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Fremontle Arts Centre is proud fo present Skin fo Skin: a dialogue between art and
fashion. Fashion is an important programming area at the Arts Centre. In 2008 we
will present our second in conversation series of Fashion Talks and our Learning Program
confinues fo feature courses in fashion.

The potential of fashion in Western Australia has been recognised by the State Government
and the Department of Culture and the Arts through the introduction of its Designer Fashion
Grants Program. Other states are only now emulating this progressive initiative.

Fremantle, as a lively hub for new and established designers, exemplifies the vigour of the
local designer fashion scene. Fremantle Arts Centre is committed to supporting the sector
through its fashion-related programming — of which Skin fo Skin is just one part.

The interest in presenting fashion in galleries and museums has intensified over the last
fen years, as part of the growth of interdisciplinary curatorial practises infernationally and
in Australia. Skin fo Skin highlights a particular strength in Western Australia which is an
interdisciplinary approach to fashion, art and fextiles.

Thanks o our guest curator Lia McKnight and also to Fremantle Arts Centre’s Curafor and
Exhibitions Manager, Jasmin Stephens. This excellent exhibition has developed through @
sustained dialogue between lia, Jasmin and the exhibition’s contributors.

Thank you also to Shelagh Magadza, Artistic Director, and the 2008 Perth International
Arts Festival for its support.

Finally, Fremantle Arts Centre, as part of the City of Fremantle, acknowledges the
significant financial support of the State Government through the Department of Culture
and the Arfs.

Jim Cathcart
Director

Fremantle Arts Centre






Sﬂs on the bed The smell of stale linen rises up
around him looks at the beatenup levi’s slun
across the pine chair and touches the frayed hem wik
his toes. Hair rises along his arms He reaches out
and feels the demm which burrs beneath the calluses
of his hand as he squeezes it between thumb and
forehnger Fox pulls the jeans fiom the chair and sees
how they hold the impnnt of her body Held by the
belt hoops, the denim falls open, fills out as though
it’s her very skin And Fox, agarn, 1s powerless before
her shape, can’t help but have his hands vpon i, fo
hold it fo his foce h/ﬁ‘he zipper bites fus lip

Tim Winlon, Dl Music!

Winion lakes us lo the core of our interaction with
clothing = an intimate, physical exchange that engages
our body, our senses, as well as less tangible processes
of memory and emohon One’s clothing cannot be
separaled from one’s self and our understanding
of another — who Ihey are [their values, scxuohry,
religion, wealih) is much defined by what they weor
and how they present themselves.” In a sense, we are
less ourselves naked os we are clothed The clothing
of Winlon’s text is an onimale thing. Its presence is thal
of an uncanny object — it has form, it bites back; it
interacts as onother being, describes a second self:
‘held by the beli hoops, the denim falls open, fills out
os though it's her very skin” The wearing of clothing
achvales an interrelationship between two surfaces:
Skin 1o Skin The corporeal reference of the tifle to this
exhibihion may equally refer to the areas of juncture
between ort and fashion — the most conspicuous point
at which both disciplines meet being the body. The
dialogue between ant and fashicn in this instance refers
lo our relationship to dress as an embodied practice.
In my cpproach io the theme, it was nol my infention fo

Photograph Angela Ferclla 2007

describe the similanties or differences between art and
fashion, or in facl 1o lrome fashion as art or visa versa,
but by bringing them together, o present a speculative
exploration of dress and its capacily lo describe humon
experience

The power of dress 1s 11s ability to funclion as o kind of
language Whal's more, itis alanguage that is intimately
familiar ond speaks directly to both our corporeal
and psychological sentience; our understonding of
clothing — its physical, symbolic and identifoctory
meaning — 15 deeply embedded in our body and
psychic consciousness. Depictions of the body reveal o
ootential fo engage the senses and connect with viewers
in a physical, visceral or emotional way Similarly,
visualisations of dress trigger a sensorial response
due fo their tactile qualities, materiol associations and
offifiation to everyday lived experience.

