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Intro

The chapters that follow have been written in this order,
although they can be read as independent essays, not bound to
one another by sequence. Each can stand on its own, yet they
are placed side by side to form a chain of thought.

| aim to assemble not just thoughts and writings from critical
theory, but also images found online, in magazines, and in other
printed matter. | focus on the notion of the mood board, not as a
neutral design tool, but as a moving surface of montage and
contamination, where image and text meet, seduce, and
transform one another, in order to explore the materiality of art
and fashion, through the relation between iImagery and text. | will
consider the mood board as an event rather than a collection.
Something that s happening. Through this imaginative
happening, what new images appear?

| treat images as an eruption, an immediate affection that erases
predefined systems already in place. The mood board becomes a
moving surface where images are not static objects but dynamic
forces capable of altering one another. Therefore, parallel to the
written text, there exists a digital mood board, guided by an
archival impulse, fragmented in form, yet holistically connected
and not properly categorized. The mood board serves as a
company for the written text, as much as it stands on its own as a

generative work. In that space of reconfiguration, imagination
precedes judgment. Images regain their capacity to move.

From the image, | move outward, questioning the autonomy of
art, fashion and mass culture. These texts explore the different
ways In which the three fields intertwine whilst in bed together,
considering the unstable borders between them and their
making of meaning through form. | look at fashion as the shiniest

fragment of mass culture, where meaning lies in representation
and form.

Ultimately, this text argues for a way of thinking that is neither
purely critical nor purely Immersed, but gelatinous, open to
seduction, transformation, and excess. Rather than asking an
Image where it comes from, | want to ask it what it can become.
The mood board, in its restless accumulation, suggests that
nothingis ever singular, autonomous, or still. Everythingis always
already in relation and frantic contamination.

I hope that these agglomerates of Images can surpass the divide
between practice and' theory. They should be productive
Instances of visualization, rather than static objects. The Images
aré not explanatory devices. They can be a guiding force of the
text, just like the text guides them. Faddy Images and Thoughts is
Intended to " be read fully on this growing website:
https:!/faddymoodboard.cargo.site




Mood Board and Moodboarding

Generally, mood boards are image constellations that serve a
communicative purpose. They are an arrangement of images,
materials and fragments of text that typically function as a tool to
illustrate a concept, an idea, or a project. The mood board, as a
tool, is generally used in fashion, product and graphic design, as
well as in the fields of marketing and branding. Functionality is
the main point of distinction between the general definition of a

mood board and the one | will explore.

| will be thinking of a mood board as a surface of diverse formats
that supports two or more images that relate to each other by
similarity, opposition, or comparison. It is a holistic approach to
the layout that visually arranges images. It requires from the
maker a visual sensibility that is used to investigate ways of
styling images together through one’s own subjective lens. | will
be thinking of the mood board as more than a tool, as something

that happens and is happening.

The diverse images thatcompose a mood board are selected and
related to each other by someone. This person, the mood board
maker, is the only agent in this process. They are guided through
imagination. An imagination that, through the lens of Bachelard,

is a dynamic, ever-changing, creative force, capable of generating

new concepts by changing images that already exist.’
Imagination deforms what we perceive, freeing us from
iImmediate imagery.

Moodboarding is essentially the realization of the mental
processing of images through which a person makes sense of a
singular image by assimilating it to the rest of their body of
images, a visual constellation. This can be a collection of printed
photos or magazine pages pinned to a corkboard. It can be as
basic as a Pinterest board, and as complex as the body of
diffused images one somehow accumulates throughout their
visual experience. Certain images are then selected and shoved
together, each one changing the other.

