 

 

 

Figure 13 

Aimee Mul l ins  wi th  pros thet ic  legs  in  Mat thew Barney’s  Cremaster  Cyc le .  From Google  images.  
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This image has been removed by the author of this thesis for copyright reasons.  
 
 
 
 
 
 
 
 
 
F i g u r e  1 4  
Alexander  McQueen Fashion Show. From Google  images 

Counter to the long legged sl im models as the norm in catwalk shows, in an ear l ier  test  
event  I  f i t ted models with pantyhose f i l led wi th small  polystyrene bal ls  to create 
grotesquely shaped legs. In a quest to further test  the role of  beauty and elegance, I  
designed and wore this out f i t  but  wi th a de-heeled shoe for  my post  graduate 
presentat ion.  The audience appeared uncerta in how to respond to such an expl icate 
appeal to disf igurement.  This react ion leant  i tsel f  to further experiments with 
grotesqueness and changed body shape.  In a former presentat ion a co l league modeled 
these pantyhose,  comment ing that  i t  was interest ing and l iberat ing to exper ience a 
certain mal leabi l i ty and grotesqueness in one’s own body.  I t  seemed to ef fect  a mask 
behind which some other sense of  sel f  might  be occluded from scrut iny. I f  one was 
beaut i ful  then one may become grotesque, i f  one was not beaut i ful  then i t  was possible 
to become beaut i fu l .   
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F i g u r e  1 5  
Model  wear ing  pantyhose wi th  po lys tyrene ba l ls :  s tud io  work  in  progress .  Photo  Annie  Tat ton 
2010.  
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In th is way Cindy Sherman excels in performing a character  (hersel f)  which she 
photographs in staged guises,  and where she may be more or  less beaut i fu l  according to 
the layers of  masquerade employed.  As Deleuze wr i tes:  

The mask,  the costume,  the covered is  everywhere the truth of the uncovered.  (Deleuze,  
2004, p.20).  

The catwalk is  a l l  hype, l ivel iness and forced, dr iven movement.  Models topple from 
their  extreme high heels  l ike Lady Gaga, and fabr ic sequestered to shape and form 
behaves with textural responses to the air .  Glamour,  l ike the old uses of  ‘magick ing’ ,  
exhorts per fect ion, extremism. Glamorous things are nei ther opaque hiding al l ,  nor 
t ransparent showing everything,  but t ranslucent  favourably showing th ings.   

A ‘glamour ’  was or ig ina l ly said to be a spel l  cast  by a wi tch to make somebody see 
th ings in a di f ferent way,  as def ined in The Oxford Engl ish Dict ionary.  

Most recent ly I  have begun to exper iment  with an ‘unbeaut i ful  walk. ’  What does this look 
l ike? How does this inf luence the fashion l ine of  c i rculat ing bodies? The asymmetr ical ly 
impaired or  l imping body is  a central  f igure in my explorat ions, and I  have accepted i t  
not  as something to be overcome but as something that determines the spat ia l  
demarcat ions of the catwalk event  i tsel f .   

Physically in high heels a woman is forced to take a stand, strike a pose, 
because anatomically her centre of gravity has been displaced forward. Her 
lower back arches, her spine and legs seem to lengthen, and her chest thrusts 
forward. (O’Keefe, 1996, p.73). 
I  have cut  of f  the heel of  a h igh heeled shoe and exper imented with what  th is walk looks 
and feels l ike. The shoe,  bandaged as though wounded, makes i ts  restr icted mobi l isat ion 
visual ly expl icate.  Joe Bousquet wri tes,  “My wound existed before me and I  was born to 
embody i t ”  (Cited in Deleuze,  1990,  p.169).  In this manner the al tered shoe invi tes the 
body to par t ic ipate in a preformed choreography of  d istor ted movement.  

 
F i g u r e  1 6  
Shoe with bandage and cut of f  heel.  Photo Annie Tatton 2010. 
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Being noticed: 
 In explor ing the catwalk as fashion inst i tut ion,  the quest ion of  i ts  pr iv i leging of  the 
visual as spectacle ar ises in l ight  of  feminist  scholarship.  There is an histor ical 
assumption that the fashion show’s abi l i ty to exer t  inf luence rel ies on the v isual 
especial ly as i ts  a im is “ to be not iced” as Nathal ie Khan wr i tes (2000,  p.219).   

This is  no more evidenced by the bank of  photographers,  the l ight ing, the magazine 
shoots afterwards,  yet there is  another  element forgot ten – that  of  touch.  Cixous wri tes 
that  

[…] a feminine subject position refuses to appropriate and annihilate the other’s 
difference in order to construct the self in a masculine position of 
mastery. (Cixous, 2004, p.93).  
The censorship of  touch is  impl ic i t  in the sense that  i t  is  a ‘soft ’  sel l .  I t  a l l  too readi ly 
reminds of  impotence.  Whereas the visual  becomes the hyper v isual.   

I r igaray speaks of  being always ‘ two’  ( I r igaray,  1985).  This is  a reference to women 
being in constant  touch with each side of  their  l ips,  such that the two are always 
together,  or i f  not  together not far  apart .  In this way women are in touch with their  
bodies,  their  sensibi l i t ies  always being ‘of  two’.  This touch in terms of being in touch 
with each other ,  i f  t ransported to the catwalk inst i tut ion,  would become one of bodies in 
rhythm, responding to the ground by foot  contact ,  through a sense of  connect ion f rom 
ground,  to feet,  to legs, to arms,  to the heart  beat .  I f  these bodies carr ied apparel  as i f  
they were carrying a chi ld and s inging to i t ,  and s inging their  own bodies,  how would th is 
spectacle look?  

 
F i g u r e  1 7  
Two l ips of corset pants. Photo Annie Tatton 2009. 
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Paradox 2 
 
Tactile terrain: 
 
The myth of Oedipus tel ls  of  an infant  whose ank les were bound together,  and whose 
ankles consequent ly became swol len.  The resul t ing term oedema is st i l l  used to 
descr ibe swol len f lu id f i l led cel ls especial ly on the legs.  This ‘hobbl ing ’ was supposed to 
inhibi t  the chi ld from ful f i l l ing the prophecy of k i l l ing his father and marrying his mother.  
The catwalk simi lar ly is  bound in i ts prophecy to del iver i ts  dest iny.  I ts  promise is to sl ip 
the fates of incest  proving i tsel f  inv incib le.  I ts  structure as a level  mono plat form 
project ing out in a hyper v isual  display,  af fords no vulnerabi l i ty.  A sloping si te,  the si te I  
have chosen to stage th is project ’s fashion event ,  is  inc l ined, composed of  rough,  d ir ty 
asphalt  and consequent ly demands a heightened sensit iv i ty to ground and i ts navigat ion. 
The path must be approached careful ly wi th al l  senses alert  to obstacles and deviat ions.  
The entrance of  this previous Crippled Chi ldren Society bui lding is  compl icated by 
disturbances and fal l ing ground. I t  takes a body cognisant  of  i ts  tact i le abi l i t ies and the 
forces necessary to tackl ing i ts terrain.  Swol len ankles and legs are paradoxical ly 
accelerat ing the fates.  

 
F i g u r e  1 8  
AUT Catwalk  s i te  wi th  g lass bot t les :  work  in  progress .  Photo Annie  Tat ton 2010.  