Fashion seems at once to expand and complicote our
relotionship with dress; even while our most private,
intimate engagements with clothing are played out,
we are slill af some level aware of branding (levi’s
— the originall, or at the very least, experience a self
conscious awareness of the language our clothes
are speaking. This experience is further amplified by
our visually saturated environment in which we find
ourselves constantly looking or being looked o1 New
advances in science, medio and communication
technology find us increasingly exposed and surveilled,
al the same time making us complicit to this process
What's more, it seems naw everything is fashion every
facet of contemporory life seems slyled, branded and
marketed as we witness an “overall aestheticisation of
everydoy life”.* Fashion phofography and its marketing
through magazines and other visual media increases
our anxiely aboul our bedies and how we present



Poets of the Machine

Live performance

experience is illusirated by Louise Snook’s work fitled
Remnanis, in which the clothes of a deceased estate are
gathered, slitched and bound together fo form a cocoon-
like object. The large, sensual form comresponds n scale
to the human body and it resonates with us as ancther
being or a warm, sofe place fo rest. The object appears
like o shelter or discorded skin, the vestige of a creature
fransformed or departed. Snook also irtends to point
lowards “our consumer, throw away habils; leaving
behind us, o discarded pile of redundant ‘fashiondess’
skins, as we supposedly move forward” ' The form of
the objecl emerges organically, in part, dictated by the
clothing itself: buttons, cuffs and seams remain evident,
indicating their original function. It is a labour infensive
process, carried across many months. In o tiadition of
domeslic hand craft, the objects of Snook’s art practice
are worked on in evening fimes of quielude, taken
along to informal gatherings, are wilness io humble and
infimate moments of the artist's life.

Counter 1o the feelings of desire aroused by the
newness of fashion and luxurious fabrics is the slight
revulsion inspired by second hand clothes, particularly
those that hold traces of their anonNymous former owner
This kind of abjection is lessened when a sense of the
person is held and revered — in this case, the inimacy
of such objecis is entirely compeling. Indeed, Snook’s
approach is one of reverence, along with a kind of
gentle humour. The mismalched clothes — from glittering
synihelics 1o somber plain shirls — intermingle and
entwing in o strange assemblage thol appears almost
to have a life of its own.

The merger of clothing and housing is further witnessed
in Elizabeth Delfs’ sell-described “object garments”
that cre part fashion, part hebitation, part figuraive
sculplure. Stiongly influenced by the built environment,

Return of the leg [still} 2005

Photogiaph: Margaret Vinciguerra

Delfs” work “asks how we may see ourselves as
individuals wrapped in garments, and enveloped by
buldings, while ultimately posing the question lo the
audience of the function ol cloth and garment”. Both
dress and building extend and define the spaces around
lhe body and Delfs" work underscores this connection
She applies a repetitious use of cutting, smocking and
printing o industnal matenals such as foom, fly wire and
plasiics io create structures that appear bolk architectural
ond organic. Pholographed on the body, Dells’
sculpiural forms leave me wondering, does the body
wear the dress or the dress wear the body? { believe the
answer lo be neither: the two parts represent separate
bul essential components o the work Hung on the
wall, the objecls are hard lo colegerise and exert whot
Delfs desciibes os an "unfamiliar sensuality” The loss
of function drows out therr sculptural qualiies but in this
stale they appear sfrangely dormant — joined fo the
body, the works are completed, their kinefic energy 1s
achvaied

Acknowledging the philosophy and working praciice of
Jopanese designers suchas lssey Miyoke, Yohii Yamamolo
and Rel Kawakubo, Delfs defies Weslern fashion's norms
ol beauty, symmelry and sexual delineation. Based on
the universal symbols of beauty - the circle, squore and
triangle - her garmenis spring out or flatien like paper
lanterns. Consequently, they encounter the body in fluid
ways, disrupting, redistibuling and  distoring form
Transcending classificatons of age, gender ard body
type, her garments truly ore for any body.

