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This work explores the relation between the body and garments by illustrating the cycle of 

dressing, wearing and undressing in woven images. 

Based on experimental methods, such as scanning and photographing, images of garments 

are generated capturing garment details, surface qualities, movement, folds and volume. 

These demonstrate the constantly changing relation between the body and garments within 

the cycle of dressing, wearing and undressing. In translating the photographs and scans of 

the garments into weaves, a shading technique for jacquardweaving is applied that enables 

a translation of an image of a 3D-garment into a flat weave keeping the 3D qualities present 

in the picture. Through a gradation of satin weaves, different hues are created in order to 

define shadows and other surface qualities.  

The changing relation between the body and garments is interpreted in different ways 

including the body’s presence as well as its absence which results in immediate material 

responses of the garments and demonstrates the various appearances of the body within 

this relation. 

This work results in a variety of woven images pointing out the different stages within the 

cycle of dressing, wearing and undressing. By using the image as a tool, its pictorial value 

of capturing moments of change and succession is emphasized. 

With this work, a new perception of bodily shapes in textiles is provided. Instead of imitating 

the body’s presence in garments through 3D – forms, alternative ways are shown in how to 

achieve a corporal illusion in flat weaving-constructions. 
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The Body and Textiles 
The relation between the body and textiles intrigues many artists and designers coming 

from the fields of fashion and textile. Although being a very obvious connection, as for 

instance in ‘wearing’, it constitutes a major role as an inspirational source. This relationship 

has been interpreted in many different ways. Whether aiming for strong or subtle 

expressions, both parameters, body and textile, can be seen as communication tools 

having narrative qualities. 

Looking into the direction of performance and dance, Chalayan worked together with the 

choreographer Jalet. In their dance production Gravity Fatigue they are searching for 

different body expressions, observing the body when exposed to extreme situations within 

the performance (Mackrell, 2015). Dancers wrapped in elastic material are creating a 

variety of abstract shapes, depending on their movement, positions and their effect on the 

material. It can be seen how the force of the body forms the textile and stretches it as far as 

possible. Since there must be a certain force invested, an activity to generate change in 

form, “it is impossible to think the activity of form – per-formance – without a concept of 

trans-formation” (Manchev, 2015, p.18). This recent example shows the relationship body – 

textile in an abstracted way. However, the notion of transformation gives an idea about the 

impact the body can have on a garment. When wearing, its corporal presence fills the 

garment, moves in it and leaves traces, such as folds for example. 

When not working with the presence of the body, but aiming for an illusion of corporal 

absence, Kawakubo investigated ways of how to neglect the corporal influence of the body 

in garments. In order to get rid of folds and other traces the body leaves, in her Fall 2012 

Comme des Garcons Collection, she created flat garment constructions that did not allow 

impacts of body shapes. It was rather the garments covering the body than the body 

wearing the garments (Vogue, 2012). 

While the examples of Chalayan and Kawakubo are representing rather extreme and 

abstract versions within this field, there has however evolved an area of interest in which 

designers and artists look at the natural everyday contact the body practices with garments. 

Taking up the notion of performance again in that sense, the daily routines that are 

experienced with clothes, like dressing, wearing and undressing, can be regarded as 

performed activities.  

Textile designer and researcher Nadine Goepfert has a main interest in the relation 

between the body and textiles. Based on theoretical research, her work aims to reveal the 

meanings behind our unconscious behavior and habits with clothes. Through observing our 

rituals with garments, she reflects on their purpose and comes up with new ways of usage 

or storage. In her work Everyday Essentials she paid attention to garments left behind, 

undressed, and questioned  their usual way of storage by proposing alternative solutions in 

how to fold or hang a garment (Goepfert, 2016). 

In comparison to garments that point out how to dress them, like a zipper or a button, a 

scarf does not give any likewise instructions. Its shape does not show any openings the 

body could slip in, nor does it provide any closings, like buttons that garments have. In 
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Breaks in Continuity Goepfert dealt with this conclusion and developed a series of scarves 

providing alternative ways of wearing and closing (Goepfert, 2016). 

Likewise to Goepfert, Vere van Hal also observed garments and our natural contact with 

them. Investigating the emotional value of garments, she posed questions about where we 

store these emotions and if there is a point when a garment changes its meaning and 

transforms into a simple object, for example when undressed and stored (Van Hal, 2016). 

Aside from smaller distinctions in the previously discussed works, an overall interest in the 

emotional value and the essence of the relation between body and clothes is identifiable. 