With this uncertainty of  st r ide and the possibi l i ty  of  s tumbl ing or fal l ing, my aim is to 
invest igate ‘ the laugh of  the str ide. ’  This possibi l i ty al igns wi th what in e ighteenth 
century Europe became known as the carnivalesque but  which before that  entai led the 
reverse crowning of  ugly and deformed characters in ancient  Greece. In that  context  i t  
was the most adject  who were crowned king for  a year,  and who were then paraded out  
of  the pol is  into exi le or death as a sacr i f ic ia l  surrogate (Vernant  & Vidal-Naquet,  1990, 
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p.128).  Sophocles ’ Oedipus,  the lame and l imping ar istocrat ic  f igure,  suffers a simi lar 
fate by being forced into wandering exi le in order to save Thebes f rom the plague.  With 
the democrat izat ion of  Greek cul ture th is sacr i f ic ial  impetus is  t ransformed in l ight  of  the 
ci t izen’s shared equal i ty.  The impaired, the di f ferent iated person, whether the most high 
or the lowest,  is made a sacr i f ic ia l  representat ive of  what could not  be equal ised;  made 
equivalent  as a c i t izen. In th is sense,  the most  h igh and the most low were brought  
together as that  which could not c irculate in the c i ty of  equals (Vernant  & Vidal-Naquet,  
1990, p.135) .  In a somewhat displaced context,  the context of  late capital ism, only what 
is  equal,  or  is given a value in the universal measure of  money, can c ircu late in the 
commercial  channels composing modern mobi l i ty.  In this sense the Catwalk v io lent ly 
enacts an uneasy pack against the high- low twins of  except ional i ty,  unfettered or iginal i ty 
and the grotesque. I t  makes the ‘beaut i ful ’  a standard measure for which only the 
normatively beaut i fu l  and able bodies of  models can c irculate on high.  

Mergings: 
With these factors in mind, my project undertakes a range of  experiments in which the 
ground and stabi l i ty of  the catwalk are chal lenged. Various mergings between garment 
and support ing or  background surface have been explored,  as have the normative 
convent ions associated with backstage/ front-of-house dist inct ion. Along with th is work, a 
range of experimenta l garments in soft ,  f lesh coloured foam has been developed that  
dissolves the demarcat ion between garment and body leading to an invers ion of  the 
body and i ts  normal covering. In these works I  am interested in how the skin i tsel f  might  
become a kind of  apparel .   

 
F i g u r e  1 9  
Sk in  toned dresses and pantyhose:  Stud io  work  in  progress .  Photo Ann ie Tat ton 2010.  
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F i g u r e  2 0  
Gabr ie l  in  Sk in  toned dress :  Stud io  work  in  progress .  Photo Annie  Tat ton 2010.  
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Masquerade/masks: 
There is  something about the surface of  fashion that needs discussing here. I t  is the 
prepared surface -  the hair ,  make-up, story,  vei l ,  and the screen or mask which is what 
is  being marketed in the catwalk show. The messy background of  making and making-up 
is  what gets occluded in the mechanics of  masking def ining the show. In my show I  
pointedly put this mechanics into v iew. In doing so I  aim to make apparent not  s imply 
some base, bared substrate beyond performance but ,  as Deleuze says in Dif ference and 
Repet i t ion,  “ the ceaseless ser ies of  masks that make up that  t rouble of  the per formance 
fu l l  s top” (Deleuze, 2004, p.  357).  

Alexandra Warwick and Dani Caval laro simi lar ly descr ibe the mask as a garment  “ that  
advert ises [ that]  i t  has something to hide; but  the nature of what  is hidden is not  f ixed, 
depending on the context  in which i t  is  worn” (Warwick and Caval laro, 1998, p.130).  
Paradoxical ly the catwalk event emphasizes and occludes the vis ib i l i ty of  the apparel  on 
the body with i ts mask of ambiguity.  By this I  mean apparel  is  not sel f  sustaining,  but  
l ives on what i t  excludes in the show which is the body.   

Crutches... (Crippled Children Society)  
Mobil i ty for women is h istor ical ly a story of  control led disablement whereby bound feet 
indicat ing enforced passiv i ty,  c loth ing restr ic t ing steps (hobble skir ts) ,  rest r icted 
pathways and passages,  high heels,  al l  keep women in varying ways from part ic ipat ing 
fu l ly in l i fe.  My aim in sett ing up l imping as a bodi ly expression of disablement through 
the removal of  one shoe heel makes plain this otherwise rout ine,  normat ive disf igur ing.  
Immediately obvious is  that  the body is  made asymmetr ical ,  or  at  least  not iceably more 
asymmetr ical .  In fact  our  bodies are never ent i rely symmetr ical,  yet  studies have 
purported to  show that  the more symmetr ical the body, the more desirable i t  is perceived 
to be.  By this reasoning asymmetry can be thought to b i furcate the body,  leaving an 
uneven register with which to navigate the world.  The word bi furcat ion comes f rom Lat in 
meaning div ided into two forks,  f rom the Oxford Engl ish Dict ionary.  Thus b ifurcat ion 
leads to a fa lse di lemma whereby the div is ion is  e i ther /or ,  a form of logical  div is ion 
where the pr incip le of  contradict ion in the div is ion is both exhaust ive and inclusive. 
Paradoxical ly the body when i t  is dressed is  rendered symmetr ical,  c lothing pat terns 
being always cut  on the fold,  or cut 2,  so the par ts are mirror images of  each other .  As 
Deleuze wri tes,  

The event is therefore a reciprocally determining open and bifurcating process 
along two parallel but irreducible sides of reality. (Deleuze, 2004, p.238).   

Crutches are used to support  the human body when there is  t rauma of some sort  to the 
legs and some form of ongoing mobi l isat ion is  necessary. The t rauma is  not meant to be 
a barr ier  to gett ing about.  The human machine is  not al lowed to be stopped.  In var ious 
ear l ier tests I  made crutches that were made from f l imsy aluminium which would not 
support  a body‘s weight.  These col lapsing crutches were themselves fra i l .  A pendulum 
act ion usual ly accompanies the act ion of  crutches whereby the body is  suspended f rom 
below the armpits and is  moved by swinging, f l inging the weight  of  the body forwards. 
My crutches in turn were themselves bandaged with pink Elastoplast  over polystyrene 
and needed to be handled very gent ly  to avoid col lapse. I  inc luded fence strainer 
ratchets to increase tension. The wire is s lack;  the st rainer moves a notch or  two and 
pul ls the wire t ight .  The movement is  somewhat tor turous requir ing force and del iberate 
intervent ion.  The legs become unattached no longer connected to the body.  They are 
very weighty needing assistance to remain in the picture.  The fold to inf in i ty  has become 
protracted barely holding together.  The legs are held by their  weight  and held by the 
st rainer.  They are slack and immobi l ised. The crutches are support ing a leg that is  
disappear ing,  the feet  becoming smaller  and smal ler .  They are cr ippled crutches with 
disembodied legs.  

The crutch of  a garment  comes between the legs;  i t  is the most obvious point  of  
bi furcat ion.  Gravity pul ls  the crutch down. The weight  is unbearable.  Where is the 
support? “Cotton r ich” apparent ly  helps.  Menstrual pads stem the f low of blood to the 
outside, held up by the crutch which is  fal l ing. ‘Crutch grabs ’ ratchet,  and tension the 
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human body. The body is  tempered by pink f leshy garments wi th lots of elast ic.  
Foundat ion is  ment ioned,  as i f  the body could not  exist  without this support .  Foundat ion 
garments have large crutches. They are a br idge and an envelope/vessel for the legs.  