Fashion hos long dictated the terms by which we
define feminine beauty and idedl proportion. Anne
Farren works aganst these constraints, drawing our
attention 1o a fundamenial bodily blueprint to which we
unconsciously ascribe  Farren plays with the essential



structure and longuage of gorment using a pallern
block for the basic 'shift' dress Basic_language 1s an
assemblage of several ports in which the template
for o size 8 dress is replicoted in laminated wood,
drafting film and silk organza Strung up on hangers
and dress making hooks, there 1s an eerie fension fo
these trogmented parts as they seem to shift between
body and dress.

Farren's composition oppears clinical and restrained,
the minimal use of form ond materials projecling o
sense of slasis ond constraint  mirroring the rigidity
of mposed cullural ideals  The voluminous layers of
identical patterns speak 1o the singular dimension of
physical proportion thal defines fashion's 1deal body
— the clonelike size 8 model Yet as the components
‘shiff’ from inflexible, indusinal matenol lo layered silk,
the possibility of movement or expansion 1s implied
Farren says, “the dress block 1s the control; the point
ol reference fram which the garment 1s structured; the
components of the dress, layered beside the control,
reflect on the potential for shape shifing” As we are
drawn back o a freglle, skinfike layering, the overall
view is somewhatl humonised; Farren 1s attracted to
silk for its connections to the body in its parchmentike
qualty, and as a proteinbased substance, similar fo
our own skin Strangely, the flatiened, ngid component
oppears oversized, belying its ociual (small) scale
This optical misimpression reveals that our sense of
proportion and size 1s percepiual and by no means
exact or universal

Culturally defined standards of femininity are further
explorery Kirsten Hudson for from an approach
of restraint however, Hudson uses elements of excess
as a spectfic aesthetic strategy LUMP - a self portrait
conssts of three cubes of pink sugar, one crumbling, one
encased In acrylic, the last embossed with @ William
Moriis “Norcissus” pattern Each represent the weight
of the artist (68 kg) Paiing the female body with pink
sugar, Hudson drows on the associative potentials of her
malenols and their iactile, sensual qualities. She states
“although the female body as such is missing, this work
is designed to bear the imprint of the absent bady in
an ex}p\ororion of materiality that alludes o ond can be
identitied with many aspects of feminintty — sweet, pink,
decorated, lecking and unstable”

Hudson presents the body in a state of dissolution,
the ephemeral materal poignantly describing  the
fransience of our own existence  Sugar carries with 1t
loo, associations of croving and addiction and here, ifs

volume and colour draw aftention to the consumption
of the female body os a commedity The nigid box from
which sugar leaks as a thick dork toffee, reads as o
kind of perverse conlainment; yel despiie imposed
borders, the female body seeps and will not be held
The acrylic encasing further references the function of
clothing as both a form of "housing” for the body, a
protective extension of the built environment; as weYl as
a force of conslrant and repression in the articulation
of female 1denhty and modes of behaviour The third
‘lump” linds the body deeply inscribed by its decoration
- the patlerning of wallpaper of textiles In a kind of
‘housewife’ syndrome, the body 1s indiscernible from its
adornment, 1s camouflaged with its domeshic setting like
the proverbial ‘piece o?furmture' The work orhiculates
an experience of female subjecivity in which a sense of
fragility and invisibility predominates

A number of works wvisualise design or decoralive
environments absorbing or infegrating the body This
may allude to a contemparary struggle to find personol
idenhity in the face of overwhelming culiural and visual
environments, and further highlights the sense that
clothing can both dissipate and assert a sense of the
indvidual In Minaxi May’s solincal lake on the
‘metrosexual’ phenomenon, person becomes design
as the fransient and superficial nature of this culturally
constructed identity 15 mirrored through the medium of
wollpaper. This synihefic environment alludes 1o a kind
of disposable personality and a wider appropniation
and packaging of the male boady as a commodity or
markefable ifem '? Describing an inardinate interest in
appearance ond style, the ‘'metiosexual’ is an idenity
that is tied 1o consumerism. Mark Simpson who coined
the phrase says “For some hime now, oldfashioned
[re]productive, repressed, unmoisturized heferosexuality
has been given the pink slip by consumer capitalism
The stoic, selt-denying, modest straight male didn't shop
enough . so he had fo be replaced by a new kind
of man, one less certain of his ideniity and much more
inferested 1n his image . . A mon, 1n other words, who
1s an adverliser’s walking wel dream” 1% Yet with this
concept comes the possibility of dismantling the gay-
straight, malefemale binaries that exist in fashion, and
the culiurally determined rules about what conslilutes
accepiable male dress, generally defined by uniformity,
efficiency and neutrality What s so confusing and even
confronting aboul the metrosexual image 1s ifs non-
conformity to gender specific roles —sexval differentiation
being fundamenial to the function of fashion One is left
to wonder if like all fads and fashiens, this loo will pass:



