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Q1. Research and critically evaluate the role of the artist/designer/maker in the context of the contemporary condition 
‘Cosmos’politan Simulacra: Anthony Denney and the ‘Glossy’ Ideal Home

Introduction: 
This essay aims to evaluate the role of Anthony Denney’s portrayal of the 1950s ideal home as a simulacrum. The notion ‘ideal home’ formed as a gendered simulacrum following the Second World War, which encompassed the physical and metaphorical destruction of homes. Out of this socio-political devastation, the ideal home concept and housewife were formed. The housewife expected to tend to every homely ‘need’ of her husband. This notion of femininity was mirrored both through magazines and Ideal home exhibitions which portrayed spaces in which loving housewives could ‘optimally function’. Denney’s portrayal of the ‘ideal home’ and even ‘ideal housewife’ can be seen in his work for G-Plan furniture, Vogue and the House and Garden magazines in the late 1950s. McDowell observes that in the sphere of the fashion magazine: 

The fashionably clothed body (…) is contained by neither the boundaries of public or private space rather it travels between and across these alternative and overlapping environs of ‘real’, ‘unreal’, ‘virtual’ or ‘simulated’ place. Different spaces layer upon one another. The domestic interior is placed in ‘the public context of mass consumption’. (McDowell,2015, pp.256)

This essay critically explores the relationship between gender and how the simulacra functions as a black hole, ironically mirrored in Denney’s interior styling advice. The relationship between gender, the simulacra and the blackhole will be explored using Guignion’s work and a new term ‘cosmos-politan’ will be introduced to describe this phenomenon. 

McDowell was a pioneer in considering the relationship between gender and the simulacra in the context of capitalism, both through advertisements and fashion magazines. Parvathy’s recent work considers the link between simulacra and advertisements, but in the more general context of the fashion model. In the last two years, gender has been explored in a more radical and critical way by Moser and principally Guignion, whose work forms the focus of this essay. McDowell focuses on the selling of “dreams”, better described as simulacra, and inadvertently highlights other aspects of the simulacra that are linked to gender but in a less literal way. McDowell observes that Denney uses furniture and textiles used as props. One of the key points made in this essay is that these industries were almost exclusively women’s work environments. It also seeks to expand the relationship between gender and the simulacra in fashion and home magazines using the methodology of Moser and Guignion. 

A further core aim is to explore the relationship between the simulacra and fashion/interior advertisements. Firstly, parallels are drawn between the digital simulacra of the 21st century and the 1950s simulacra of ‘glossy’ magazines in the context of ‘utopia’ with a view to disproving the notion suggested by Caldeira and Byung Chul Han that the simulacra solely concern the digital. The role of the model within the fashion advertisement simulacra of the 1950s will be examined. This discourse introduces the term ‘cosmos-politan’ to describe and expand this role within the simulacra. Additionally, the role of women in advertising is shown to extend beyond the role of the passive housewife into the realms of the Ideal Home Exhibition, the purchase of G-Plan furniture and women in the workplace.  A Baudrillardian lens is applied and the active participatory roles of women examined. This essay also seeks to ground simulacra as a gendered black hole and observe the harm caused by it. Denney’s visual images created for fashion magazines are used as a primary case study. 

Social Media, Magazines, and Fashion Models 

The ‘glossy’, a synonym for a woman’s magazine (Stevenson, 2010) is indeed a ‘glossy’ illusion, a simulacrum. The closest simulacrum to a physical magazine in the 21st century is perhaps the social media platform, Instagram. Caldeira looks at the function of the ‘glossy’, and references Duke’s and Chreshel’s 1998 observation that 

 Women’s glossy magazines (…) can be understood as circulating narratives of femininity, set(ting) of conventions and values that create an often unachievable, ideal of femininity, through fashion, beauty, and lifestyle advice (Caldeira,2020, pp.87).

Without using the word nor referencing Baudrillard, Caldeira explores the Instagrammable aesthetic character. She identifies the perpetuation of unrealistic ideal narratives of femininity which is given as true lifestyle advice to women who aspire to look like Instagram models. She explores the “Instagrammable aesthetic” (Caldeira, 2020 p.93) and the “Instagrammable character”, defining these concepts in the context of Instagram as denoting a meticulously planned lifestyle, based on a particular aesthetic in which experiences and products which are deemed picture worthy gain Instagram likes from the viewer. The higher the number of likes, the more desirable the objects become.

