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Personal Project Proposal
[bookmark: _Int_AkBX3i5t][bookmark: _Int_q85r6XOp]My major project is my exploration of a cultural art practice, intertwining it with personal perception and local ecology. While on a university trip to China, I stumbled upon a traditional ink painting style called Xie Yi or “freehand” painting. This technique focuses on expressive brushwork, capturing a subject’s essence rather than detailed realism. This approach deeply resonates with me as it aligns with my tendency to create imagery that feels personal to me and that I enjoy. In addition to this, after my research paper last year the concept of perception became a big interest to me. Through this I began to experiment with drawing without my glasses, I allow my vision to blur, transforming familiar forms into abstract shapes. This method challenges my usual way of seeing and encourages a more intuitive, sensory based approach to mark making. My subject matter is the wildlife and foliage of the Welsh wetlands. By using this as an imagery focal point it also allows a link to traditional paintings as they tend to be of wildlife also. By combining Xie Yi techniques with my explorations of blurred vision, I aim to capture the validity, movement, and atmosphere of these environments rather than simply their appearance. The resulting imagery becomes a fusion of cultural technique, personal experience, and natural observation. Through this collection I want to create a piece that I am proud of and resembles me as a designer that I can take on and support me into becoming the designer I see myself as in the future. 
Xie Yi
[bookmark: _Int_vDziG0Xo][bookmark: _Int_Tt0glYCk][image: ]The traditional Xie Yi style does not come from one specific city or region in China, instead it originated as a broad aesthetic and technique primarily associated with the scholar official or literati class across different regions of China over several dynasties. The Zen Art Gallery describes the style as a “Chinese painting style that emphasizes expressiveness and spontaneity rather than meticulous detail” (Zen Art Gallery, no date). It works to embrace the spirit and feeling of the subjects chosen rather than focusing on defined details which makes the look of the paintings a lot more abstract like seen in figure one.  The process of embracing the Xie Yi style when painting includes five key characterises that on the Zen Art Gallery page are described as “Brushwork, Minimalism, Ink and Colour, Themes and Philosophy” (Zen Art Gallery, no date) these concepts include having bold, free and expressive brushstrokes which helps the overall look to be spontaneous and freeing. The idea of minimalism is used to describe the use of fewer strokes to capture the subject’s essence rather than focusing on detail as the style aims to evoke a feeling. It has a similar sense to traditional abstract art as it relies heavily on the viewers imagination to fill in the gaps allowing the work to be highly interpretive. The link to ink and colour refers to the traditional use of blank ink and sometimes hints of soft washes of colour. The themes in these pieces focus on natural elements like flowers, birds, bamboo and landscapes, a lot of the imagery used also holds symbolism in each element like orchids symbolise elegance. The technique of Xie Yi focuses on a freehand style which includes large brushstrokes and bold shapes and although spontaneity is a big part of this style, “Xie Yi requires control and intention” (Zen Art Gallery, no date) and the balance of these two elements playing a big part in embracing the Xie Yi style as an artists I need to balance spontaneity with composition and rhythm. Along with the idea of contrast it plays a massive part in the technique as a lot of emphasis is placed on the contrast between light and dark, fulness and emptiness of space, simplicity, and complexity. Figure one: Unknown artist (n.d) Ink painting of cranes. Ink on paper. Photograph by author. 

[bookmark: _Int_YPpv975l]The theme and focal point of what is being painted in this style seems to be florals, foliage, and birds. This comes from a few different social and political references that alongside the poetic overtones really show an artistic statement in a lot of traditional paintings.  As well as this a lot of the inspiration comes from the environment around an artist and trying to capture the essence and emotion around them. Artists see the behaviour, forms and cycles of plants and animals to really create symbolic depth. In The Symbolism of Flowers and Birds in Chinese Painting, Lui Yang writes “The symbolism of flowers and birds derives from observation of their natural qualities: their shape, their habits, and, in the case of plants, from the seasons of the year in which they flower or are most conspicuous.” (Yang, 1999). This observational process resonates with my own intention to study the Welsh Wetlands, using direct experience of the environment to shape my visual responses. 