or to whal extent it moy be culturally integrated to form
o new definifion of mesculinity, one thal perhaps allows
grealer expression and difference

It 1s just such a progression that Poets of the
Machine (Poi} seek os they cltempt to distupt the
conventions of male dress which encourage uniformity
and disallow the kind of freedom of expression thal
female dress offers Their fashion performances flaunt
and reveal areas of the mole body that Iradiionally
remain hidden |t 15 an approach which coniradicls
fhe desexualising nature ofpmole dress and allows a
sensual engagement between body and garment, body
and viewer Here, masculinity 1s enjoyed for its wisual
pleasure  However, by preseniing live, active bodies
lwith a siong element of humour) Polf acivale o
resistance 1o the voyeuristic gaze that has historically
objectified the passive [female] body nio @ spectacle.
Rather, their performances cllow a sense of wony 1o
emerge n o subversion of ihe iradional foshion parade
of gaunt, expressionless female models Presenling their
ideas in a live conlext further highlights the importance
of ciothing in the stoging of the self and os a gesture of
communicahion ond exchange.

Their  Reversols collection targels the male  sui,
deconstuching this universal emblem  of uniformity,
Poivi slate, “we are toking quintessentially male ilems
of dress and applying a punk ethos “Rip it Up and Start
Again” to the business suil, hat ubiquitous expression
ol male (self] confrol; approprialing, subverting and
reassembling 11" Poets of the Machine urge expressions
of masculimity 1o value appearance and  inclide
flamboyonce, their work integrales the nofion of the
"oyhul flounsh’ — the stut of a bull fighter, porode of @
boxer or gesture of the circus performer on completion
of their act Disputing the link between ‘vanity and folly’,
Polt argue for the male selt 1o be proud, sensuous ond
unafrard fo seek on individual sense of siyle.

Angela Ferolla uses lhe whie teeshirt and jeons
as o basis io explore fashion’s paradoxicol telotionship
io conformity, and self expression  Signifying  the
homogeneity of western dress — o kind of modermn
day degendered uniferm, Ferolla manipulates these
standard streetwear items, urging the nveraol ealm of
the individual to break thiough a bland, anonymous
exterior. Ferollo reconsiructs the garments o include a
secret world inside that peeks through the seams and
strains agains! borders, distoring and expanding the
reslrictive garmenis. The underlying ‘growth’ gives form
and subsiance 1o the clothing, demonstrating that our

exterior wear need not be merely superficial, purely
funciional, but holds the potential 1o make manifest our
psyche and soul

The work's tifle, Preludle 1o Pop, has obvious references
to popular cullure as well as a humorous allusion fo the
expansion and growth of the internal world bubbling
beneath the surface, threatening to burst forth  In
uncontatned, diverse ond individualised dress, Ferolla
sees the potential for o new definton of seauty, one
thot “expresses imagination, vulnerability, eccentricity
and wild dreams”

Megan Salmon examines the cross-cultural references
seen in Western design i a series of garmenls which
shift rom one cultural 1dentity to another through a
senes of deconstructive processes Tradihional sewing
lechmques, origami folding and |oinery function like the
lnes of a drawing, as Solmon draws on the formal
language of bath her fine art traiming and fashion
prachce Salmon’s work is influenced by the fechnical
processes and sculplural techniques of Japanese textiles
ond fashion and demonstates an opproach similar
fo that of many Japanese designers in which there is
no clear cul distinchion between art and design The
shifting belween borrowed world identies may suggest
Weslern fashion’s appropriation of ‘ethnic style” and the
homogenisation of culture as an effect of globalisation.
Solmon however, does nof attempl o p?oce a valve
udgement on this postmaodern expenience of dissolving
l)orders and cultural scepage  Rather it is revealed
simply as o process, and one thal has opened up new
possibilifies for crealive expression

