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Introduction - Reinventing the Art

Opposite Marcia Windebank, panel, 1999. Utilizing the filigree
effect of lace knitting, Windebank creates abstract textural
compositions that are dyed and treated with paper pulp to stiffen
and fix them in striking shapes for interior decoration.

In the climate of accelerated technological change which has prevailed over the past
twenty-five years, new technologies and new fibres have transformed knitting from

a homely discipline into the most innovative and exciting textile medium, and knitwear
has gained a place at the forefront of contemporary fashion. Never before have so

many designers and artists experimented with knit as a basis for their work, exploring
structures and finishes, materials and meaning, and exploiting the unique sculptural
qualities of knitted construction. A new generation of fashion designers who are pushing
the boundaries have reinvented the art. By presenting a wide spectrum of hand-knitting,
hand-frame knitting and industrial production, Knitwear in Fashion offers a fresh look

at this ‘common art’ in the context of current creative fashion and design.

Fashion has emerged during recent years as a discipline worthy of study in its own
right; as a socio-cultural, economic and high-profile design phenomenon, expressive
and reflective of constant change, and open to multiple readings and interpretations.
This fashion discourse has been conducted through a growing range of publications,
both popular and academic, and increasingly through exhibitions. Given that the attention
of the academy to fashion as a discipline is so relatively recent, knitwear as an etement
of fashion has received even less attention, perhaps due to its specialist nature and
its hybrid position as both clothing and textile.

Knitwear is universal - everyone wears it in some form, either as underwear,
hosiery or outerwear - but its domestic and mass-market connotations have until
recently consigned it to a minor role in fashion and textile study. Museum collections
have tended to overlook knitwear items and many historical pieces of everyday wear
have simply worn out. However, the last few years have seen a change in attitude and
knitwear has at last begun to be featured in fashion exhibitions, which now occur more
frequently. As the introduction to the knit section of the Jouer la Lumiére” textiles
exhibition at the Louvre in 2001 confirms: "... often little understood in museums,
and also badly understood by textile historians, knitting today plays a major role and
reveals itself to be capable of a stunning diversity.” It is this diversity that has led me to
present this anthology of knitwear and knitting, together with a love of materials and
construction, and a desire to celebrate this ‘little understood’ technigue for its unique
capabilities: the way in which it can engineer both two- and three-dimensional shape;
its affinity with the body through innate characteristics of stretch-to-fit; and its infinite
structural and patterning potential.

Skechers EX1054-p.7
Skechers v Nike



Skechers EX1054-p.8
Skechers v Nike



Skechers EX1054-p.9
Skechers v Nike



Skechers EX1054-p.10
Skechers v Nike



Skechers EX1054-p.11
Skechers v Nike



Skechers EX1054-p.12
Skechers v Nike



Skechers EX1054-p.13
Skechers v Nike



Skechers EX1054-p.14
Skechers v Nike



Skechers EX1054-p.15
Skechers v Nike



Skechers EX1054-p.16
Skechers v Nike



Skechers EX1054-p.17
Skechers v Nike



Skechers EX1054-p.18
Skechers v Nike



Skechers EX1054-p.19
Skechers v Nike



2 Innovation and Experiment - Making the Future
Materials, Structures and Processes Radical Knitwear The Seamless Revolution
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3 Blurring the Boundaries - Contemporary Art and Design |
Artworks and Sculptural Form Knitwear in Performance Design for Interiors |

Opposite Freddie Robins, installation, Colchester, UK, 2000: Since the Surrealists first adopted fashion as a powerful tool for the communication [
‘Headroom’, with ‘Noway’ and 'Headcase’ in background. The play
on the familiar, both visually and in words, is at the heart of Robins's
current work. Her mutant bodies, sweaters and gloves comment appears within the context of art with increasing frequency. Elsa Schiaparelli believed

on ability and disability. A combination of freak show and genetic  that ‘dress design ... is not a profession but an art’, and made the first notable example
engineering, they are at once humorous and disturbing. Utilizing

of their extraordinary concepts, fashion has continued to interpret Surrealism, and now

the construction of knitted garments to great effect and taking of knitwear crossing into art with her 1928 trompe loeil hand-knitted sweaters. One,
it to illogical conclusions to create thought-provoking and adopting the Surrealists’ favourite visual trickery, was designed to resemble a tied bow.
unwearable pieces, Robins simultaneously puts knitted textiles In the years since Schiaparelli, a number of artists and designers have been engaged
o newarens. in the creation of art objects that involve or interpret clothing, and sculptural or
conceptual fashion that can transcend functional clothing to be viewed as art. Issey
Miyake has been especially instrumental in bringing experimental textiles and clothing
~a significant proportion knitted - into the art gallery and museum, setting standards
that few others have met for the presentation of clothing and the body, and moving easily
between the worlds of fashion, popular culture and art.