Chairs have legs support ing body weight.  When s i t t ing on a chair  the legs may rest ,  or  
be swung out depending on the length. They may fo ld up. The foundat ion garment  is 
at tached to the wal l  wi th a metal holder designed for  p lumbing pipes.  The internal  v iew 
moves from the exter ior s lowly inwards,  expressing the garment  as a vessel/ receptacle 
for the body. The crotch is  v iewed as a structure.  Not as the swish, swish of nylon and 
elast ic al l  rosy pink.  

Metal is introduced as a foi l  to sof t  f lesh. I t  is hard,  shiny,  ref lect ive and unforgiv ing.  I t  
is  a barr ier to mobi l i ty .  Poles,  as instal led,  are polar ised – nor th and south.  There is no 
unfolding of  poles. These poles assert  their  posit ion and there is  no moving them. They 
aid and abet  the immobil isat ion of the chairs.  They create a barr ier  to the human body 
requir ing the legs to step up and over them. They are ratcheted between wal ls ,  and 
between f loor  and cei l ing wi thout compromise.  Smal l  movements by incremental  pul l ing 
of  levers,  threatens ei ther securement or col lapse.  

Vital i ty versus mortal i ty – as in garments on the catwalk versus garments on a rack,  or ,  
of f  the body at the end of  the day and in a crumpled heap. The corset pants are unable 
to be revived even with props and inst ruments.  They are designed for the body and 
crumple wi thout  i ts  presence. Clear t ransparent Perspex chairs where a body normal ly  
s i ts  become an extension of  the body subst i tut ing bones. Auto-poles extend and adapt  to 
spaces seeking to support  and modify the garment ’s existence,  but  this is  a lways 
tenuous,  f ragi le.   

These poles are covered in pantyhose. Pantyhose have v is ib le crutches and very 
st retchy legs.  The chairs are also having pantyhose. The pantyhose legs are disattached 
from human legs and interact  wi th chair  legs instead.  The back of  the chair  is  the pelvis 
f rom the waist  down. Vessels inhabi t  the feet .  These glass vessels are t ransparent  and 
shiny.  They have qual i t ies of  metal .  Angular and cr ippled shapes resul t  around the feet .   

Hose were histor ical ly  garments worn by men, cover ing the legs and reaching up to the 
waist ,  and were accompanied by ‘doublets ’.  Hose include stockings,  socks and t ights 
col lect ively.  A hose is also a f lexib le pipe for d irect ing l iquids,  gases or  waste.  Here 
instead pink wax inhabits the transparent cut  g lass jug and saucer,  whi le  s i t t ing on the 
drain pipe. Vessels attempt to contain l iquids,  much as legs contain blood.  Adipocere is  
the wax l ike fat ty  substance formed during the decomposit ion of  corpses – somet imes 
cal led “grave wax”.  As we imbibe from l i fe we drain our f lu ids towards death hoping to 
stem the f low with a wax seal.  

“Of  course al l  l i fe is  a process of  breaking down” wri tes Fitzgerald. (Cited in Deleuze,  
2004, p.176) .  Gauze fabr ic is  used to heal  wounds and bandage bodies on the journey 
back f rom breakdown. Bodies are bound. Waste/waist  is di rected through pipes and 
hoses. Legs direct  movement,  running f rom decomposit ion and breakdown. Legs are 
unfolding l ike f l ip boards on cartoon str ips, going as fast  as possible,  yet becoming 
wounded,  disattached.  Movement in both direct ions at  the same t ime is  a paradox as in 
Al ice fal l ing down the rabbit  ho le,  and as I r igaray puts i t ,  she “has let  hersel f  be used as 
a br idge-being at  the end of  which is nothing:  this passage is  but an eternal return to the 
same” (1999, p.24) .  
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F i g u r e  2 1  
Por te  Cochere  exhib i t ion :  Legs and pan tyhose wi th  c rutches.  Photo  Ann ie  Tat ton 2009.  

 

 
F i g u r e  2 2  
Por te  Cochere  exhib i t ion :  Cha i rs  and pantyhose.  Photo Annie  Tat ton 2009.  
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Event 2 
Accessible Route... (By Law): 
  
My project  s i te outside the old Cr ippled Chi ldren Society bui ld ing on Mount Street  s i ts 
adjacent  to the legal ly def ined “accessible route”  l inking the st reet  to a l l  i ts inter ior 
spaces.  In accordance with the New Zealand Bui ld ing Code no step greater than 20cm 
can occur anywhere along this route,  or a gradient greater than one in twelve. Al l  i ts  
conjoining sur faces must exhibi t  mandatory sl ip resistances,  v isual ly def ined l imits and 
barr iers and handrai ls  to prevent  fal l ing.  I t  composes a route of  universal ,  egal i tar ian 
passage unt roubled by defects,  di f f icul t ies and resistances. By contrast  the s i te of  my 
fashion event steps of f  this accessible,  route fo l lowing a l ine of  fal l  in excess of  the 
reasonably egal i tar ian.  I t  is  other than universal ly reachable,  an open terrain beyond the 
legis lat ively known. The sanct ioned terrain of  var iously abled bodies inst i tutes a 
measure in which al l  ‘make their  own way’ .  Society in th is wel l -meaning way unburdens 
i tself  of  the f r ic t ion of  dependent bodies.  In this project ,  models are impel led to t raverse 
inaccessible gradients,  thrust  out  across a sur face already in fal l .  Moving forward,  the 
elegance of  vert ical  posture gives way to a leaning gait  counter ing the gradient .  The 
ef fort less gl ide of  the ‘beaut i ful  walk ’ ,  out and back, is  restructured according to a too-
quick decent  and a laboured returning r ise.  These ef for ts are wi tnessed by an audience 
forced into an impeded stance, bent- leg opposing stra ight.   

Realm of the other... (Outside): 
Inside-outside opposit ions typical  of  the backstage dressing room are contested in th is 
project ’s  fashion show via an enc ircl ing gauze cur tain.  Convent ions dictate a bipolar 
approach to the catwalk show whereby models,  designers,  dressers, make-up ar t ists,  
photographers and producers are hidden behind the scenes,  emerging onto the catwalk 
space i tsel f  only in a prepared reveal .  The not ion of the ‘ reveal ’  reveals a stark div ide 
between var iously imperfect  people in the chaos of  backstage and the perfect ion and 
glamour audience-side.  I t  is  these backstage real i t ies that my project  causes the 
catwalk,  no longer to mediate and demarcate,  but  to f lu id ly confront.  As Luce Ir igaray 
suggests “ f lu ids,  unl ike objects,  have no def ini te borders;  they are unstable” (c i ted in 
Grosz, 1994, p.204).  I t  is ,  as I  hope to demonstrate,  the object-status of  the catwalk 
i tsel f  that  is at  s take here, drawn to dissolve as i t  is into the backstage, the sloping 
ground,  the impeded audience and beyond into the drainage of  the c i ty i tsel f .   

 



 37

 
F i g u r e  2 3  
Mock up of backstage dressing room fashion show: Studio work in progress. Photo Annie Tatton 2010. 
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Paradox 3 
Jetties/racks: 

Derr ida refers to the jet ty as a double movement in the sense of  “a movement of  
undecidabi l i ty which is the condi t ion of  something happening” (c i ted in,  Thomson, 2005, 
p.190).  