Similarly to Farren, Salmon finds a corporeal reference
in her use of silk organza — occented by a use of skin
tones, the emply garments appear os if fashioned
from d|scordecfskm The absence of an inferior form
highlights the kinetic life of fashion and the imporiance
of the body, without which, garmenis exist in o kind of
half life Jean Cocteau eloquently sums up this inferplay
of embodiment in his Diary of @ film. "I saw dresses this
morning in the farmyord of Rochecorbon where | am
shootir They were hanging in the sun, side by side,
like Bluebeard’s wives, only lifeless. They lacked ther
souls, and the soul of a dress 1s a body”. " Interestingly,
without @ body a garmen! becomes an object, which
in the context of an art museum, allows the viewer to
reflect on its symbolic and formal qualities.

The cross-culiural fronsmission of different styles and
tradiions of'e's designers new creative  strofegies,
visual languages and technical processes. Yet siill, a



Jushne AMcKmight
Spinning Gul 2007
Digital pholegroph |

Pholograph Jushine McKnight

condition of fashion 1s 1fs presence within @ specific
place and time. Viewed from a distance of years or
decades, the fashion of any porticular era or location
reads as a kind of social, historical document, drawing
in personal, cultural, and geographical influences to
create o distinct clothing lerrain Perhaps due to the
confinued isolation of our stale [despile obvious shifts
towards a ‘global cullure] the texture of Skin to Skin
reveals a localised approach lo foshion which 1s deeply
informed by process, consiruction and interdisciplinary
praciice, and evidences personalised creafive sirategyes,
rather than a view towards commercial formots or
international fashion trends Our clothing represents so
much more than ifs material parts — 1t holds the memary
of our bodies, articulates identity, places us physically
in the context of a vader history of consumerism, gender
construction and sociol signification, and contrbutes to
our visual culiue Above all Skin to Skin affests to the
facl thot dress is profoundly human and consequently
holds the polential to connect with us n dynamically
complex ond affecling ways

Lia McKnight

Curotor

" Tim Winton 2001, Dirt Music, Sydney Picador, p
53.

2 louwaert goes so far as 1o soy, A person 1s a unily
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Anne Farren
Basic 2007

stained blue wood laminate
metal skirt hanger, draffing film,
silk organza, thread, pattern hooks

three parts 115 x 50 cm,
140 x 100 cm, 140 x 80 cm

Poets of the Machine
Muscule suits 2006

dye sublimation processed lycra




Y Swaddle 2008
g digital photograph

Elizabeth Delfs
Collapsable Series (detail) 2008
open cell polyurethane foam

three parts,
first part 100 x 100 cm variable










Minaxi May

Maaanflora (detail) 2008
digital print wallpaper
Photograph: Minaxi May

Justine McKnight
Flutter (installation detail) 2007

wool, silk, screenprint




Megan Salmon
Asia 2007

shibori dyed silk organza jacket
dip dyed silk organza tunic

Donna Franklin and Gary Cass
Micro'be’ (detail) 2007

cellulose fabric made
from fermented wine










Louise Snook
Remnants (detail) 2007
discarded clothes

Angela Ferolla

prelude fo pop
linstallation detail) 2008

cotfon jersey tee-shirt with
screenprint and fabric
manipulation; blue jeans,
padded denim machine sfitched




Kirsten Hudson

LUMP — a self portrait (detail) 2008
sugar, egg whites, water, acrylic
three 68 kg sugar cubes
Photograph: Kirsten Hudson