The way of using, wearing or storing garments is of great importance and opens up the 

discussion about our connection with clothes on an emotional level, looking inwards.  

The routines of dressing, wearing and undressing are moments in which we are confronted 

with our garments. Performed in repetition, those rituals bring up various questions. In what 

way are we (the body) executing the dressing for example? Is it a conscious activity? And 

how does undressing affect the role of the body and the garment? Can presence and 

absence be read in garments? These questions motivated the work and were decisive for 

certain ideas. When looking inwards, the notion about the presence and absence of the 

body in garments and how it affects their surface and shape plays a central role in this 

work. Within the actions of dressing, wearing and undressing, theses aspects are 

interpreted and illustrated to form possible answers.  

 

Jacquardweaving 
Differently from shaft-looms, where warpthreads are being raised in groups on shafts, 

warpthreads in jacquardlooms can be raised individually and allow big figurative patterns 

(Holyoke, 2013) as well as complex textures through, for instance, multiple layers. This 

improvement goes back to Joseph-Marie Jacquard, who invented this technique in 1805. It 

also enabled repeatability of a design and cloth could suddenly be reproduced (Holyoke, 

2013). 

Commonly, weavings are associated with strong and dense fabrics with less elasticity that 

are applied for example in denim wear, outdoor-clothing or robust textiles used for interior 

furniture. This work however, applies bindings that enable a rendering of other surface 

qualities, such as knitted cables, and thus, widens the visual appearance of woven textiles 

and connects it with other associations.  

Among many special bindings and figuring techniques, a self-patterning technique was 

used in this work. It employs one warp and one weft and creates both ground weaves and 

the patterning. Besides the simplest binding in this technique, plain weave, another version 

is called damask. It usually applies the warp- and weftdominated version of the same 

binding, as for instance weft satin (Holyoke, 2013). 

In this work satin bindings have been used to achieve a shaded effect. Satin bindings of the 

same repeat size progressing from warp- to weftdominated, generate gradation of hues and 
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thus add an impression of depth to the textile. In fig.1 satin bindings (10 warp, 10 weft) 

show a gradation from warp- to weftfaced bindings. In this case it results in a range of nine 

different hues which allows imitation of surfaces, for instance, parts of an image that are 

defined through a progress from bright to dark colours.  

The method applied in this work includes scanning and photographing garments and 

therefore the technique of creating different hues is appropriate to translate an image into a 

weaving, see an example in fig.2. 

              
Fig.1  Satin bindings from warp- to weftfaced                                Fig.2  Satin bindings in a weave defining surface   

                                                                                                       characteristics and shadows 

 

Working with Colour Gradation 
Not only the bindings support the notion of hue, but also the application of shiny yarns 

enhance this aspect. The yarns have a round section and thus a smooth surface that has 

the ability to reflect light. That means, the yarns themselves bear different hues in them and 

by, for example, moving the textile, shades from light to dark of the same colour are 

created. According to Hanson (2012), one way to explain hue is the parameter of value also 

known as lightness or tone. Further it is explained that: “Absence of any optical stimulation 

whatsoever is black and, as the intensity of optical radiation increases, things appear 

lighter” (Hanson, 2012, p.16).  

When talking about colour gradations within an image, or a weave, it should be noted that 

this is achieved because of contrasting colours. What Hanson says about the increase of 

optical radiation, is, in this work, achieved with a white warp. As shown in Fig.2, a blue weft 

together with a white warp are building nuances from light to dark in order to create an 

illusion of depth and let forms appear three-dimensional. The more the binding reaches its 

warp-faced version, it becomes lighter because of the increase of white warpthreads on the 

surface. According to Kopacz (2012), surface colours let us decide whether forms are near 

or further away. Darker colours are perceived to be further away than brighter colours, 
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which is based on our experience in seeing forms and how their 3-dimensionality is 

emphasized through the play of light and shadow (Kopacz, 2012). This effect of creating an 

illusion of depth is employed in this collection especially in the woven images of garments 

where it serves the purpose to let them appear three-dimensional. 
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This chapter will give an insight into the previous works during the master studies and thus 

explain their relation to each other and their relevance as a foundation for the degree 

project.  

 

Design Project I 
To begin with, in Design Project I, the potential of floatings in relation to applied influences, 

as movement for example, has been investigated. 