Traditional fashion magazines such as Vogue or Cosmopolitan utilize this Instagrammable ‘character’ in the 21st century to encourage readers to purchase beauty and fashion goods. Caldeira observes that modern magazines employ the concept of a metaphysical ‘character’ or model, that is, a fictional person who has a certain aesthetic and who uses desirable products. It can be argued that this also occurred in the 1950s traditional fashion magazines in advertisements for beauty and fashion products and for furniture and household goods. In the 1950s, fashion and home formed part of the same narrative of what was considered good taste. It formed a space where the showroom, the fashion magazine, the home, and the furniture shop all functioned as one whole. All these spaces formed one ‘utopia’ and ultimately one simulacrum to aspire to.  Vogue and House and Garden magazines functioned as spaces where they targeted the same middle class female audience. The ‘Instagrammable character’ does not truly belong to Instagram at all, but rather to the ‘glossy’. The trope on Instagram of the character mentioned above is used by traditional magazines on their digital platform to increase sales and boost their social media presence. Instagram and traditional ‘glossies’ combine to form a new inception of the simulacra.

Philosopher Byung-Chul Han echoes Caldeira when he describes the almost catastrophic narrative surrounding this social media age, where the more digital the earth becomes, the more it is replaced by a digital hyperreality as an inevitable consequence. But Byung-Chul is blinkered in his failure to consider how the simulacra functions in older media forms. He also neglects to recognize the impact of gender on the simulacra.
In the analysis of women on Instagram undertaken by de Perthuis and Finlay
simultaneously assumee the roles of cultural producer, model and consumer while implicitly embodying the fashionable ideal. (After) publication, the labour of producing these images seems to evaporate, as bodies with no material limitation are presented with immediacy, and figure, commodity and surrounds collapse into one (De Perthuis and Finlay, 2019, p.220).
This discourse argues it is possible to expand the role of women within the gendered simulacra.  Women had an active role in images of fashion and interiors. This is seen in both their desire for goods and their physical work, for example in the upholstery industry, their purchase of G-Plan, their visits to the Ideal Home exhibition and their reading of fashion and interior magazines. They are thus seen to assume all the roles identified by De Perthuis and Finlay (ibid). Arguably the 1950s female ‘presence’ or fashion body (McDowell,2015, pp.256) that existed in the simulacra was more than just their physical presence but rather a cumulative role. That is, a female fashion embodiment rather than a model’s fashionable body. 
McDowell uses a quote from House and Garden magazine in which they liken their obsession with interior trends to famous fashion designers, Balmain, and Balenciaga. Indeed Denney was labelled the “Dior of the decorating world” (Field,1959). Dior was the most praised fashion designer of the 1950s, and the creator of the New Look. Likening Denney to Dior was not just high praise of Denney’s work but also reflected his impact on both the decorating and fashion worlds. Dior portrayed women in a sexualized way using his New Look. Denney uses Dior’s design in his images, which are also inherently sexual. The New Look drew attention to the female reproductive organs (Fig. 1) with its restrictive, corset style design, for example.

[image: A person in a green dress

Description automatically generated with medium confidence]
Figure 1. Anthony Denney, ‘Photograph for the March issue of Vogue.’, 1958.
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Figure 2.  Anthony Denney, ‘Lot 194.’




The construction of a lone, female model seen in Images 1 and 2 had one function: to sell products.  In this case the Ideal Home is a testament to a singular world view of capitalism in the post-war era and of one type of woman who would reside in the Ideal home. A hypersexualized woman, wearing the New Look, the newest fashion of the time, modern yet mirroring societal control over women. Gender in the context of capitalism and advertisement is thus bound to the singular worldview of the man/woman exchange binary that Baudrillard struggles to overcome. Parvathy argues that the impact of advertisements on societal consciousness mirrors the impact of the simulacra it. In this way, advertisements function as simulacra.