Georgina Cresswell
Silvia (detail) 2007

coffon, screenprint, stuffing
on a metal armature

170 x 200 cm






Gary Cass

Gary Cass has been a key scientific collaborator with numerous art and science projects based at the University
of Western Australia. He is a founding member of Bioalloy, an ongoing research endeavour into artisfic
cyborgian systems developed in the University's Faculty of Natural and Agricultural Sciences Laboratories.
Beginning with the idea of designing and creating a machine that incorporates a living system that grows and
nurtures its own ‘skin’, Bioalloy's research into the co-existence of a cyborgian system and the human body led to
a collaboration with performance artist S. Chandrasekaran. Cass' collaborative projects with Chandrasekaran
have been exhibited around the world, most recently at the Biennale of Electronic Arts Perth and as a fringe
event at the Venice Biennale and Documenta in 2007 . www.bioalloy.org

Georgina Creswell

Georgina Creswell is an established textile artist who has exhibited extensively throughout Australia, including
the recently touring Tamworth Fibre Textile Biennial (2005 — 2006). She is also known for her garment design
and construction, and is currently developing the Blushouse label, stocking a number of Western Australian
art and fashion outlets with unique small ranges of artwork and clothing. Both streams of work are influenced
by naive and folk art and are sourced from sensations of the interior world, acting as a record of lived
experience. Creswell presents ‘a life made of lumps, dots and scribbles — an assemblage which is unexpectedly
harmonious'.

Elizabeth Delfs

Elizabeth Delfs’ inferests lie in the intersection between art, the garment and the built environment. Her work
investigates notions of beauty in resistance to the indoctrination of gender by mainstream fashion and the
international media. Through her hybrid practice she seeks to exploit innovative applications of materials
through traditional textile processes such as dying, printing, smocking and cutting. Delfs” work has been shown
both nationally and internationally in exhibitions such as Talente (2005), a showcase of emerging art, craft and
design in Munich, Germany, and the 'Oreal Melbourne Fashion Festival's cultural program at the HASSELL
Studios in 2006. In early 2008 she will exhibit a collaborative work with international photographer Robyn
Beeche at the Melbourne Art Rooms.

Anne Farren

For the past ten years the focus of Anne Farren’s work has been the exploration of the mefaphoric relationships
between elements of the garment and the body. Of particular inferest is the layers of reading that can be evoked
through an examination of ideas such as ‘skin’. Farren’s work has been exhibited extensively in Australia,
Thailand, China and Japan over the last twenty years and is held in a number of public collections. Farren was
responsible for the establishment of the Australianjapan Textile Exchange Project in 1992 and is represented in
the lafest Telos publication, Textiles of the World, released internationally in August 2007.

Angela Ferolla

Angela Ferolla has been an active participant in VWestern Australian fashion and textiles for over eighteen
years, formerly running the label frogbones fishlegs. Her work explores the blurred boundary between these
two mediums and expresses the internal world of the social self. Rather than allowing them fo remain hidden,
Ferolla uses humour to draw out mental and emotional scapes which then inspire surface manipulation. Her
interest in experimental fextile techniques and garment construction led her to complete an internship at the
Yoshiki Hishinuma Studio, Tokyo, Japan, in 2005. Ferolla is currently developing Rocucu, a fashion/textile label
focusing on innovative fextile and pattern making techniques.



Donna Franklin

Donna Franklin creates work that combines bio-art, fextiles, insfallation, costume, performance and film.
Her research aims to explore the implications and applications of biological enfities within art and fashion
contexts, with a particular focus on spectacle, the politics of body commodification and the use of organic
substance. In 2004 Franklin was awarded a residency at SymbioticA, the art and science collaborative
research laboratory in the School of Anatomy and Human Biology at the University of Western Australia,
where she created Fibre Reactive, a garment imbedded with living fungi, Pycnoporus coccineus (orange
bracket fungus), which continues to grow. Franklin's work has been shown locally and internationally,
including at Prix ARS Electronica, linz, Austria, in 2007 . www.bioalloy.org

Davina Homer

Davina Homer uses fashion to articulate ideas about the associations between taste and value, materials
and human experience. She works from discarded fabrics and recycled clothing, reconstructing the materials
using superseded methods of construction fo form new garments. The continual re-use of materials critiques
the production of fashion, highlighting issues such as the waste associated with consumerism and the labour
infensive nature of production. Homer is the founder of the Prude label. Her collections are a collage of
vintage fabrics and details, specialising in one-off and limited edition clothing and accessories.