Floatings are loose parts of a weave, they are less integrated in the binding and thus are 

able to float on the surface. Therefore they demonstrate the ability in reacting to external 

influences, such as the impact of the body or water. In the following, different examples of 

experiments will be shown. In the first experiment, the floatings have been cut in the middle 

and pulled over a trestle so that the floatings rise and fall at a certain angle as can be seen 

in Fig.3-4.      

              

Fig. 3 floatings up                                                                           Fig. 4 floatings down 

 

The following textile (Fig.5) shows floatings of monofilament together with wool. After 

washing the fabric in 30 degrees, the wool shrunk and led to a bulging of the monofilament.  

                                                                                                         
                                                                                                        Fig.5 Textile shaping itself organically 

 

The results of Design Project I demonstrate a first approach to the relation between textiles 

and their reactions to external influences, such as water or movement. Some of the 
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experiences gained about yarns, bindings and occurring shapes through shrinkage, were 

explored further in Design Project II. 

 

Design Project II  
In Design Project II, the notion of monofilament in the form of an ellipse in combination with 

shrinking wool was picked up. The ellipses were interpreted as parts of garments, such as 

collar and sleeve, that determined the dressing and wearing process. Figure 6 shows the 

ellipse as collar whereas Figures 7-8 demonstrate the function as sleeve.  

                                                                                  
                                                                                                   Fig. 6 ellipse as collar 

 

          
   Fig.7 ellipse as sleeve, extended arms                                    Fig.8 ellipse as sleeve 

 

In Design Project II, the knowledge about similarities in form and shape guided the draping 

process in which forms showed clear relation in function and determined explicit connection 

points between the body and the garment. As Manchev states, the activity of form belongs 

to the very heart of poetics and furthermore “form cannot be thought without its limit, and 

therefore without transformation. It could reach its limit through its activity only; […] we 

could call this activity per-formance […]” (Manchev, 2015, p.18). Summing up, the most 
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important aspect gained in this course was the awareness about the mutual interference 

about body and garment.  

 

Design Project III 
The notion about the connection between body and garment discovered in Design Project 

II, led to an observation on the everyday-situations where body and garment meet. The 

situation of ‘getting dressed’ was performed and filmed in order to make observations on 

the relation between body and garment. Later, stills were made (see Figure 9) which 

showed the succession of movement as well as the different stages of stretching and 

dressing the sweater.  

 
Fig. 9 while dressing a sweater, it gets stretched and folds appear 

 

It was noticed that the usual gestures leave subtle changes in textiles. By making stills of 

the movie, it was experienced that three-dimensionality was transferred into flat two-

dimensionality. Thus, the idea about the daily contact with garments was explored further 

by experimenting with the method of copying, scanning and photographing textiles. 

Scanned pictures of garments demonstrated depth, by showing defined folds through a 

process from brighter to darker colours, see Figure 10. 

 

     
                                                                                                         Fig.10 depth created through scanning 

 

By working with scans to create depth in an image, the viewer gets the impression of seeing 

something three-dimensional. In art this effect is called trompe-l’oeil. It aims for a faithful 

rendering of three-dimensionality into two-dimensionality in order to deceive the spectator 

and cause a momentary optical illusion (Kingwell, 2001).  

However the samples shown here, are not aiming for a real deception of the viewer, they 

rather play with the idea of imitating surfaces or other material qualities, comparable to the 

wallpapers by manufacturer Dufour from the late 18th century. Those wallpapers were made 

in effortful printing techniques and were mimicking more precious materials, such as velvet 

and silk, to disguise themselves as materials of higher value (Ramljak and Dugdale, 1999).  
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More scans were made that demonstrated different surfaces imitating material qualities 

shown in the following pictures.  

It was also tested to imitate various material qualities with uneven surfaces, as the rough 

properties of a frottee towel in Figure 11 or the wooly surface in Figure 12. Those surfaces 

did not only have different appearances as such, but they also evoked their associated 

haptic qualities, such as soft or scratchy.  
 

              
Fig.11 appearance of a towel                                                         Fig.12 weaving sample imitating a wooly surface                    

 

Thus, it was discovered that the method of scanning and photographing covered both the 

rendering in three-dimensionality as well as imitating material qualities. These insights built 

the base for the degree work. 
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It is the subtle changes the body creates in surfaces and the traces it leaves that exerts 

fascination. Even though these expressions are obvious, they can be understood as most 

connected to life and our senses and therefore as a constant source of inspiration. To share 

the thoughts with Ulrik Martin Larsen he claims in his PhD dissertation: “Perhaps, in what 

we do most easily and in what lies too close at hand, we may perhaps also find the most 

original?”(Larsen, 2016, p.9).  