I distinguish on the one hand, the force of the movement which throws something 
or throws itself (jette or se jette) forwards and backwards at the same time prior 
to any subject, object or project, prior to any rejection or abjection, from on the 
other hand its institutional and protective consolidation which can be compared 
to the jetty, the pier in a low tide for boats at anchor or for swimmers. Of course 
these two functions of the jetty are ideally distinct, but in fact they are difficult to 
dissociate, if not in dissociable. (Derrida, 1984, p.191). 

The catwalk paradoxical ly is  the jet ty and jet t ies the body. Consider ing Derr ida’s take on 
the jet ty,  i t  is these paradoxica l  spat ial  quest ions inherent in the jet ty both as a 
movement and as a structure in this fashion show that I  wi l l  develop further here.  

Because fashion as a cast ing out or project ion into the f ie ld of  commodit ies and 
communicat ions can be thought  to star t  wi th the catwalk,  I  examined scaf folding and st i l t  
st ructures as a re- f igurat ion for  the commodif ied cycle b inding haute couture to the 
hordes of  mal l  shoppers.   

 
F i g u r e  2 4  
Model  o f  p roposed Catwalk  je t ty /p la t fo rm.  Photo Ann ie Tat ton 2010.  
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Racks provide storage and hanging space for garments. This form of scaffolding,  
(catafalque) emphasises the ‘besideness/alongsideness’ of  the body in respect  to 
apparel .  Inst rumental ly i t  provides a prop,  a siege machine against  d isorder.  Apparel  
s imi lar ly makes ready…prepares the wearer for  the ons laught,  the s iege-effect  of  the 
social  gaze.  Racks also suggest tor ture and constraint .  Yet stepping out  of  apparel  
instant ly leaves them l i feless,  crumpled on the f loor .  This postural  lapse in clothing has 
a strange other l i fe beyond the conscious. I t  is an unconsciousness of  apparel .  F lu id ly,  
fabr ic fa l ls into mourning.  

Ul t imately the decis ion not  to cont inue with a scaf folding type of  catwalk for this project  
was made because underpinning this project ’s focus is an emphasis on ground, and a 
drawing of  feet  and legs into the disf igur ing effects.  

The impl ied sanct i ty of  apparel  is  chal lenged by undoing the sanct i ty of  the catwalk and 
by deposit ing i t  on the ground. Hence this project  undertakes a reverse sanct i f icat ion of  
terrain,  including,  as wi l l  be examined below, a kind of  mi lky bapt ism.  

Event 3 
Getting to Market... (Overcoming topography): 
 
“For  al l  the f izz i t  g ives of f ,  fashion is  f i rst  of  a l l  a business and a cur ious ly conformist  
one at  that” ,  says Guy Trebay in the New York T imes (Trebay,  2003).  I ts  ru les and r ig id 
codes see to that.  Akin to the infamous pornographic money shot,  the spectacle is  
photographed,  by a predominant ly male photography pack opportunist ical ly over looking 
the furthermost  extent  of  the jet t ied catwalk.  A f lood of  f lashl ight  seals the spectacle in 
up-close detai l  into media machinery that  c i rculates i ts  f rozen spectacle interminably.  To 
think of  th is as an ‘e jaculatory’  mechanics is  not far fetched in  the context of  a 
penetrat ing catwalk,  a recept ive audience, exuberant  one-of f  displays,  cumulat ive 
f inales,  and the inevi table pay of f .  

In capita l ism one of  the determining mechanisms is the overcoming of topographic 
di f ferences by a consumption ‘machine’ gr inding across and equal is ing al l  terrain.  In an 
economic sense fashion operates along these parameters too,  with thin models prey to 
the terrain of  commerce and the jet tying out  of  the catwalk,  not  just  across a crowded 
room but beyond into factor ies in China and elsewhere.  The audience in toxicated on 
dreams of  glamour overlooks the dir t  and gr ime back grounding this scene. My research 
seeks amidst  this another  economy, one turning on a dif ferent  f lu id i ty.  

Fluid economy... (Mucus):  
Boulous Walker wri tes that “ the breast acts as a pr iv i leged topos of  female expression” 
(1998,  p.39) .  She goes on to say “We need to re-chart  the maternal as a terrain of  body 
and word” (1998, p.140).  

I r igaray’s work arguably does both. In her wr i t ing we witness a metonymic displacement 
f rom the mother ’s breast  towards the ambiguous terrain of  the labia.  The uncertain ‘ l ips’  
of  I r igaray’s poet ic texts evoke a mother whose sexual i ty is  always t ied to speech,  
rather  than the inv is ible (non signifying?) ink of  the breast.  

Using the metaphor of  breast mi lk  I  seek to s i tuate this catwalk show f i rmly with the 
mater ial i ty of  the body, a feminine economy of  the body. The recycled bot t les I  use to 
precar iously mark out  a space of  the catwalk on sloping, uneven terrain,  cr i t ical ly invoke 
mi lk .  The bot t le ’s shape no less expl ic i t ly e l ic i ts a feminine paral le l  wi th women’s cerv ix.  
In another sense,  to bot t le up means to suppress, check, contain,  conceal ,  curb,  
restra in,  cover up, wi thhold, st i f le,  repress,  smother,  keep secret,  shut  in,  keep back,  
and sweep under the carpet.  In my catwalk event  i t  is  intended that the narrowed neck of  
the gathered mi lk bot t les not hold their  contents intact  but rol l  and spi l l  through the 
act ion of  modeled feet.  Terrain in th is sense is  made inseparable f rom a mi lky ground.  
The sl ipped bott les in turn wi l l  l i t ter  the lower reaches of  the slope.  
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F i g u r e  2 5  
AUT Catwalk  s i te  wi th  mi lk  bot t les :  Work in  progress .  Photo Ann ie Tat ton 2010.  

 
F i g u r e  2 6  
AUT Catwalk  s lope wi th  sp i l t  mi lk  bot t le :  Work in  progress.  Photo  Ann ie  Tat ton 2010.  
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Again fol lowing I r igaray,  “a metaphysics generated f rom feminine desire,  might  
conceptual ise being as f lu id rather than as sol id substances,  of  things” (c i ted in Grosz, 
1994, p.204) .  She s imi lar ly wr i tes “any thinking of  or about the female has to think 
through the mucus” ( I r igaray,  1999, p 93).  And s imi lar ly:  “No thinking of  or about sexual 
di f ference that would not  be tradi t ional ly h ierarchical is  poss ible wi thout th inking through 
the mucus” ( I r igaray, 1999, p.94).  Reading this into the scene of  the catwalk i t  is  c lear 
that the lat ter  sol id i f ies the same in i ts  c irculat ions i ronical ly  composing an impassable 
as opposed to what  Hi lary Robinson descr ibes as “ the morphology of  mucus – i ts  (now) 
form, i ts other t ranslucency, i ts resistance to being mastered by ei ther subject ,  i ts 
specif ic i ty to each woman, and i ts mediat ion of  the woman to herself”  (Robinson,  2006,  
p.106).  

 
F i g u r e  2 7  
Catwalk  s i te  wi th  mi lk  t ra i l :  Exper iments .  Photo  Ann ie  Tat ton 2010.  