In recent years, the use of clothing ~ particularly the disembodied form of the dress
- as a medium of expression in contemporary art has become a somewhat commonplace
but powerful element within artistic vocabulary. Inspired by established artists such
as Caroline Broadhead and Annette Messager, practitioners of both art and fashion
have increasingly employed the dress, the corset and the shirt to explore the relationship
between the body and its adornment and enclosure, the boundary between inner and
outer worlds, themes of absence and presence, and temporal and corporeal ephemerality.
The neutrality of colour and simplicity of material usuatly adopted by artists serve to

emphasize impermanence and inspire contemplation.

Given impetus originally by the feminist movement, female artists began to address
issues of gendered perception associated with textiles and crafts, as noted in Rozsika
Parker’s book The Subversive Stitch. Knitting typifies this perception, with its strong
associations of the feminine and the domestic.

German artist Rosemarie Trockel brought knitting into the art gallery with
industrially produced knitted ‘pictures’” and clothing such as balaclavas, leggings,
dresses and sweaters, displaying repeating motifs and political logos ~ the Playboy
bunny, the Woolmark, the hammer and sickle, and the swastika. The production
of these items, using computer-controlled industrial knitting technology, was in itself a
commentary on the familiar associations of knitting as a domestic activity. The shock of
exhibiting knitted pictures and knitted clothing in 1986 has been compared in its impact
to the Warhol multiples and Pop art of two decades earlier. By the act of being knitted,

the logos became stripped of their political status. One art critic of the time was in no
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1HIOTImduuvil

The Technology of Knitting Developments in Design Yarns and Fibres

This section gives a brief introductory look at the
fundamental material of knitwear - yarns and
fibres. Fibres fallinto two distinct categories -
natural and manmade/synthetic - and two distinct
forms - staple fibres (short lengths) and filament
fibres {continuous tength}.

Natural fibres have remained consistently
popular for high-quatity classic knitwear and are
classified in three main types: 1] animal staple
fibres, including wool and hairs such as mohair,
angora, alpaca, cashmere, and so on, either alone
or blended with other fibres; 2] plant staple fibres,
such as cotton (a seed fibre), which can be fine
to coarse, or flax {stem fibre), a strong fibre from
which linen is made; and 3] the only natural
continuous filament fibre, silk, which is either
cultivated or wild, and can be spun to a matt
or lustrous finish.

Cotton and wool are most commonly used
for knitwear. Yarns such as fine combed cotton
or worsted spun wools have proved highly suitable
for underwear and fine gauge knitwear, which
ideally requires smooth, strong but fairly elastic
yarns. Thicker, coarser woollen yarns are knitted
on coarser gauge machines or by hand for
outerwear of all types, from heavy, slightly oily,
aran-style sweaters to tweed-effect coats knitted
from multicoloured ‘fancy’ yarns, for example those
pioneered by Bernat Klein in the 1950s. Hair fibres
are classed as luxury fibres due to their high cost
of production, and are often blended with wool.
Hand-knitting in mohair became popularin the
1960s and again in the '80s, when prices felt and
it was widely available. Sitk is less commonly used
for knitwear, except in fine gauge fabric. Jersey
fabrics are made in a wide range of yarns, from
basic cotton to silk and viscose blends for
wonderful fluid drape characteristics.

The transition from natural fibres to synthetic
fibres has taken place over the relatively short

period since the end of the nineteenth century,

when the first synthetic fibre - rayon - was invented.

Nylon (polyarnide) was the next to emerge in 1938.
The purpose of the first generation of synthetics
was very much to simulate the qualities of natural
fibres - rayon was known as artificial silk, and
acrylic yarns were designed to mimic wool. The
continued development of rayon has produced

a range of fibres, structures and finishes,
dependent on the chemical processes used

in their manufacture.