Guignion rejects the arguments of Byung-Chul and Caldeira in his definition of the simulacra. He argues that the simulacra should not be defined as the disappearance of the real replaced by the virtual or digital, but rather that it “signals the emergence of a single worldview, or ‘integrated circuit’ that is taken as objectively real” (Guignion, 2021, p.181). Parvarthy observes a dialectical exchange between unattainable and beautiful models and the products they are selling. The models use the products themselves to place themselves even more out of reach. Parvarthy’s argument replicates Caldeira’s notion of the exchange of product and the ‘character’. She writes that the simulacra is produced “(…) from a radiating synthesis of combinatory models in a hyperspace without atmosphere” (Parvathy, 2018, p.94). There is nothing that limits the simulacra, it has no boundaries but it is also not imaginary. This is combined with the fact that the female ‘character’ in the words of Caldeira also has no limit to how beautiful she can become. This character is ‘cosmopolitan’, not in the sense of the magazine brand, but in the sense that she ‘travels’ across all races, physical expressions, and ages to form a simulacrum that represents the unattainable, a superhuman woman which in the 1950s signified the ideal housewife. Advertising images replace reality and portray a disjointed view of the female form which ultimately causes pain according to Parvathy. However, she neglects to note that some will be more affected by this defunct system than others , and does not recognize that change needs to take place in order to move away from the simulacra.

The end of de Perthuis and Finlay’s quote about instagram speaks of a collapse,

 “As bodies with no material limitation are presented with immediacy, and figure, commodity and surrounds collapse into one” (De Perthuis and Finlay, 2019, p.220). 

The portrayal of women on Instagram and the glossies is thus highly unstable, representing a void which absorbs everything to the point of saturation. This mirrors Guignion’s notion of the blackhole. Guignion observes that women are sexualized in the advertising simulacra, unlike men. This was the case in the 1950s where the New Look drew attention to the reproductive organs.  Guignion highlights how Western this view of beauty is, something not noted by Parvathy. Women in the simulacra are in this sense ‘cosmos-politan.’ They function as a planet in orbit around a blackhole simulacra that inflicts pain upon them through exploitation.

Black Hole Simulacra

The unique aspect of the critical views of Moser and Guignion is that realize the instability of the simulacra and as a response they propose ways of moving away from it or of letting it stagnate.

Moser believes that to understand the simulacra one must “strip away the thick layers of hyperreal artifice that conceal the utter banality of the idealistic images that we consume every waking moment” (Moser, 2022, pp.88-89). It is necessary to cease absorbing this information the way a blackhole absorbs matter in the universe. Moser believes that the simulacra is harmful to men and women. For example, institutions like Vogue magazine perpetuate the desirability of unnatural levels of thin-ness. This idealisation of thin-ness was also emphasized in the 1950s through fashion trends of the New Look which emphasized a tiny waist. This illusion was created by emphasizing the waist with flowing skirts. Moser warns at the end of his discourse that the simulacra will inevitably implode, similar to a star before it becomes a black hole. However, some resistance is needed to such clear-cut gender roles and ones of the perfect sexual housewife such as are found in the work of Denney. This hyperidealisation cannot last, and Moser fails to acknowledge that more women suffer than men in the simulacra.

Guignion explores the theories of Ahmed who writes from a Queer point of view and observes that “that cis-gender men (can) move through the world without losing their way and enjoy the privilege of transparency” (Guinion, 2021, p.195). Men are seen to have a window into the ‘natural’ real world as opposed to the objectification of women in the simulacrum.

Guignion also talks about the black hole but in a different context. He does not see the simulacra as inherently unstable, but as a void or pitfall for feminist thinkers, who, however, are simultaneously drawn to the simulacra. He explores how 1990s feminist, Victoria Grace, falls victim to the simulacra when she inadvertently constructs a binary, something which Baudrillard would have rejected. Grace mistakenly views the hyperreal as the anti-thesis to the real. This view is not only incorrect, it also engenders participation in the simulacra. The simulacra in its binary gender system that mimics the natural ‘real’ thus still includes forms of oppression and hyperreality still functions within the same power systems of male domination. Guignion sees this as a key flaw of the simulacra and is one of his core arguments regarding why Baudrillard should be left behind.