[bookmark: _Int_xTlMna2T]Perception (glasses) 
[bookmark: _Int_9UOd9zXt][bookmark: _Int_ATq05Hhu]Through my last research essay one concept that was interesting to me and was also apparent within Xie Yi’s style is environment, perception and how it is always different amongst people. In this exploration the concept of removing my glasses and allowing my focus to be blurred and then painting what I see allows me to focus on rougher shapes and colour rather than intricate details. This reflects a lot of the process of what the Xie Yi style has. Perceptions are subjective interpretations rather than objective truths; it underlies the importance of empathy and understanding, acknowledging that others may perceive the world differently based on their experiences or health issues. Taking this concept into the Xie Yi style not only adds my own personal sentiment to my narrative but also links through their shared ambiguity and reliance on subject interpretation. 
[bookmark: _Int_IDOdt3EH][bookmark: _Int_Ph8E76FF]A major influence on my idea around perception through art is Claude Monet, particularly the work he produced during the period he struggled with cataracts. As his eyesight deteriorated, Monet openly acknowledged the way his vision was shifting and described how his sense of form and structure was collapsing; “I see everything through a fog... the shapes no longer have their clarity” (Monet, 1922, cited in Elder, 1924). This statement not only reveals his frustration but also the profound way altered perception reshaped the very basis of what he saw. Rather than striving to correct or hide his declining vision, Monet allowed this shifting perceptual reality to actively transform his artistic language, mirroring the foundational idea of this section of my own process; intentionally removing my glasses and allowing the surroundings to blur, dissolving definite outlines into more uncertain forms. Monet’s willingness to acknowledge and work through this fog of physical perception confirms the idea that altered vision can be a powerful creative force rather than an obstacle. In another letter, he noted, “My poor eyesight makes me see everything in a complete blur” (Monet, 1914, cited in House, 1986, p.215) , a sentiment that directly resonates with the way I aim to approach my initial paintings, using visual uncertainty as a way to let go of precision and lean into instincts. 
[bookmark: _Int_WLK5TcpP][bookmark: _Int_wonZp6bP][bookmark: _Int_P6fe7aoW][bookmark: _Int_xZKNQkCc]At the beginning process, painting becomes an act of responding to what is before me rather than what I assume is there. Working with blurred sight forces a separation between the observed and the imagined; it interrupts the brain’s habit of filling in missing details. This distinction echoes Merleau-Ponty's assertion that “we see the world as we live in it” (Merleau-Ponty, 1962, p. xv), meaning that perception is shaped by the immediate conditions of our embodied experience, not by abstract or idealised knowledge. By painting only what I can genuinely see, being softened silhouettes and ambiguous edges, I aim to resist the familiar pull of going back to what I think I see. 
[bookmark: _Int_toipKEcn]The relationship between blurred perception and expressive painting is also clear in Monet’s later Water Lilies paintings, see figure 2:  The Japanese Bridge (Monet, 1923-1925). I[image: ]in this work, the bridge, previously a clear structural element, dissolves entirely into soft areas of colour. The blurred shapes and merging tones reflect how Monet was seeing the world during this period, not as detailed or crisp but as impressions of light and movement. This reflects the visual experience I look for when I paint without my glasses. In my own work, this blurring becomes a tool for prioritising atmosphere over accuracy, allowing me to portray the emotion and movement of the Welsh wetlands. Figure two: The Japanese Footbridge by Monet, 1920-1922

“The best art is the one that makes you see” (Hughes, 1980, p.). I think this really applies to my project as not only will using this technique help others to see through my eyes but also the desire to portray emotion through the artwork as seen within the Xie Yi approach; it is getting a person to see a whole new layer of feeling and emotion, something that you wouldn’t normally see. 