Given this,  the intent ion is  to produce a catwalk show indicat ive of  a f lu id economy 
where the milk,  as whi te ink,  inscr ibes i ts  d i f ference, indeed exhausts i tsel f ,  on dir t ied 
terrain.  Yet  i ts  capture by ‘booms’ at  the low point  of  the s lope al lows for col lect ion and 
deposit  into vats that  accumulate vis ibly contaminated l iqu ids turning on the back of  a 
circulat ing ‘ f i l thy lucre’ ,  d ir ty money c irculat ing as referenced back to Norman O Brown’s 
“Money inheri ts the infant i le magic of  excrement and then is  able to breed and have 
chi ldren:  interest  is  an increment” .… (1985,  p.279) -  beginning with the pure (white) and 
becoming ta inted, coloured as i t  goes round.  This circulat ing system of  merchandise 
reproduces a guarantee for  the future.  I r igaray wri tes:   

The (male) subject collects up and stitches together the scattered pieces of 
female merchandise (scattered in silence, in inconsequential chatter, or in 
madness) and turns them into coins that have an established value in the 
marketplace. What needs to be done instead of course if she is to speak and be 
understood. And understand and express herself, is to suspend and melt down 
all systems of credit. In every sense the credit, the credibility, that sustains all 
the current forms of monopoly, needs to be questioned. (Irigaray, 1985, p.234). 
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Apparel 2 
 
Preserving Phallogocentricity: 
 
I r igaray has quest ioned “why sperm is never treated as object a…..and i f  in the 
dynamics of desire……a reckoning wi th sperm-f luid as an obstacle to the general isat ion 
of  an economy restr ic ted to sol ids remains in suspension” ( I r igaray, 1985, p.215).   

Waste of  body f lu ids in the ‘cum shot ’  is  part  of  the product ion cycle with in 
phal logocentr ic  parameters.  Once the sperm is abjected,  i t  is  ‘out  of  s ight ,  out  of  mind’.  
The economy of des ire is  quiet for  a t ime.  Once the female body is ‘ taken’ i t  is discarded 
unt i l  the next  cyc le of  desire.  The seasonal i ty of  fashion is erected to spurt  in a temporal  
cycle.   

On my project  s i te,  the clear  t ransparent  glass/Perspex is reminiscent of  a laboratory 
sl ide where evidence of  ejaculat ion or bodi ly f lu ids is  there for publ ic v iew. A catwalk 
show as event is  evidence of ‘pur i ty’ ,  beauty and c leanl iness, untainted, unsoi led. What  
room is there for the passage or interval  of  mucus between men and women in publ ic? 

 
F i g u r e  2 8  
Vase l ine and Perspex s l ide :  Exper iments .  Photo  Annie  Tat ton 2010.  

Andres Serrano’s depict ion of  f rozen sperm (“a glacia l  mass of f rozen sperm on a dark 
surface pane”) in Murat  Aydemir ’s Bl iss,  “of fers only the semen that ,  wi thout  the blood 
that grants i t  l i fe,  is  stuck in a state of immobi l i ty and iner t ia”  (Aydemir,  2007, p.27).  
Previous work (“ the polar  opposite”)  depicts “ two f lu ids in an int imate, v iscous and 
interact ing tension” (2007, p.27).  In my work I  seek to reinstate the subordinate and the 
tact i le to prominent  status with the creat ion of  an apparel  col lect ion which is  wearable 
and unwearable in i ts mater ial i ty;  recognisable but unrecognisable; t ransparent yet 
opaque.  
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An insta l lat ion set  up l ike a laboratory – c l in ical ,  inst i tut ional  l ino, white wal ls,  corsets 
l ike straight  jackets,  garments on the f loor ,  an unravel l ing – leaving a t ra i l  of  bodi ly  
presence without  the body.  Leaving f lu ids,  fabr ic and empty shel ls d iscarded,  but  also 
leaving evidence l ike DNA in the hor izontal ,  and below the radar.  Al ice is  on a journey 
where gravi ty  has her  fal l ing of f  the catwalk.  

Murat Aydemir  in h is book ‘ Images of  Bl iss ’  wr i tes of  Ar istot le ’s “governing opposit ions” 
(Aydemir,  2007, p.29),  semen versus menstrual  blood. The mucus,  as in terval  for 
passage between the two sexes,  is ignored. Yet i t  is  essent ial  to the language and 
colour (chroma soma) ( I r igaray’s term) of  women’s desire ( I r igaray, 2004).Typical ly i t  is  
ignored in the oedipal economy. Mucus changes i ts  makeup and character  according to 
the cycles of  i ts  body’s wearer.  I t  may be t ransparent l ike glass,  or  c loudy;  i t  may be 
st retchy,  and unbreakable; or i t  may plug up the cerv ix al lowing no passage of  leak ing 
amniot ic f lu id out.  I  seek to give mucus a place in this catwalk show. 

Body schema: 
My work has been informed along the way by Mathew Barney who has an incredible 
mastery of mater ials including prosthet ic plast ics.  He per forms space of fer ing a new 
imagery of bodies,  and rethinking gender.  Plast ic  th inking re- f igures and re-maps the 
body.  I t  a l lows other possibi l i t ies.  Fashion seeks to plast ic ise society into an ever 
desirous mode of  being. Plast ic  surgery is prosthet ic  integrat ion mediat ing the body with 
space, whereby modif icat ions such as skin graf ts,  f laps, implants,  extensions, al l  a l ter 
spat ial /bodi ly relat ions.  In my project  I  use s i l icone latex and wax to coat  the apparel  
thereby employing the plast ic aspect  of  fashion, and us ing i t  as an extension of  the body 
into the fabr ic .  

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

This image has been removed by the author of this thesis for copyright reasons. 
 
 
 
 
 
 
F i g u r e  2 9  
Matthew Barney: Plastic molding of bodies.  Photo Annie Tatton from In Vogue, 2006.  
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Apparel 3 

 
Materiality: 
 
Lat ter ly in th is project ,  the construct ion of apparel  v ia pattern making and draping has 
required reverse techniques includ ing cut t ing the patterns,  burning the cut  edges to 
create a mel ted fray- less edge, then sewing the seams. Coat ing the fabr ic  with s i l icone 
latex and wax has occurred direct ly on the mannequin,  as the process of  handl ing f lu id  
substances to a sol id state required quick work, and a moldable shape on which to graf t  
the plast ic ised mater ial .   

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

This image has been removed by the author of this thesis for copyright reasons. 
 
 
 
 
 
 
 
 
F i g u r e  3 0  
Mat thew Barney f rom the Cremaster  Cyc le:  Res in as  mater ia l .  (From Google  images) .  
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F i g u r e  3 1  
Wax coated fabr ic  wi th  burnt  edges:  Studio  work  in  progress .   Photo  Ann ie  Tat ton.  

 

Si l icone becomes a metaphor for  the mater ial i ty of  the body.  St icky substances coat  the 
fabr ic,  going f rom soft  to hard.  Moistness gl is tens and looks to sl ide down in gravi ty.  
Wax provides protect ion and weatherproofs the fabr ic .  
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F i g u r e  3 2  
Wax coated fabr ic :  Studio  work  in  progress .  Photo Annie Tat ton 2010.  
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Conclusion: 
The pursuit  of  a catwalk event  has opened the way for  a ser ies of exper imental  
per formances that  have sought  to explore and quest ion pract ices and spaces of  a male 
pr iv i lege l inked to the fashion cycle.  