In Air and Dreams: An Essay on the Imagination of Movement, as
well as in The Poetics of Space, Bachelard develops an important
distinction between poetic knowledge and rational knowledge.’
One of the key differences between the two, the one that interests
me most, is the primacy of the image. Poetic understanding
begins with the appearance of the image as an instant event, a
sudden emergence, rather than a result of past causes. Itis not a
mental picture stored in memory. Itis an event rather than a thing.
On the other hand, rational knowledge appears after this event,

' Air and Dreams: An Essay on the Imagination of Movement, Gaston
Bachelard, Dallas Institute Publications, 1988, 1

2 |bid., 166 and The Poetics of Space, Gaston Bachelard, Presses Universitaires de France, 1958, xvi and

XVII
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asking the image itself how it appeared, operating through
conceptualization, causality and classification.

Immediacy is an important quality of Poetic Knowledge when
considering the visual sensibility required for the making of mood
boards. It is exactly like ripping out pages from a book or a
magazine, cutting them up and organizing them on a table, a
surface. Some images will be naturally taken to the right corner,
some to the left. This process is instant. It iIs not conceptual or
methodical, unless the maker intended i1t to be. The sensibility
that allows for this loose visual categorization is an imaginative
one. The event of perception of an image leads to an impulse.
Eventually, it leads to a thought, to a creative linguistic moment,
or to a part of another image, creating a mood board.

In the online mood board, accompanying this text, there are
loosely connected images. These images are consequential to
each other, deriving from either a linguistic association (image 15
and 24), a visual one (image 20 and 30), or, in some cases, from
explicit supporting examples discussed in this text (image 55).
Sometimes images develop into sub-constellations, sometimes
they are placed in relation to one another strategically,
sometimes not. This image archive generates unexpected
significations, aiming for an assemblage that can contaminate
the original image with new pathways of existence. The mood

3 The waterworn Australopithecine Pebble of many faces from Makapansgat,
A. Raymond Dart, South African Journal of Science,1974
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board exists, of course, in relation to the theoretical material that
has been assembled. The theory discussed throughout this text
can guide the interpretation of the images, just as the images can
lead toward the theoretical material.

It is an image space and atlas that could go on forever, as one
image always leads to another. The images sashay past the text,
unstiffening the division between textual and visual material. |
resort to the mood board to think throughout the writing, and

hopefully, the reader can resort to it to create new images
throughout the reading.

Image as the Center of the World

In 1925, the remains of a group of Australopithecus Africanus, an
early kind of proto-human that lived approximately 3 million
years ago, were discovered in a cave in the South African valley
of Makapansgat. A small jasperite pebble with an erosion pattern
that strikingly resembled facial features was found next to the
remains. The Makapansgat Pebble could only have come from a
source 32 km away from the cave.® Therefore, it must have been

carried to the cave and kept there by one of the hominids.

This pebble (image 55) points to an act of singling out an object
not because of its use, value or functionality, but because of
specific imaginative properties, both visual and symbolic. The

99

E
!
'
i




T I — o —— e — e T i T i

e T—— T

——

58

object is singled out from others purely because of the way it
looks. The fact that the hominid who found this pebble could see
himself, or others, reflected in it most likely explains why he kept
It. In this instance, imagination initiated the decision, not
practicality. The figurative qualities of the object, the fact that it
possesses forms resembling a pair of eyes, a mouth and a nose,

go beyond its primary properties. This marks a distinctive
development of visual sensibility in human history. Imagination

makes visible what was previously unseen.

The Makapansgat Pebble is considered the oldest known
manuport.® Although Wikipedia argues that the object cannot be
considered art, as it was “found and not made”, | would argue
that this act by the hominids is similar to the one performed three
rnillion_ years later by Marcel Duchamp (image 58). The manuport
and the readymade have strangely similar definitions. The core
difference lies in that the manuport is typically from natural

origin, and the readymade is a prefabricated, most often mass-
produced object.

Of course, if in 1913, Duchamp had used shells instead of a
wheeland stool (image 59) the work would not have stirred nearly
as much conversation. However, both of these acts of singling
out are ones of visual sensibility and curiosity. A recognition that
an object can do more than it is supposed to. This is the
Imaginative power of objects. They can be dressed and
undressed, made to look or mean something else. People are
attracted by the possibility of an image.