In the following, different examples from the fields of fashion and textile are shown, which 

constitute a main interest in the relation between the body and textiles. Consequently, the 

gap, in which this work places itself, is defined and demonstrates for what reason it 

differentiates itself from others. 

Many artists and designers, both from the field of fashion and textiles, are working in the 

area that draws its inspiration from the relation between body and textile. As discussed 

earlier, some of them find their expression within the field of dance and performance and 

translate their ideas and emotions into abstract shapes through choreographies. 

A fewer give attention to the everyday processes, such as dressing, we experience with our 

clothes. Since 2000, however, this topic gained increasing attention in the academic field. 

Due to statements Joanne Entwistle published in The Fashioned Body, such as the 

argument that dressing is a “situated bodily practice” (Entwistle, 2015, p.325), this field of 

interest aroused attention. Thematising the connections of body and clothing, the Journal 

Cultural Studies Review, Vol.22 of the year 2016 contributed to this area of research with 

interesting articles of different academic writers, such as Stella North or Prudence Black. 

Looking on clothes as such, Roland Barthes was one of the first academic writers paying 

attention to clothes and fashion within the area of semiotics. He investigated the topics of 

fashion and its language in order to analyze social phenomenons. Seeing fashion as a 

language everyone is speaking while being unknown at the same time, he analyzed and 

reconstructed this area. Whether the pictured, the ‘real’ or the described fashion, he filtered 

crucial signs in order to reveal their meanings for society (Barthes, 1983).  

Apart from reactions within the academic field, one of the designers who started paying 

attention to the daily routines one is experiencing with their clothes, is Nadine Goepfert. In 

her work The Garments May Vary from 2013, she observed the daily usage of apparel. 

Each material within the collection accentuates movement, traces and change in form the 

wearer leaves in its clothes. Some materials, like foam, easily recover from changes the 

body causes, others are filled with liquids that demonstrate an immediate response to 

movement by floating in a certain direction. 

Thinking about dressing in a sense of putting an identity on, showing your belonging to a 

certain social group or status, adjusting to conventions, Therese Palmhager, dedicated her 

collection to children. According to Palmhager (2016), they are the ones who are still free 

from conventions and adjusting to certain standards and she transferred their naïve thinking 

into the adult world. This resulted in an unbiased way of dressing a body, free from specific 

manners or standards in how to close a garment, where to put the arm through and which 

side is decided on as being front and back for example. 
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Likewise, thinking about dressing the body in a context of identity, Imme van der Haak, 

explores the body in terms of identity, age and generations. By printing images of the 

human body on translucent silk, her work Beyond the Body, enables her to physically layer 

different bodies. Wearing the printed fabrics as garments, as a kind of second identity, 

dancers are moving body and silk which leads to a distortion of our perception. 

In her work Matters Of Habit, Goepfert approaches the notion of dressing and undressing in 

a quite banal and direct way, that is printing the needed instructions (where to stretch) on 

the garment. The print says STRETCH and due to the placement, the wearer knows where 

to stretch, whether the sleeves or at the sides, and is thus easily guided through this action.  

Robert Wallace gives attention to the conventions of dressing by including additional 

sleeves in knitted sweaters or T-Shirts in his collection. This work is interesting as it shows 

proposals of alternative sleeves while being dressed in a conventional manner. Thus, the 

escape out of conventions stays imaginative and is left for the viewer to decide.  

Another work, that is dealing less with dressing but with the emotional value of garments, is  

Identity: A framed collection of Vere van Hal. For explaining her research, she poses 

questions about the emotional value of garments and is thinking where these feelings are 

storedin garments and if, for instance after undressing, the garment is nothing but a random 

object (van Hal, 2016). These questions are visualized in her collection by creating 

garments that consist just of their outlines and are thus, left “open”, which addresses to the 

imagination of the viewer. It challenges our conventional perception of garments and 

proposes the answer that the emotional value of a garment could be nothing or everything – 

empty or rich. Some garments might be worn one time and thrown away, others might 

however gain more and more value over years.  

In total, the examples give an insight how the relation between the body and garments is 

regarded from different angles and on what designers put their personal focus on. So it can 

be observed that the topic is often connected to conventions in dressing, questioning them 

and asking for the meaning of identity of ourselves in our clothes. 