 
In th is project  I ’ve been led to wonder what i f  the body’s manifest  imperfect ions,  i ts 
l imping asymmetr ies,  and i ts postural  incompleteness were not masked? What i f  the 
pinnacle of the fashion address admit ted other bodies, other competencies,  other 
mobi l i t ies? The quest ion ar ises as to the compl ic i ty between catwalk spat ial i ty  and 
per fected bodies. What i f  the catwalk st ructure/ jet ty  becomes two? What i f  the support  
and expectat ions are bi furcated? The asymmetr ical  l imping body exacerbates and 
highl ights imperfect ion and disablement.  What  issues of power are present  to do with 
ableism? As a woman and always being metaphor ical ly  ‘ two’,  I  ask how this body feels.   

The fe l t  body, the nomadic existence and the expression of  democrat ised minori t ies 
have been key concerns in the research. This project  quest ions the authori ty of  the 
catwalk and i ts  associated economy in the sense that “whatever is present is  not sel f  
sustaining but  l ives on what  i t  excludes” ( Iser ,  2006, p.120).  

Judy Pfaf f  in her work Li fe and Limb wr i tes: 

If I am being ‘worn’ I am not empty, a ‘void’. My instrument is paradox. It looks 
like bones or metal supports and conveys increasing variations of being ‘worn’ 
across the bridge. In this way I become unlimited. (Cited in Princenthal, 1998, pp.100-
105). 

 
F i g u r e  3 3  
Studio work in progress: Jacket stiffened with wax application. Photo Annie Tatton 2010. 
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While the pr incipal research methodologies of  th is project have not  al tered, a shi f t  in 
emphasis away f rom instal lat ion toward a performance-based approach occurred dur ing 
th is project .  This enabled a direct  interrogat ion of  the overlap of  spat ial  and fashion 
pract ices and provided a substant ive focus for the cr i t ical  aspects of the project.  This 
also al lowed a more expl icate explorat ion of  the pol i t ics associated with fashion 
per formance, including quest ions of  disablement /poverty and gender concerns of  bodies 
and their  spectatorship and consumpt ion.  This necessitated the col laborat ive 
involvement of l ive models in a di f ferent  t ransmission route.  

 

 
F i g u r e  3 4  
Mar ia  a t  Catwalk  s i te  wi th  jacket .  Photo  Annie  Tat ton 2010.  
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This catwalk of  mi lk- f i l led glass bott les (of  ‘ the good mother’)  is  a space of ‘ r isk’ .  I t  
operates between the known and the unmapped, by embracing the uncontained, the 
spi l led and the formless.  I t  chal lenges normat ive pract ices wi thin the fashion industry 
wi th i ts  apparel  being paradoxical ly  t ransparent and opaque, wearable and unwearable,  
commercial  and non commercial ,  on t rend and off  t rend, pract ical  and impract ical .   

In designing a ‘show’ to faci l i tate other ableisms, other corporeal i t ies and movement 
schemas,  I  seek to rethink the spectacle that  is the catwalk.   

The noise of  l iquid f lowing through p ipes and conduits becomes music.  The l ights show 
up a hidden realm of body f lu ids,  mucus and mi lk .  The bodies are disabled but cur iously 
enabled.   

The dressing and undressing of  l i fe occurs in the open,  outs ide,  much as a wound is  
cleaned and dressed with gauze.  

Between the body and the apparel  there is an ‘amorous exchange’ of  fel t  and 
acknowledged sensat ions.  

 

The seasons change in a moment of  t ime.   

 

We, the col laborat ive col lect ion,  have wri t ten in white ink.  
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Appendix: 
 
Al l  photos in appendix taken by Francis Turner Nov.2010 
 
 

 
 
Figure  1.  Dress  Rehearsa l  wi th  models  at  AUT Spat ia l  Design bu i ld ing  Oct .  2010.  
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F igure  2.  Dress  Rehearsa l  AUT Oct .  2010 The Catwalk  outs ide.   
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F igure  3.  F ina l  Show AUT Nov.2010 prepara t ion .  The  Catwalk  ‘ l ine of  s igh t ’  Perspex box.  
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F igure  4.  Models  get t ing  dressed for  the f ina l  per formance.   
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F igure  5.  The  ‘v i r tua l ’  s lop ing Catwalk  wi th  mi lk  bot t les .   
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F igure  6.  Models  prepar ing in  the dress ing room.  
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F igure  7.  Models  prepar ing showing hai r  s ty l ing .  
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F igure  8.  Models  backstage prepar ing for  the  show.  



 61

 
 
F igure  9.  Mi lk  be ing re leased in to  Perspex ‘ l ine  o f  s igh t ’  v i r tua l  Catwalk  s t ructure.  
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F igure  10.  Perspex box  wi th  leak ing f lu ids .  
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F igure  11.  Audrey model ing  bandaged shoe wi th  no heel .  
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F igure  12.  Penny model ing  bandaged shoe wi th  no hee l  and s i l icone coated dress .  
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F igure  13.  Es ther  model ing  bandaged shoe wi th  no heel .   
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F igure  14.  Ma iara  model ing bandaged shoe wi th  no hee l .  
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F igure15.  Es ther  model ing on Catwalk  s lope wi th  sp i l t  mi lk .  
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F igure  16.  C lose up of  model  wi th  legs  and sp i l t  mi lk .  
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F igure  17.  C lose up of  model  walk  and g lass  mi lk  bot t les .  
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F igure  18.  Elo ise in  c lose up o f  s i l i cone tex ture  of  d ress .  
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F igure  19.  The Catwalk  beg ins  to  d is in tegrate becoming messy.  
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F igure  20.  The Catwalk  d is in tegrates  fu r ther  and the models  become d isar rayed.  
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F igure  21.  The models  l imp marked ly on the i r  d isab led shoes.  
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F igure  22.  Model  l imp ing on a Catwalk  o f  b i fu rcat ing  expecta t ions  wi th  gather ing  crowd.  
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F igure  23.  Model  wa lk ing in  mi lky f lu id  wi th  a hee l - less  shoe.  
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F igure  24.  The v i r tua l  Catwalk  d is in tegrates  fu r ther  in to a mi lky morass.  
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F igure  25.  C lose up of  mi lk ,  legs  and dress  tex ture .  
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F igure  26.  C lose up of  movement  o f  model  l imping in  mi lky morass .  
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F igure  27.  Models  d isp laying chaos in  the i r  o rder .  
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F igure  28.  Models  leave the v i r tua l  Catwalk .  
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F igure  29.  Models  re turn  to  the  d is in tegrated Catwalk .  
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F igure  30.  The f ina l  scene o f  the  d is rupted catwalk .   
 