WETLANDS 
After going to China and first being introduced to the idea of the Xie Yi style painting, I noticed that much of the imagery used was of birds, landscapes of the artist surroundings, florals and foliage. Taking this onboard when thinking about what I want my imagery focal point to be and trying to make it more personal, I began to look around and research what is around me that could be a good reference point for my imagery. The Welsh wetlands was a big part of this as after visiting I felt it had a great sense of atmosphere, movement and emotion that I feel would be really fantastic to try and translate into a surface pattern collection. The Llanelli Wetlands are described as “mosaic of habitats including lakes, lagoons, reedbeds, saltmarsh and mudflats” (WWWT Llanelli Wetland Centre 2025) creating a landscape that is consistantly shaped by water, wildlife and seasonal change. This enviroment supports a wide variety of birdlife throughout the year, with the site recognised as an important location for migratory wildfowl and wading birds where “thoundands of birds arrive during winter months” (WWT Seasonal Sightings 2025) alongside resident species that inhabit the wetlands year-round. The continual movement of birds across water, the gentle disturbance of lagoon surfaces and the way the reeds and grasses “shift and respond to wind and weather” (Glanaman & Garnant 2025) contribute to a strong sense of rhythm, gesture and atmosphere within the landscape. 
In my collection, I will use these qualities of movement and atmosphere as the foundation for my imagery rather than focusing on a realism depiction. Inspired by the Xie Yi tradition, which prioritises capturing the spirit or inner vitality of a subject over its exact form, i aim to translate the Wetlands energy through expressive, gestural mark-making. The blurred reflections on water, fleeting silhouettes of ducks, swans and the layered textures of foliage will be suggesting through loose, intuitive strokes rather than clearly defined outlines. This approach is further informed by my exploration of perception, particularly my practice of drawing without my glasses, which allows forms to soften and merge into abstract shapes. By embracing this loss of visual clarity, I focus on sensory experience and emotional response to the Wetlands, aligning my process with the philosophy of Xie Yi. Through this synthesis, the Llanelli Wetlands become not just a visual reference, but an experiential one, enabling me to create imagery that conveys movement, atmosphere and personal perception.
Materiality and process 
Materiality and process are central to bringing my conceptual vision to life, allowing me to translate my artistic exploration into textile work as a way to enhance my patterns not just an addition. Screen printing will serve as the core technique, allowing me to layer colour and shapes in a way that mimics the fluid, expressive essence of Xie Yi painting as well as being able to translate the movement, freedom and playful emotion of the Welsh Wetlands. The use of screens will control the placement of pattern, translating the fluid, inky quality of my initial paintings and introducing spontaneous expressive marks that mirror the movement and atmosphere of the Welsh Wetlands. Alongside this devore will create areas of transparency and layered texture, allowing light and fabric drape to interact with the imagery. Devore allows fabric fibres to be burnt away giving the patterns a difference in height as well. The contrast between sheer and opaque areas allows me to reflect the shifting clarity I experience when painting without my glasses, as well as the transient qualities of the wetlands where light, water and foliage constantly overlap. The ability of devore to simultaneously remove and reveal cloth, mirrors my interest in blurred perception and the idea of only seeing fragments of a whole. Adding layers of foil printing will add reflective highlights that enhance depth and visual interest also embracing the reflective nature of the water of the Welsh wetlands. 