Kirsten Hudson

Kirsten Hudson is an arfist, researcher and writer interested in how fashion can be used as a tool to critique
cultural ideologies associated with social and sexual identity. Often using her own body as the subject, Hudson
employs a range of mediums including performance, installation, digital video, photography and animation
fo examine and expose the context within which we define femininity. She is complefing a Doctorate of
Creative Arts at Curtin University of Technology and is an artistin-residence at SymbioticA, the art and science
laboratory based at the University of Western Australia, where she is working on the first stage of development
of project DESIGNER SKINS — the ultimate fashion statement. www.tangentfm.com

Justine McKnight

Justine McKnight has worked across contemporary art and fashion since completing a Masters in Visual Art
at Edith Cowan University in 1998. She has an extensive background in textiles and has been creating
small fashion collections as STAIN since 2000. McKnight's pracfice has also included video and site-based
installation. Her work reflects an inferest in the point of transition from one state to another and the traces that
are evidenced through this action. At times this has been a highly physical investigation, however, recently
it has included more poetic and autobiographical resonances. McKnight's work has been included in [ex]
Changing Tradition, an AustralicJapan textile exchange project shown in Perth (2006) and Kyoto (2007).

Minaxi May

Minaxi May explores the relationships that exist between art and creative industries such as fashion and
graphic design. Her frequently satirical works investigate themes of popular, urban and media cultures and
their impact on notions of identity, commodity and the everyday. May has received numerous prizes including
the Australian Wool Corporation’s Young Designer of the Year Award. In 2006 she was awarded the
Artsource Gunnery Residency at Artspace, Sydney, where she had a solo studio show, Playtime. Her work
has been exhibited both locally and nationally, with her solo show Tagged: Celebrity. Change. Commodity
having toured throughout Western Australia for the past two years. May's work is featured in private collections
internationally and in Australia, including the Cruthers Collection. www.minaximay.com



Poets of the Machine

Koral and Stripe have performed across the UK, Europe and Australia as Poets of the Machine (PotM)
since 1988. Initially presenting 'spoken word" pieces, in 2001 their performance began to incorporate
installation and situational aspects with BookMaze in collaboration with Blum und Ganz, and its companion
project, BookWall. Infegrating text with consfructed spaces, these works required participants fo negotiate
structures built with tens of thousands of books. From 2005 PotM have developed their text into garments with
a series of fashion projects in collaboration with local artists. PotM test the boundaries of what is wearable,
particularly in relation fo men. Fascinated by style, vanity and the performative nature of dress, PotM question
the nature of masculinity and the presentation of self through the medium of clothing.

Megan Salmon

Although Megan Salmon is known for her painting and drawing, she enjoys commercial success with a
clothing label that captures the sensitivities of her artistic background. Her label occupies the nexus between
fashion and art through the textiles she manipulates and the sculptural forms she creates. Salmon’s artwork is
represented in many collections including the Art Gallery of Western Australia, the Holmes & Court Collection
and the Powerhouse Museum. Her selfifled clothing label was launched in 2000 and is sold throughout
Australia and New Zealand. Currently she designs eight collections a year and is embarking on a global
enterprise through the establishment of her own studio/factory in Ningbo, China, in February, 2008.

Louise Snook

Louise Snoock is a textile designer, stylist, teacher and artist. Having worked as a social worker, personal
stories continue o intrigue her as a source for reflection and inspiration; her work offen deals with the fragility
of the human condition. In 2003 her garments won prizes at the National Gown of the Year Awards in
Melbourne and the Design Industry Association Student Award. Snook has designed contemporary knitwear
and presented garments as part of the International Merino Conference 2006, Design for Comfort Fashion
Event. In 2007 she travelled to Mongolia fo participate in an international feltmakers' network gathering.
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