 
 
 
 
 
 
 



 83

Images: 
 
F i g u r e  3 5 .  p . 8  
A i m e e  M u l l i n s  a r t i f i c i a l  l i m b s  i n c l u d i n g  M c Q u e e n  s h o w  c a r v e d  b o o t s :  f r o m  
G o o g l e  i m a g e s .  
h t t p : / / w w w . g o o g l e . c o . n z / i m g r e s ? i m g u r l = h t t p : / / s 3 . h u b i m g . c o m / u / 3 6 5 4 8 3 8 _ f 5 2 0 . j
p g & i m g r e f u r l = h t t p : / / h u b p a g e s . c o m / h u b / A r e - B r e a s t - I m p l a n t s - C o n s i d e r e d -
P r o s t h e t i c s - L i k e - A r t i f i c i a l - L i m b s -
A l s o & u s g = _ _ o f d N 7 q F Z C a D z D B 7 W H a k W X 4 Q v n b Q = & h = 3 9 0 & w = 5 2 0 & s z = 5 5 & h l = e n
& s t a r t = 3 9 & s i g 2 = S T Q v N b I 5 C O h 2 H V 9 a 8 F y e f g & z o o m = 1 & t b n i d = b B _ h 0 o N w B e g K V M
: & t b n h = 1 6 0 & t b n w = 2 0 9 & e i = 2 G n I T Z G 3 M o z S u w P S 1 7 T s B Q & p r e v = / s e a r c h % 3 F q % 3 D
a i m e e % 2 B m u l l i n s % 2 B b o o t s % 2 B a l e x a n d e r % 2 B m c q u e e n % 2 6 h l % 3 D e n % 2 6 s a % 3 D G
% 2 6 r l z % 3 D 1 C 1 C H M R _ e n N Z 3 4 3 N Z 3 4 4 % 2 6 b i w % 3 D 1 0 2 4 % 2 6 b i h % 3 D 6 7 7 % 2 6 t b m %
3 D i s c h 0 , 1 1 0 5 0 , 1 1 0 5 & i t b s = 1 & i a c t = h c & v p x = 7 2 4 & v p y = 3 1 8 & d u r = 2 8 8 4 & h o v h = 1 9 4 &
h o v w = 2 5 9 & t x = 2 0 0 & t y = 1 2 5 & p a g e = 3 & n d s p = 1 2 & v e d = 1 t : 4 2 9 , r : 7 , s : 3 9 & b i w = 1 0 2 4 & b i
h = 6 7 7  
 
F i g u r e  3 6 .  p . 9  
A l e x a n d e r  M c Q u e e n  s h o w :  f r o m  G o o g l e  i m a g e s .  
h t t p : / / w w w . g o o g l e . c o . n z / i m g r e s ? i m g u r l = h t t p : / / w w w . d a n g e r o u s m i n d s . n e t / i m a g e s
/ u p l o a d s / a l e x a n d e r m c q u e e n 2 1 1 1 1 1 1 1 1 1 1 P a r i s _ c o v e r _ _ _ t h u m b . j p g & i m g r e f u r l = h t
t p : / / w w w . d a n g e r o u s m i n d s . n e t / c o m m e n t s / a l e x a n d e r _ m c q u e e n s _ s p r i n g _ 2 0 1 0 _ s h o
e _ c o l l e c t i o n / & u s g = _ _ 7 4 7 H j l 0 V b O m n M k t W U H x h l J e m d V I = & h = 3 7 3 & w = 4 6 5 & s z = 5 9 &
h l = e n & s t a r t = 1 3 & s i g 2 = 1 l e 6 1 X S L p H P s 8 v F y m F Y T y w & z o o m = 1 & t b n i d = Y N 4 0 L V F 4 c 1
5 3 1 M : & t b n h = 1 0 3 & t b n w = 1 2 8 & e i = 6 G v I T d G i J o 2 o u g O 3 5 o y G B Q & p r e v = / s e a r c h % 3 F q
% 3 D a l e x a n d e r % 2 B m c q u e e n % 2 6 h l % 3 D e n % 2 6 s a % 3 D G % 2 6 r l z % 3 D 1 C 1 C H M R _ e n N
Z 3 4 3 N Z 3 4 4 % 2 6 b i w % 3 D 1 0 2 4 % 2 6 b i h % 3 D 6 7 7 % 2 6 t b m % 3 D i s c h & c h k = s b g & i t b s = 1  
 
F i g u r e  3 7 .  p . 1 0  
S i t e  d r a w i n g :  A U T  M o u n t  S t . ,  A u c k l a n d .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  3 8 .  p . 1 1  
S i t e  d r a w i n g :  A U T  S p a t i a l  D e s i g n  b u i l d i n g  C a r p a r k .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  3 9 .  p . 1 2  
A U T  c a t w a l k  s i t e  o u t s i d e  S p a t i a l  D e s i g n  b u i l d i n g .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  4 0 .  p . 1 4  
A l i c e  d r e s s  w i t h  m u c u s  c o v e r i n g :  e x p e r i m e n t s  i n  s t u d i o  p r a c t i c e .  A n n i e  T a t t o n ,  
2 0 0 7 .  
 
F i g u r e  4 1 .  p . 1 6  
A l i c e  D r e s s  s t i f f e n e d  w i t h  P o l y u r e t h a n e :  e x p e r i m e n t s  i n  m a t e r i a l i t y .  A n n i e  
T a t t o n  2 0 0 8 .  
 
F i g u r e  4 2 .  p . 1 7  
S t u d i o  w o r k  i n  p r o g r e s s .   A n n i e  T a t t o n  2 0 0 8 .  
 
F i g u r e  4 3 .  p . 2 0  
P a n t y h o s e  o n  h o o k s :  s t u d i o  w o r k  i n  p r o g r e s s .   A n n i e  T a t t o n  2 0 0 9 .  
 
F i g u r e  4 4 .  p .  2 2  
A U T  S p a t i a l  D e s i g n  b u i l d i n g  C a r p a r k :  C a t w a l k  s i t e .   A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  4 5 .  p .  2 4  
A U T  s i t e  w i t h  w i n t e r  t r e e  a n d  s u r r o u n d i n g  b u i l d i n g s .   A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  4 6 .  p .  2 5  
S o u n d  r e c o r d i n g  t h e  d i s h w a s h e r .   A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  1 3 .  p . 2 6  



 84

A i m e e  M u l l i n s  w i t h  p r o s t h e t i c  l e g s  i n  M a t t h e w  B a r n e y ’ s  C r e m a s t e r  C y c l e .  F r o m  
G o o g l e  i m a g e s .  
h t t p : / / w w w . g o o g l e . c o . n z / i m g r e s ? i m g u r l = h t t p : / / n o r w e g i a n c a t w a l k . f i l e s . w o r d p r e s s
. c o m / 2 0 1 1 / 0 2 / a i m e e - m u l l i n s - m a t t h e w -
b a r n e y . j p g % 3 F w % 3 D 7 0 0 & i m g r e f u r l = h t t p : / / c o  
 
F i g u r e  1 4 .  p . 2 7  
A l e x a n d e r  M c Q u e e n  F a s h i o n  S h o w .  F r o m  G o o g l e  i m a g e s .   
h t t p : / / w w w . g o o g l e . c o . n z / i m g r e s ? i m g u r l = h t t p : / / w w w . d a n g e r o u s m i n d s . n e t / i m a g e s
/ u p l o a d s / a l e x a n d e r m c q u e e n 2 1 1 1 1 1 1 1 1 1 1 P a r i s _ c o v e r _ _ _ t h u m b . j p g & i m g r e f u r l = h t
t p : / / w w w . d a n g e r o u s m i n d s . n e t / c o m m e n t s / a l e x a n d e r _ m c q u e e n s _ s p r i n g _ 2 0 1 0 _ s h o
e _ c o l l e c t i o n / & u s g = _ _ 7 4 7 H j l 0 V b O m n M k t W U H x h l J e m d V I = & h = 3 7 3 & w = 4 6 5 & s z = 5 9 &
h l = e n & s t a r t = 1 3 & s i g 2 = 1 l e 6 1 X S L p H P s 8 v F y m F Y T y w & z o o m = 1 & t b n i d = Y N 4 0 L V F 4 c 1
5 3 1 M : & t b n h = 1 0 3 & t b n w = 1 2 8 & e i = 6 G v I T d G i J o 2 o u g O 3 5 o y G B Q & p r e v = / s e a r c h % 3 F q
% 3 D a l e x a n d e r % 2 B m c q u e e n % 2 6 h l % 3 D e n % 2 6 s a % 3 D G % 2 6 r l z % 3 D 1 C 1 C H M R _ e n N
Z 3 4 3 N Z 3 4 4 % 2 6 b i w % 3 D 1 0 2 4 % 2 6 b i h % 3 D 6 7 7 % 2 6 t b m % 3 D i s c h & c h k = s b g & i t b s = 1  
 