4+ A natural object (like a stone, shell, or fossil) that has been deliberately
taken by a person or hominin from its original environment and relocated
without further modification, showing early signs of aesthetic appreciation or

symbolic thought.
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| have created a dichotomous classification for images, Gelatin
and Solid. This pair is important to measure an image’s capacity
for sexiness, for allure. Gelatin images exist in movement and so
naturally have more potential for sexiness. Like swimming in
honey, this type of image has sensual tactile qualities. Solid
images, however, stand on their own. They’re direct and stiff, and
conseguently, they have less potential for sensual appeal. These
images are generally like tropes of themselves, “An image learned
in books (...), blocks the imagination.”’ When images are sexy,
they form superficial, visual links with other images. As one form

is linked with another, new visual possibilities emerge.

For instance, an image of a blue vase with a few colorful flowers
is exactly that, exactly what | have written (images 60 and 61). |
do not need to describe it much further for it to appear in one’s
head. The mind will not receive diverse impulses from this
imagined image. It will think of one thing that it has seen
multiple times. This habituality makes it harder for the image to
be experienced as an event, rather than as an object. By

contrast, Wayne

s Air and Dreams: An Essay On the Imagination of Movement, Gaston
Bachelard, Dallas Institute Publications, 1988, 11

10
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Koestenbaum’s column “Legend” in Cabinet Magazine, in which
he suggests possible captions for an image provided by the
editors, illustrates the possibilities of a Gelatin image. Only sexy
iImages could generate such sexy writing (image 17).

Here is an excerpt from Koestenbaum’s Pale Khakis with Dark
Socks: “Avoid dark socks when you wear khakis. Spank anyone
you can find. | love having temper tantrums. Authorities
Incarcerated me in a think-tank. I’'m a tall version of Danny
Bonaduce, who starred in The Partridge Family and later got
involved with drugs. I’m a better singer than Danny Bonaduce,
topless pin-up ne’er spanked by Shirley Jones.”® This
description is the clear result of a very gelatinous image, as well
as a very imaginative writer. The image that is attached to this
piece of text contributes to a continuity of images that “alone
can bring forth material and dynamic imagination.”’

The potential for sexiness in an image is important because it is
intertwined with its imaginative qualities. As explored in Air and
Dreams, the value of animage is measured by its imaginary aura.®
Some images have lost their imaginative power (their sexiness),
they have become habitual tropes. Instead of open, they are now
closed. Instead of gelatin, they have become solid. The gelatin
Image’s energetic potential for becoming outshines its density of

6 pale Khakis with Black Socks in Legend, Cabinet Magazine, Spring 2011
7 Air and Dreams: An Essay On the Imagination of Movement, Gaston
Bachelard, Dallas Institute Publications, 1988, 11
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being. This frees us from heavy images and subjects them to
change. Examples of Gelatin images are, for instance, images 3,
40, 99 and 102. Examples of Solid images are images 38, 78, 85
and 87.

When images are changing, we can experience them in an
exhilarating way, one that requires neither reason nor words. They
are as they are, and they rarely stay the same. This makes the
moodboard the most imaginative moving surface. If we see less
and imagine more, imagination can function completely as a
seducer.

In this way, we can use the moodboard to deviate from the
ordinary things, the typicality of images. Bachelard writes,
“Perceiving and imagining are as antithetic as presence and
absence. To imagine is to absent oneself, to launch out toward a
new life.” This leap creates a loss of boundaries and distinctions
between things, meaning is recomposed again and again, and
nothing is fixed in place. A sexy image is not predictable or
categorizable. It is velvety, it has a deep, round center, and steep
corners. Itis balancing on one foot, extending its long limbs in our
direction.

The images we encounter have the potential to renew our visual
map, our mind. We must be mindful and understand our

° Ibid., 2
“Ibid., 3
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relationship with imagery, because it is constantly being
challenged by the influx of images we consume online. It is
impossible to be changed by everything, which makes it hard to

be changed by anything.