Desire and Ideal Home
Manca, Manca and Pieper observe:
 (…) advertising messages make use of utopian images and narratives as they (… ) establish powerful and long lasting associations in the public mind between the products and services they are selling people’s inner desire, to leave behind the monotony and the troubles of their everyday lives and step into a new, unexpected and appealing environment that is all about them and their dreams” (Manca, Manca and Pieper, 2012, p.7)  Advertisements thus form simulacra in themselves as already observed by Parvathy. 
Writing in 2012, Manca, Manca and Pieper unwittingly define a trope in advertising that was particularly prevalent in the post war era of the 1950s. Nicholson’s ironically titled book Perfect Wives in Ideal Homes is not to be taken literally. It rather refers to the post-war generation’s attitudes where marriage and home life were the two greatest aspirations. Furthermore, when the importance of the home to Britons is considered, many of whom had seen the literal destruction of their homes in World War II both by bombings and the year-long Blitz. The notion of utopia takes on a new meaning. Nicholson fails to refer to deaths of family members who had gone to war. This would also have destroyed both families and ‘homes’ in a less literal and more emotional sense. 
The concept of utopia thus gains a new significance when viewed through the lens of a post-war society marred by the physical and emotional destruction of home and home life. The use then of the Utopian images as an inherent part of advertising as described by Manca, Manca and Pieper thus aided the creation of the 1950s simulacrum. Capitalism saw a significant ‘rebirth’ especially in the context of anything home related as the public had ever growing aspirations for a normal world with perfect homes that could not be broken. Venugopal quotes Eco, when he writes that hyperreality is the action of desiring reality and achieving the desire to fabricate a false reality that is to be presented and consumed as the real thing. 
A good example of this false reality in the 1950s, is the Daily Mail Ideal Home Exhibition where simulations of various rooms in the home were installed. Visitors to the exhibition reached an all-time high in the late 1950s, the year 1958 saw more than 1,300,000 in attendance. The V&A observes that in the 1950s and 1960s the exhibitions acted as a “shop window” (Victoria and Albert Museum and Angex Ltd). This construct can be taken a step further for it can be argued that the Ideal Home Exhibition functioned as a window into another world: a hyper reality or simulacra. Life size mock houses would stand proud at the exhibition as well as full size garden exhibits, selling the dream life to the consumer. 
There is a true death of ‘symbolic exchange’ at the Ideal Home Exhibition and it is a place where the death of death can be found. The pleasures of life are put on a pedestal for a willing audience, almost in the form of an interior ‘Disneyland’, a heterotopia.  The advice of the 1958 Ideal Home Exhibition comes loud and clear from the narrator of a video by British Pathé entitled ‘Dream Houses’ “to mix the things you can’t afford with the things you can, so you will be dazzled not depressed” (Olympia Dream Houses, 1958). This represents an attainable simulacrum is being sold to the masses through the forum of the ideal home exhibition. It is being sold as truth as the unity house is described as costing ‘only’ a thousand pounds. However, the average salary in 1956 was only 478 pounds, meaning this ‘only’ a thousand pound house for the working-class person cost the equivalent of over two years’ salary, although for a middle to upper-class person this house would have been comfortably affordable.


[image: Graphical user interface

Description automatically generated]

Figure 3. British Pathé, ‘Still from the Ideal home Exhibition’, 1958.








Anthony Denney: a case study

Denney ironically and unintentionally mirrors the black hole when he gives the following advice: “If you’ve got a little dark room, it sometimes pays to make it make it smaller and darker still” (Field,1959). This is reminiscent of the simulacra in which he participates.
Denney was a decorations editor for British Vogue for twenty years, taking images for their Clothes in a Setting and Fashions in Living spreads as well as being a photographer for House and Garden magazine (Sampson, 2019). Denney also worked for G- Plan for some of their sale catalogues and advertisement campaigns. Denney often carefully selected images of his own personal home and showed his own home and art collection and would open his home to the public, his home “momentarily transforms into yet another type of public viewing space.” (McDowell, 2015, p.264)
 This is reaffirmed in a 1958 newspaper article in the Aberdeen Express (see appendix). Field quotes Denney when he says it may seem peculiar to some to call a showroom a home but the effort he has put into it is what makes the rooms, in Denney’s own words, ‘alive’. Denney exclaims “now they are as much home to me wherever I live” (Field,1958, p.8). By opening his home up to the public, Denney is redefining the boundaries of what constitutes ‘home’. He likens the capitalist simulacra of the home, the showroom, or his carefully interior designed image of his own home to the ordinary person’s home. Denney distorts the boundaries between the showroom and the home and then advises the public as an authority figure, in McDowell’s words, a ‘tastemaker’, but it would be more accurate to describe him as a ‘simulacra creator’. 
McDowell continues using material from Gowing from the industrial design journal Art and Industry where Gowing particularly notes: Denney’s work for G-Plan and how his work filters into “the pleasant homes where the woman homemaker sets the 
scene” (McDowell, 2015, p. 259). However, it can be argued that the woman homemaker does not set the ‘scene’ in Denney’s work. The woman homemaker may contribute to the scene by potentially working in an upholstery or textile factory with these items now ironically being ‘sold back to her’ or she may actively visit Denney’s showroom and buy the furniture within his advertisements. It could be observed that the female model is a passive part of the scene as she has no direct creative control over the fashion spread. 