F i g u r e  4 7 .  p . 2 8  
M o d e l  w e a r i n g  p a n t y h o s e  w i t h  p o l y s t y r e n e  b a l l s :  s t u d i o  w o r k  i n  p r o g r e s s .   
A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  4 8 .  p . 2 9  
S h o e  w i t h  b a n d a g e  a n d  c u t  o f f  h e e l .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  4 9 .  p . 3 0  
T w o  l i p s  o f  c o r s e t  p a n t s .  A n n i e  T a t t o n  2 0 0 9 .  
 
F i g u r e  5 0 .  p . 3 1  
A U T  C a t w a l k  s i t e  w i t h  g l a s s  b o t t l e s :  w o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 1 .  p . 3 2  
S k i n  t o n e d  d r e s s e s  a n d  p a n t y h o s e :  S t u d i o  w o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  
2 0 1 0 .  
 
F i g u r e  5 2 .  p . 3 3  
G a b r i e l  i n  S k i n  t o n e d  d r e s s :  S t u d i o  w o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 3 .  p . 3 6  
P o r t e  C o c h e r e  e x h i b i t i o n :  L e g s  a n d  p a n t y h o s e  w i t h  c r u t c h e s .  A n n i e  T a t t o n  
2 0 0 9 .  
 
F i g u r e  5 4 .  p . 3 6  
P o r t e  C o c h e r e  e x h i b i t i o n :  C h a i r s  a n d  p a n t y h o s e .  A n n i e  T a t t o n  2 0 0 9 .  
 
F i g u r e  5 5 .  p . 3 8  
M o c k  u p  o f  b a c k s t a g e  d r e s s i n g  r o o m  f a s h i o n  s h o w :  S t u d i o  w o r k  i n  p r o g r e s s .  
A n n i e  T a t t o n  2 0 1  
 
F i g u r e  2 4 .  p . 3 9  
M o d e l  o f  p r o p o s e d  C a t w a l k  j e t t y / p l a t f o r m .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 6 .  p .  4 1  
A U T  C a t w a l k  s i t e  w i t h  m i l k  b o t t l e s :  W o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 7 .  p . 4 1  
A U T  C a t w a l k  s l o p e  w i t h  s p i l t  m i l k  b o t t l e :  W o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 8 .  p . 4 2  
C a t w a l k  s i t e  w i t h  m i l k  t r a i l :  E x p e r i m e n t s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  5 9 .  p .  4 3  
V a s e l i n e  a n d  P e r s p e x  s l i d e :  E x p e r i m e n t s .  A n n i e  T a t t o n  2 0 1 0 .  
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F i g u r e  6 0 .  p . 4 4  
M a t t h e w  B a r n e y :  P l a s t i c  m o l d i n g  o f  b o d i e s .  P h o t o  A n n i e  T a t t o n  f r o m  I n  V o g u e ,  
2 0 0 6 .  A n g e l e t t i ,  N . &  O l i v a ,  A .  I n  V o g u e :  T h e  i l l u s t r a t e d  h i s t o r y  o f  t h e  w o r l d ’ s  
m o s t  f a m o u s  f a s h i o n  m a g a z i n e .  N e w  Y o r k :  R i z z o l i  I n t e r n a t i o n a l  P u b l i c a t i o n s ,  
I n c .  
 
F i g u r e  3 0 .  p . 4 5  
M a t h e w  B a r n e y :  T h e  C r e m a s t e r  c y c l e .  F r o m  G o o g l e  i m a g e s  
h t t p : / / w w w . g o o g l e . c o . n z / i m g r e s ? i m g u r l = h t t p : / / 2 . b p . b l o g s p o t . c o m / _ J 8 s M 4 d h S J E
k / S X o A A e P 8 p 9 I / A A A A A A A A D d o / I S h _ S n G D P p 4 / s 4 0 0 / B a r n e y _ d r a w i n g _ r e s t r a i n t _
v a s e l i n e . j p g & i m g r e f u r l = h t t p : / / h a l f a m o b i u s s t r i p . b l o g s p o t . c o m / 2 0 0 9 _ 0 1 _ 0 1 _ a r c h i
v e . h t m l & u s g = _ _ x j G c 9 a _ 9 K R J 2 Z I J D q U t d 9 J u v S 9 w = & h = 3 0 0 & w = 4 0 0 & s z = 1 9 & h l = e n
& s t a r t = 1 6 1 & s i g 2 = N 5 a A Y 5 q X P 3 w I 1 L 9 Y r K f 7 D Q & z o o m = 1 & t b n i d = c K H o l i L X i M U z J M :
& t b n h = 1 5 3 & t b n w = 2 1 3 & e i = W a j u T f i H A p D z r Q f V 1 N X I B Q & p r e v = / s e a r c h % 3 F q % 3 D d r
a w i n g % 2 B r e s t r a i n t % 2 6 h l % 3 D e n % 2 6 s a % 3 D X % 2 6 r l z % 3 D 1 C 1 C H M R _ e n N Z 3 4 3 N Z 3
4 4 % 2 6 b i w % 3 D 1 0 2 4 % 2 6 b i h % 3 D 6 7 7 % 2 6 t b m % 3 D i s c h & i t b s = 1 & i a c t = h c & v p x = 3 7 0 & v
p y = 1 2 0 & d u r = 5 3 1 & h o v h = 1 9 4 & h o v w = 2 5 9 & t x = 9 3 & t y = 1 0 6 & p a g e = 1 2 & n d s p = 1 2 & v e d =
1 t : 4 2 9 , r : 1 , s : 1 6 1 & b i w = 1 0 2 4 & b i h = 6 7 7  
 
F i g u r e  6 1 .  p .  4 6  
W a x  c o a t e d  f a b r i c  w i t h  b u r n t  e d g e s :  S t u d i o  w o r k  i n  p r o g r e s s .  A n n i e  T a t t o n .  
 
F i g u r e  6 2 .  p .  4 7  
W a x  c o a t e d  f a b r i c :  S t u d i o  w o r k  i n  p r o g r e s s .  A n n i e  T a t t o n  2 0 1 0 .  
 
F i g u r e  6 3 .  p .  4 8  
S t u d i o  w o r k  i n  p r o g r e s s :  J a c k e t  s t i f f e n e d  w i t h  w a x  a p p l i c a t i o n .  A n n i e  T a t t o n  
2 0 1 0 .  
 
F i g u r e  6 4 .  p .  4 9  
M a r i a  a t  C a t w a l k  s i t e  w i t h  j a c k e t .  A n n i e  T a t t o n  2 0 1 0 .  
 

 