Dior provides a strong reference for my project because of the brands historical engagement with artistic paintings and its translation of artistic perception into textile and fashion. Under Raf Simons, Dior presented collections directly inspired by Claude Monet’s gardens and Water Lilies series of paintings which are the main collection of paintings where Monet is known to have really embraced his cataracts and an artistic [image: A close-up of a painting

AI-generated content may be incorrect.]strength see figure three. Although I do not envision this collection to be on ball gowns or formal wear and see it going more towards casual Simons did not simply reproduce Monet’s flowers, instead translating Monet’s experience of perception into fabric. The collections used gradient dyed organza, layers, embroidered petals and colour transitions that mimicked Monet’s atmospheric brushstrokes. Dior effectively turned Monet’s way of seeing his dissolving outlines, luminous colour fields, and impression of momentary vision into a tactile fashion language. This process resonates strongly with my own design concept. Just as Dior used Monet’s Impressionism to explore how vision can be translated into fabrics for a fashion context, I used my altered eyesight as a material to shape my designs. My work, like Dior’s Monet inspired collection, prioritises feeling over precision and atmosphere over accuracy which also resembles the key elements of the Xie Yi painting style. By placing my practice in dialogue with Dior, I position my project within a broader context where perception and its limitations, distortions and subjective qualities become powerful tools for generating innovative textile surfaces. Figure 3: The Artists Garden at Giverny by Monet and Christian Dior Haute Couture dress, 2011 


For my major final project, I am exploring fabric and print processes that reflect the way I perceive the world without my glasses—softened edges, blurred boundaries and subtle shifts in tone. Through using reactive print pastes and mono-printing instead of traditional binder-based methods, the pigments merge more naturally into the fibres, creating prints that feel embedded in the fabric rather than resting on its surface. This approach supports the atmospheric, unfocused quality I want to evoke. While digital translation of my paintings offers precision, I’ve found that screen printing in this way can lose the expressive softness I’m aiming for. Instead, I plan to experiment extensively with natural dyes such as red cabbage, rose petals, logwood, madder and black beans. These ingredients produce organic, fluid and often unpredictable results, qualities that mirror the movement of water in the wetlands and introduce a sense of natural variation across the fabric. This combination of processes will allow me to build a more immersive, intuitive and visually sensitive textile outcome.
In this project, the use of silks and mesh fabrics play an important role in communicating my narrative about the Welsh wetlands, the fluidity of perception, and the expressive qualities of Xie Yi painting. Silks offer a natural luminosity and delicacy that echo the reflective surfaces of wetland water, allowing colour to disperse softly across the material in a way that mirrors ink spreading on paper in traditional Xie Yi techniques. Mesh fabrics, with their transparency and open structure, introduce layers of depth and shifting visibility, much like looking through mist or water, or experiencing the landscape with imperfect vision. When layered together, these fabrics create a sense of movement and atmospheric nuance, supporting a storytelling approach that values suggestion over precision. This combination reinforces the themes of softness, fluidity and partial perception that lie at the heart of both the wetlands narrative and the Xie Yi style.
Be a good addition to my portfolio that speaks to my best skills (screen printing) and shows off my ability to paint in a way that isn’t as traditional but can also be used in a contemporary fashion context. 
By engaging deeply with both a cultural art form and my own perceptual experiences, I am showing how I can trust my individuality and lean into the expressive, instinctive qualities that make my work stand out in my portfolio in comparison to others in a similar field. 
Developing this body of work allows me to refine a visual language that feels more honest to me, one that values atmosphere, movement and emotion over perfect realism. 
Key elements I see being prime in this collection are the added techniques of the Xie Yi painting style to my natural abstract hand when painting, blurred vision paintings, screen printing techniques like Devore and natural dying. I am building confidence in combining conceptual thinking with technical experimentation. 
This project is helping me clarify the kind of designer I aspire to be; someone who is research driven, reflective and unafraid to embrace ambiguity as a creative tool. 
I see myself working as a freelance print designer as my end goal, with my work be used either in collections made for runways that are more editorial or being bought to be used as a street wear style. 

Ultimately, the skills and insights gained through this collection will support me as I move into professional practice, providing me with a stronger sense of direction, authorship and personal identity within the field of surface pattern and textiles.
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Figure one: Unknown artist (n.d) Ink painting of cranes. Ink on paper. Photograph by author. 
Figure 2: Claude Monet. (1923-1925), The Japanese Bridge, [oil paint on canvas] Available at: https://www.nga.gov/artworks/74796-japanese-footbridge
Figure 3: The Artists Garden at Giverny by Monet and Christian Dior Haute Couture dress, (2011) Available at: 
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