Although the woman may appear a passive element of the scene, McDowell identifies textiles as a key designer feature of Denney’s work. This is combined with the inclusion of a combination of female-dominated fields such as contemporary design and fashion. These topics were then expressed through the use of expensive textiles, such as from department store Heals and used as props in the advertising campaigns. Unfortunately McDowell, does not draw this link further and make the connection between textiles and the upholstery industries such as G-Plan or Christie Tyler, which too are female dominated work fields explored in this discourse. 


There is technically no ‘room’ for her to take on any other role within this simulacrum yet ironically her impact can be seen in images where Denney has both included and has not included a model and is just showing a scene of a home. In showing the home he is showing the woman’s domain, the home, a space embodied by the female. The space of the home has traces of the industries that were female dominated, such as textiles and upholstered furniture, which can be found in almost any room.
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Figure 4. Anthony Denney, ‘Exotic sitting room’, 1959.
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Figure 5. Anthony Denney, G-Plan Chinese white bedroom, 1957.
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Figure 6. Anthony Denney, Fashions in living: Bedrooms, Fabric Unstinted, 1959.
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Figure 7. Anthony Denney, ‘House and garden September Issue.’, 1958. 
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Figure 8.  Jo Reed, ‘ 3 G-Plan nesting tables.’





















The G-plan furniture brand had three unique aspects. Firstly, it did away with expensive furniture suites, as Lesley Jackson observes “(…) consumers could buy their furniture piece by piece (…) confident in the knowledge that all the items (…) would complement each other” (Jackson, 2013, p.52). Secondly, some of their items were transferrable from one room to another, prolonging the life of the piece and allowing for change in the home at no cost. These late 1960s nesting tables (Fig.4) can be used separately or pushed neatly together as one. Lastly and most crucially, G Plan had a unique marketing approach. Whereas most furniture retailers would rely on the various retailers to promote their new lines, G-Plan would go straight to the consumer through ‘glossy’ magazines such as House &Garden and Vogue such as through Denney. Denney had a strong working relationship with the G-Plan brand working himself in perfect accordance with the G-Plan ethos. This ethos was that G-Plan needed dressing up as it is so versatile and often can be used in multiple rooms in the home. McDowell observed that the general attitude towards G-plan was that “by itself it looks like an accessory, it looks dull.” (McDowell,2015, pp.261) As well as House and Garden commenting in 1960 that Denney effectively targets his middle-class audience. Denney created what McDowell calls ‘dreamworlds’ (ibid) but would be more effectively labelled as simulacra, using the G-plan furniture as a tool within this, as the ethos of the brand was that their products made for a better home and did away with the old, now stuffy furniture suits of the 1940s and with Denney’s touches on top of this, G-Plan enters a new realm that of Denney’s simulacra of the Ideal Home. 
Although McDowell observes that location and backdrop were an important element of more famous photographers of Denney’s ilk such as Beaton who shot principally in the studio or Parkinson, Penn or Avedon who shot primarily outdoors. Photographers like these would keep their locations secret argued McDowell, as did Denney. However what puts Denney apart is that his locations are not found rather carefully constructed such as through his use of G-Plan, thus the statement of secrecy is not particularly relevant to him.  Anecdotal evidence provided by McDowell is that Denney would go to people’s homes on location photoshoots and convince them to let him change things around. Through Denney’s sheer skill he could make rooms nicer than they were in real life. Denney’s backdrops therefore are not found locations to be guarded secret but rather carefully constructed by the man aided through his sheer skill. McDowell describes that for Denney interior and decoration and fashion form a singular passion for him, McDowell uses a passage from 1952 Vogue in which is observed that Denney loves all things “houses furniture and new ideas in decoration.” (McDowell, 2015, pp.259) Denney was aware of both trends in interior and fashion, as evidenced but also of the perpetuation of traditional gender roles. Denney’s images of the home are not just ‘backdrops’ rather “landscapes” in the words of McDowell quoting Ribeiro. McDowell describes the backdrop as part of the sale so for Denney this is the image of the perfect, home or simulacra where the china is neatly lined up or everything is neatly put away and clean. 
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Figure 9. Anthony Denney, ‘Lot 194.’
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Figure 10. Anthony Denney, Still from Slideshow Vogue or House and Garden from Rainham hall exhibition