The quantity of irrelevant images far exceeds the quantity of
relevant ones. Thus, creating a visual shortage rather than a
visual excess in today’s visual media culture.”™ Images may exist
everywhere, but as a social force they are less powerful than the
act of visualizing or imagining. Camiel Van Winkel, in The Regime
of Visibility, further confirms Bachelard's ode 1o imagination, but
now using the term visualization. He believes that an image’s
ultimate quality is to facilitate visualization, rather than
considering the image itself the ultimate vehicle for power and

meaning.

So, the best quality an image can give us is the quality of
imagination, the potential for an event, for movement, for
multiplicity. Moodboarding is a testament to this imaginative act.
More than a grouping of concrete, complete images, mood

boards are images in movement, there 10O facilitate the
visualisation of something, anything that is not the exact image

itself.

9 The Regime of Visibility, Camielvan Winkel, NAi Publishers, 2005, 15
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Fashion (with capital F) and fashion (with lowercase f)

Fashion (with capital F) differentiates itself from fashion (with
lowercase f). The former can exist without marketing, branding,
capitalism, trends or the dictatorial “zeitgeist”. It is an
amalgamate of material and culture. Firstly, it is a type of
technology humans have developed as they adapt to weather
and environment-dependent conditions, a practicality. Secondly,
it is a language, the acceptance of the communicative qualities
of the clothes one chooses to wear, depending on whether it is
hot or cold. The language of Fashion is about self-presentation
and habits of dress, which relate to human behaviour and
curiosity. fashion (with lowercase f) must make money, so it is the
agent that turns culture into product, through its definition. It is
the industry, the brands, the names. It pinpoints and
encapsulates counterculture, intending to sell it. It is a
commercial industry producing and selling a commodity.

Vogue, for instance, is currently detached from culture and
irrelevant to Fashion. It is a corpse, a great example of fashion
(with lowercase f). Fashion (with capital F) is free, because it is
purely ethos. Fashion exists as an all-consuming part of culture,
the conglomerate of reasons people dress as they do. In this way,
Itis more a belief than a certain type, amount, or style of clothing.

111
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It is @a manufactured cultural symbol, more thanitis clothes." The
way one chooses to set the table or organize one’s desk iIs
Fashion (with uppercase F). Ways of speaking, tones, melodies
and slang are Fashion too.

Yuniya Kawakubo states that Fashion surpasses the physicality of
clothes: “Fashion is not visual clothing but is composed of the
invisible elements that make up clothing.”' If Fashion (with
uppercase F) is made of all the transparent parts that constitute
it, it should be able to define itself through these parts, not only
through clothing. There is a way to consume Fashion’s invisible
parts as gelatinous images. If we let go of the possession of
clothes, we can consume fashion without partaking (buying) in
the capitalistic systems that make commodities circulate.

The definition of fashion has changed as the phenomenon has. In
this text, | provide the concept of fashion (with lowercase f) and
Fashion (with uppercase F), although the word itself exists within
a vast etymological web of meanings and definitions. What
fashion or Fashion are not, is static, singular concepts. Rather, it
Is a network that keeps growing and breaking apart. It isimportant
to make this lexical distinction so that when | talk about Fashion,
it is clear that | am not invoking trends, brands or designers.

114

Instead, | am referring to the way people choose to dress and
explore the circulation of garments and aesthetics in culture.

In The Regime of Visibility, van Winkel states, “There can be no
culture without form, no substance without representation”. L
Form, as the way something is made visible and perceived, must
be recognized, judged, and reflected upon. Culture requires
visual awareness. Otherwise, form would simply be functional,
natural or irrelevant. In other words, culture exists when people

notice how things look, not just what they are or what they are for.