Rayon is a cellulose fibre, produced from
wood pulp, and is therefore made from renewable
resources, unlike oil-based polymer fibres.

The cellulose is made into a liquid and extruded

through holes [spinarets] into continuous filaments.

Depending on the chernicals and the production
process, the result is viscose rayon, acetate rayon,
cupramonium rayon {used in a popular woven
fabric, ‘cupro’] or solvent spun rayon, which is

the latest development. Viscose rayon {commonly
just called viscose] accounts for the vast majority
of production. Its drape and lustre have made

it a popular choice for knitwear.

Since the 1980s, great technological
developments have taken place in the design
of manmade yarns, pioneered above allin Japan,
and a second generation of synthetics has evolved,
focused on very fine polyester, polyamide and
viscose, made into yarns which have highly
attractive handle and finishes. Many of the newest
synthetics are designed to have high performance
qualities, giving rise to ‘high-tech’ fibres with very
specific characteristics, such as high tensile
strength, bulk without weight and moisture
absorption. They may insulate from or conduct
electricity; be biodegradable, resistant to odour
or ultraviolet rays; they may change in response
to heat. These fibres have applications in clothing
for extreme conditions; automotive, aerospace
and geotextiles industries; and, increasingly,
in architecture and medicine.

Both the historical importance [the Silk
Road) and the desirable properties of silk ~ such
as lustre, drape, ability to take dye, softness of
touch and attractive handle, together with its
unique rustling and ‘scrooping’ sounds - have
driven the development of synthetic fibres. One
of the fundamental aspects of manmade fibres
is the ability to create specific textures during
the manufacture. Firstly, the cross-section of
the individual filament fibres can be controlted
by the shape of the spinarets [silk has a triangular
cross-section filament, hence this was the first to
be reproduced). Early synthetic fibres had circular
cross-sections and were therefore smooth, but
texturizing processes to provide bulk and surface
interest were applied, such as crimping (as in
Crimplene by Courtaulds) or knit-de-knit (knitting,
heat-setting and unravelling).

The development of extremely fine

microfibres has created more opportunities.

Synthetics can be given textures - a soft, silk-
like touch, for example, or a ‘peach-skin’ feel

- to provide the comfort increasingly demanded
by the market.

A new variation of cellulose fibre - lyocell,
made by Courtaulds in 1988 under the name Tencel
-is ayarn in which all the solvent used can be
reprocessed: it is therefore more environmentally
friendly. Tencel has a circular cross-section and
cotton-like properties, and is particularly suitable
for texturing treatments. Many companies, such
as Kanebo and Toray in Japan, have produced
‘high-touch’ fabrics from combinations of fibre
structures and yarn finishing treatments which
create totally new éspects. not achievable with
natural fibres - a new category, given the name
shin-gosen, to denote a new aesthetic quality.

Fine microfibre and stretch yarns are finding
increasing applications in the new seamless
lingerie and bodywear markets. Brand names, such
as DuPont’s Lycra elastane and Tactel polyamide,
Nylstar's Meryl polyamide and Elité elastane,
promote qualities of comfort, fit and softness.

The use of elastomeric stretch yarns in knitwear
and bodywear has continued to grow since their
development in the 1950s. DuPont were the first to
invent an elastomeric fibre made from polyurethane
(also known as spandex). Branded Lycra, it was

at first used as a replacement for rubber in corsets,
in knitted collars and cuffs, and later in stockings,
but was slow to be taken up in knitwear. The fibre
has a molecular structure similar to coiled springs,
giving it the ability to expand greatly in length and
then return to its relaxed state. It is usually
combined in a small proportion with other yarns,
or is covered with another yarn, such as cotton,

and used as a yarn itself.

All fibres have their own intrinsic properties
and, increasingly, sophisticated fibre blends
are being spun together in order to best achieve
desired effects. It is increasingly hard to distinguish
individual components, and accurate textiles
labelling is crucial. Many companies produce yarns
from similar raw materials and of similar types,
and the consumer may not differentiate between
a generic name and a particular brand name.
Indeed, some brand names, such as Lycra, have
almost become generic.

Yarns are formed in two main ways: from
relatively short lengths [staples) of fibres spun
together, or from continuous lengths (fitaments)
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