In the furniture industry, any upholstery, including G-plan was sewn by women. Women would fabric-ate this hyperreality. In an interview with the Women’s Archive Wales, Joyce Davies describes how on the factory floor of Christie-Tyler, a furniture manufacturer in Bridgend in the early 1950s, the ratio of men to women on the production line was 4:1, meaning 80 percent was female. The women on the shopfloor would sew various elements of the furniture design such as the casings to hold springs in chairs. The women were not given proper training and were expected to sit down and get on with the task at hand. Davies was tasked with doing all the intricate hand sewing for pieces to be displayed at the ideal home exhibition. This was a task delegated to one female worker. Women employed in upholstery factories such as Christie Tyler assume the role of the producer, possibly because jobs involving needlework were accessible to women in the 1950s. 
However, this notion can be disproved by the example of Fiberline, who were another company producing goods for the G-Plan range in the 1990s. Claire Allen, a worker from the design and development department, who worked there from 1997 to 2002, described in an interview how [she] would turn a drawing from G-Plan into a suite shaped cushion inner: “Once the sample was made and approved by G-plan, I would put the specifications into our computer. These specifications determined the shape [and] material to be used for the outer cushion whether being corovin, cambric or interliner and the type of fibre filling to use, tighter curl fibres [equal] higher quality” (Allen, 2022). This proves that women’s engagement in the upholstery branch continued well into the 21st century and their role as producer was continuous. Furthermore, it was not limited to the furniture industry, but extended to the textile industry. In the home, items such as curtains, drapery or cloth were likely created by a female in the workplace. McDowell emphasizes that she does not want to gender ‘mass culture’. This means she does not wish to label interior and fashion as feminine and traditional high culture meaning art and modern design as masculine. Rather McDowell writes it is “constructed and mediated through the authorship and advice of the tastemaker in this case Denney.” (McDowell,2015, pp.264) However both art and design has been a predominantly male dominated field. Linda Nochlin writes that a lot of male artists in their work inevitably portray “men’s power over, superiority, difference from, and necessary control of women, assumptions which are manifested in the visual structures as well as the thematic choices.” (Nochlin,2018, pp.1-2) This mirrors the power structures which can be found the gendered simulacra.  The dominant gender binary which is found in culture and found in the simulacra. McDowell’s choice to gloss over any relation to gender, in what were inevitably in the past highly gendered fields of work (art and design) could be argued to be negligent on McDowell’s part.



Conclusion




The highly gendered simulacra as on social media is more closely linked to the old media than most theorists are willing to admit. There is a great parallel to be laid between instagram and the glossy both of which form simulacra.

Whilst many theorists have attempted to look at the Simulacra through the lens of gender, McDowell inadvertently highlighted a key relationship of that between the fashion magazine and the simulacra, this had not been done before. McDowell is keen to avoid the use of any Baudrillardian terms replacing them with “space maker” or “taste maker” (McDowell,2015, pp.264) when in fact she really means simulacra-creator. McDowell is highly innovative when she explores the context of the selling of “dreams” which has strong links to utopia, the simulacra and advertising. McDowell inadvertently highlights other aspects of the simulacra that are linked to gender but in a less literal way such as the textile and upholstery industry but fails to push this to its utmost potential. The simulacrum is a detriment to women as it forms a blackhole for both feminist thinkers to fall into as well as be hurt by when it mirrors the gender binaries present in ‘real’ society. The Simulacra is one of pain when it comes to female participants including the unattainable models. Denney inadvertently glosses over women’s true role in the creation of any simulacra and women form a key part of the 1950s Ideal Home simulacra in the 1950s where women are truly ‘cosmos-politan’ and take on large role of producer as well as primary consumer. Denney’s all-encompassing talents especially his use of G-plan mirrored the innovative and modern simulacra with traditional and beautiful portrayals of women but crucially hid their true engagement. 
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Interview with Claire Stuart about working at Fibreline


I worked at Fibreline in the design and development department (from) 1997 to 2002.

Where I would turn a drawing from G-Plan into an actual suite shaped cushion inner, once the sample was made and approved by G-plan, for mass production then I would put the specifications into our computer. These specifications determined the shape [and] material to be used for the outer cushion whether being corovin, cambric or interliner and the type of fiber filling to use, tighter curl fibers [equal] higher quality. Today Fibreline are still producing fibre filled cushion inners for G-Plan. The most popular suites being the Stratford, Settle, and the Kingsbury. As far as I know Fibreline still hand sew.
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