Mass culture demonstrates how there is no meaning, oOf
«substance”, without representation. Mass culture represents
and is represented through images, language and symbols. Its
meaning fully relies on how things are communicated, displayed
and framed. Van Winkel argues that nothing has cultural
“substance” unless it is represented through form. Meaning In
culture is not inherent, as “The idea of a pure ‘culture of
interiority’, which, because of its disregard for matters of
appearance, has been eradicated by a post-modern culture of
design”.'* Meaning emerges through some sort of representation.
In arguing that form and representation create meaning and
culture, Van Winkel rejects the idea that one is more complete

18 The Regime of Visibility, Camiel van Winkel, NAi Publishers, 2005, 176

" Fashion-ology: An Introduction to Fashion Studies (Second Edition), Yuniya - 4 Ibid., 175
Kawakubo, Bloomsbury Publisher, 4 |
2 Ibid., 4

13




than the other, especially because “the latter would not have
been able to affect the former, let alone eradicate it.”'5

Art Flirts

When thinking about the relationship between art and mass

| culture, | most often use Fashion (a subspace within the broader
space of mass culture) as an evocative term. | will look at
Fashion as the ultimate example of the relationship between
form and meaning in mass culture. Within mass culture, Fashion
Is meaning through its form and representation. The notion of
Fashion can only exist in representative forms like fashion
photography, advertisements, Instagram posts, etc. Fashion
cannot be created solely by theory and concept. Mass culture is
a meaningful entity that is absolutely incomplete without
representation, as it lives through its own imagery.

fashion (with lowercase F) and Fashion (with uppercase F) have
long had a relationship with art. It is hard to identify clearly when
this affair started. Bodies were the first surface on which humans

created art.” That is the starting point that | will consider
complete enough.

> Ibid.,176
'® Are Clothes Modern?, Bernard Rudofsky, Publisher. P. Theobold, 1947, 52
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| want to focus on the relationship between art and fashion in the
past century and how it has evolved until today, particularly in
some of the most peculiar combinations: fashion photography,
photography, Fashion and art. In the 1950s and 1960s, an affair
began to form in which art functioned as the sligh‘tly blurry
background behind the model. In many cases, paintings were
placed within shoots to create a more enriched editorial spread,
to hint at culture and elegance (image 35).

As fine art belonged (and still belongs) to the most prestigious
parts of culture, fashion has often tried to reference it visually in
order to appear more intellectual and less futile. fashion does not
want to be only about itself. It needs to be about everything. In
editorials and magazine spreads, models engage with art as
visitors do in museums with alarm sensors. There IS a respectful
distance that maintains the separation between the world of
fashion and mass culture and the world of fine art.

In fashion photography of the 1950s and early 1960s, there are
two distinct planes: the background (the colour field that any
painting turnsinto when blurred), and the foreground (the mode?l).
In most cases, as written by Camiel van Winkel in his book with
Joke Robaard, Archive Species: Bodies, Habits, Practices, th'e
distance between the model (fashion) and the painting (art) Is
rather respectful.'” It accentuates art as the ultimate form of

'” Archive Species: Bodies, Habits, Practices, Joke Robaard & Camiel van
Winkel, Valiz, 2018, 33

35
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higher culture, especially in comparison to clothing. Since this
period, “the distance has gradually become smaller”. ' Entering
the late 1960s, art started to occupy many different roles, as the
interest in different tropes grew in the fashion industry. Art and
fashion alike began to show interest in this appropriation, and in
each other.

In some cases, there is a more extreme artistic approach to
fashion photography. Models start to be photographed with
painterly sensibility. For instance, in works by Sarah Moon (image
16), skin functions as colour, clothes as texture, and hair as brush
strokes. There 1s an investigation of something other than
photographic qualities. These images exist in true movement, in
a dream-like state, in gelatine. Just like paintings, they are full of
uncertainty, and models start to become form and space.

Sometimes they act as sculptures. Models position their imbs in
relation to the frame of the photograph. There is a consideration
of the vertical and horizontal axes of the image. In the
experimental film Veruschka - Poetry of a Woman, Franco
Rubartelli highly stylizes the portrait of the 60s supermodel
Veruschka (images 62, 63, 64), as myth and shape-shifting form.
Veruschka is less a model and more a co-creator and
performance artist. She camouflages herself with body paint,
creating forms and shapes with and within her body. By turning

¥ |bid., 33
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herself into a sculpture, she becomes a clear example of Fashion

(with uppercase F) flirting with art.