Conventions in dressing can describe, for example, a special order in which garments have 

to be put on. In our western culture we are quite free to choose what to wear and how to 

combine it but in other cultures however there are strict rules defining the way a special 

garment must be worn. A garment that requires a special way of dressing is, for example, 

the kimono. The following extract of an essay about everyday life in contemporary Japan 

shows a woman describing her memories about her mother passing on the Japanese 

traditions. Wearing the kimono correctly is continued by the next generation: “Fortunately, I 

can put on kimono by myself, because I saw my mother wear kimonos by herself in daily 

life. My daughters have learnt to wear kimonos by themselves by watching me wear them” 

(Fujino, 2009, p. 47). So the wearing is something you have to learn, it connects 

generations and values garments and their tradition.  

If value is not connected to tradition, it might be defined by the wearer himself. Whether one 

is aiming for underlining who he is or how he wants to be seen, almost everything is 

possible in our western culture. But since dressing for certain expressions is oriented 

outwardly, the look inwards may also provide precious informations. This means when the 

body meets the garments within the daily usage when dressing, wearing and undressing. 
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The relation between the body and garments is interesting in terms of the presence of the 

body. In the case of ‘undressing’ it is, in a physical sense, not present but still responsible 

for the new form the garment has to assume to: the garment-without-body. Even in the 

stage of ‘wearing’ and ‘dressing’, where the body is involved, the action may not always be 

performed consciously. In  Reflexive Dressing, Stella North (2016) thinks about where we 

are when we dress, what we think, if we even think consciously and where we have to 

determine a border  between us (the person dressing) and the world (the real object, 

garment). Likewise to thoughts Hannah Arendt had about our state of mind when we think 

(North, 2016), North poses the question: “Where am I when I dress?” (North, 2016, p.96) 

and with this, questions our dressing as a conscious action. Likewise to any other activity 

that is done in repetition and becomes a familiar state of doing and being, we can, so to 

say, allow ourselves to create a certain distance from our consciousness and trust the part 

of our brain that has saved the information about ‘how to close a button’ due to the many 

repetitions from before.  The presence of the body can therefore have changing faces and 

can be present in a conscious or unconscious way.  Whether physically present or absent, it 

impacts the garments differently and the body itself appears in other ways. Those leave 

traces in the clothes, such as volume, folds and blur. It makes the relation between body 

and garments visible in a reserved way, which means the relation becomes visible by using 

their own properties, as for instance the material that gains folds. 

Nevertheless, in the works of designers mentioned before, the presence of the body is 

mostly still used physically and therefore garments appear on the body, worn in an ordinary 

way. Also in the works that dedicate themselves to the everyday conventions of dressing, 

real-garments that can be actually worn, are used to communicate the ideas. In examples 

where the body is illustrated as a flat version, this is done in printing or knitting. When it 

comes to observations on the subtle changes the body leaves in garments, this is explored 

in real garments and with a focus on material-reactions. So regarding the technique, 

weaving was not considered yet as being used for demonstrating 3-dimensionality in 

flatness, which opens up a gap that this work aims to fill. And further, the subtle changes 

caused by the body will not be shown in real garments but as images of garments, pictured 

flat. 

 

 

 

 

 

So this work suggests:  

                                      - an exploration of the corporal illusion by the technique of flat    

                                        jacquardweaving 

                                      - visualizing the body’s presence by its absence or by showing     

                                        only body parts 

                                      - investigating the impact of the body capturing the moment of  

                                        movement 

                                      - visualizing the different faces of the body that appear in  

                                        Garments 

                                 -  picturing garments as woven images 
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These aspects will be applied within the illustrations of dressing, wearing and undressing 

that this work defines as the cycle in which the contact between the body and garments 

takes place. 

Since this work aims to translate the different visual appearances within this cycle into 

woven textiles, it should be mentioned how these actions are regarded at. 

 

DRESSING:  

When dressing, we are “turning our embodied attention, if only partial and splintered 

attention, to our meeting with the world of matter, we compose ourselves in textile forms” 

(North, 2016, p.95). 

Here it becomes clear that dressing is not always executed consciously and the questions 

arouses about how the body is guided through the process when not being conscious. This 

work approaches the notion about the conscious or unconscious way of dressing with the 

belief that the garment provides informations and thus, can guide the wearer by giving silent 

instructions. 

 

WEARING:  

When thinking of wearing, one might associate words like ‘comfort’, ‘good looking’ and a 

certain ‘appearance’ to the world, the audience. When wearing something, we put on an 

identity, we communicate a message, be that looking casual, serious or sporty. But this only 

grasps our relation to the outer world and creates a communication with our audience. 