Besides being used as an Image and backdrop, art also
functioned as clothing that models could put on and take off.
From the late 60s onwards, models began wearing the denim
overalls of the painter, the dress ofthe gallerist, the muse, therich
wife, the lover, the squatter, the teenager, the addict. By the 90s,
We arrive at a very interesting point of art’s relationship with
fashion, where fashion is able to subvert its own subversion.

Nothing is off-limits for fashion’s Impulse to appropriate, neither
art nor rebellion. This contributes to the end of signification itself,
because if anyone can use fashion to signify anything, nothing
true can be signified anymore. There is no longer truth or
meaning. Contemporary fashion (with lowercase f) has become

a pastiche of looks drawn from different subcultures, periods and
classes. It exists in excess of itself.

The fashion tropes relating to art, which evolved into tropes of
anti-glamour, decay, androgyny, the ugly, the unhealthy, the sick,
the deadly, became very played out. Fashion had become so self-
aware that what had been, for g very short time, rebellion, was
stylized and sold. Subversion was assimilated. What was once
challenging was now trendy. fashion (with lowercase f) absorbs
critique and neutralizes it by making it fashionable.

90
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A classic example is Marc Jacobs’ collection for Perry Ellis in 1992
(image 15), in which he recreated the look of grunge culture into
a fashion collection. A culture that was motivated by the rejection
of fashion (with lowercase f) and consumerism became exactly
that. It was priced and sold. The collection was featured in the
December issue of American Vogue. Naomi Campbell and
Kristen McMenamy are dressed in a Nirvana T-shirt, leather
combat boots, knit sweaters, flannels, a lot of tartan, oversized
beanies, hair ties replace bracelets, and an unbothered look

covers their faces.

The last example that illustrates the powerful love/hate affair that
is the relationship between art and fashion is Cindy Sherman.
When Sherman was commissioned by Vogue France in 1984
(images 19 and 30), she explored more extreme visual qualities
than those of her previous work, like Untitled Film Stills from
1977-1980 (image 65), such as fake noses, scar tissue, blackened

teeth, blood, spikey black hair, etc.

In October 1983, Sherman writes a series of propositions Iin her
notebook, like “throwing up”, “drooling, “snot running down
nose” and “shooting up”.’ Prompts that are meant to suggest a
somewhat unglamorous visual situation, although it is debatable
if they are fashionable or not. She carried out these prompts for

19 Cindy Sherman Retrospective, work notes 18 October 1983, 124

30

15

19
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the editorial in question. Sherman’s interest in the grotesque
marks a new phase in her work, one that continues until today.

The exaggeration of grotesque bodily qualities entered Sherman’s
work when she began making photographic series for fashion
magazines. In the context of a fashion magazine, the critical
content of hervisual art had to be exaggerated so that it would not
be confused with the fashionable material in the rest of the
magazine. If the work functioned within the critical lens of the art
world, 1t would be received through this same critical lens. The
same lens cannot be used within the fashion (with lowercase f)

Industry. There is no guarantee that art will be read as subversive
or radical in this context.

The challenge for Sherman comes when her photographs are
transferred to the fashion industry, even though she uses the
same appropriation tactics of fashion, those of visual clichés and
tropes. Her images are completely assimilated by fashion, which
can turn anything into a reproduction. This is the power of the

fashion context, that everything can be transformed and
neutralized. It becomes fashionable.

“If we assume Sherman’s production is conditioned by the forms
of mass culture, the possibility remains that she is conscious of
this conditioning, and that she allows this consciousness to
somehow resonate in her work or even become its subtext.”?° In

*’ The Regime of Visibility, Camiel van Winkel, NA| Publishers, 2005, 72
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