However, the look inwards, the meaning clothes constitute for the wearer, is equally 

interesting. 

Prudence Black and Rosie Findlay argue that, only through wearing our clothes become 

alive (Black & Findlay, 2016). The notion about ‘becoming alive’ implies their belonging and 

dependency on a body. The body is moving and so does the garment. It can follow the 

movement or, the other way around, be a restriction for the moving body when it is for 

example a tight jeans.  

These natural observations underlie the main interest of this work and are therefore 

important for the overall understanding of this work. 

 

UNDRESSING: 

“Undressing becomes awkward, 

clumsy collisions 

bodies and garments 

Previous garments are drained, 

chopped, segmented, 

a strange wardrobe of ghosts, […] (Bigolin, 2012, p.186). 

When undressing, the relation of wearing ends and the garment is put into another context. 

Besides the fact that undressing can be exhausting for the body if the garment is tricky to 

take off, the garment as such is also affected. Not being worn on a body anymore but 

dropped for example on the floor, transforms the garment into a new form, into a new role. 

For this work, the question revolved around the presence of the body. Does something from 

the body stay in the garment? Can it be read in the garment? Even if not physically present 
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anymore, this work aims to loosen the strict distinctions between presence and absence 

and opens up for more possible answers.  
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Aim 
 

 

 

 

 

This work aims to explore the cycle of dressing, wearing and undressing capturing the 

corporal illusion and the traces of the body within the technique of flat jacquardweaving. 
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This work aims to illustrate the cycle of dressing, wearing and undressing with a focus on translating 

3-D images into flat 2-D weavings within the technique of jacquardweaving. 

The working method embraces the following steps:  

- Creating the base – Generating images 

- Experimental work – From analog to digital 

- Evaluation 

 

Creating the base – Generating images  
The first step within the working method is a material-research, searching particularly for 

different kinds of garments, such as knitted or printed, followed up by a transformation of 

their 3-D surface into 2-D images using scanning and photographing. Finally, these images 

are translated into weavings. 

This way of working can be compared to the method “Intention and expression in wearing” 

by Thornquist. Although this method addresses to ‘wearing’ in particular, it worked as a 

base for the other aspects ‘dressing’ and ‘undressing’ as well since they are connected. 

The method suggests searching for ways to visualize wearing with the help of different tools 

such as photographing, filming and scanning and to even use these tools for enhancing 

certain aspects or expressions. Finally, the result of the method is a selection of images that 

are derivations of garments (Thornquist, 2010). It is a mix of spontaneous and quickly made 

images but within a set frame. The frame predefines the tools, which in this case are 

scanner and camera, and the selection of garments, which are chosen before with a focus 

on interesting garment details or strong patterns. Quickly, scans are made, turning the 

garment around, moving it, in order to get a satisfying result, which means an expressive 

section or occurred pattern of a garment. 

At this stage in the working process everything is open. The main focus is on doing and 

letting things happen. Thus, it is strongly connected to coincidence and therefore 

accompanied by a curiosity about serendipity. This feeling is also described by Koskinen, et 

al. (2011) when talking about the research project iFloor, an interactive floor built into the 

city library in Aarhus. The motivation for this project was, so to say, a complaint about the 

negative consequences information technology caused, that is, a lack of social interaction. 

This work brought back the feeling of discovering something in the library and not using 

information to be guided through but being forced to feel lost and be dependent on other 

people (Koskinen, et al., 2011). The stage of scanning has a likewise effect since the frame 

and the tools are set, but the results are not controlled and one has to trust its spontaneous 

actions, which lead to surprising, unexpected outcomes. 

This method ends when there are enough satisfying results for the first time but 

nevertheless it was used again during the process after having seen and evaluated the final 

result, a woven piece. By evaluating, new knowledge is gained and can improve the 

following experiments (Brandt and Binder, 2007).  
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Experimental work – From analog to digital 
“Experiential knowledge” (Mäkelä, 2006, p.117) which means a fruitful combination of 

passion and knowledge, describes well how the work in the weavinglab approaches the 

challenge of this work. It uses knowledge but builds on it by combining it with something 

new, as for instance the knowledge about a binding combined with a special yarn. Trying 

out this new combination will affect experience and therefore additional knowledge is 

gained. 

Before the actual weaving starts, the images generated before, are edited in Photoshop 

focusing on colours and contrast. Afterwards the software for the jacquardmachine takes 

over, in which the files get adjusted and equipped with the needed weaving data. In the 

following, the patterns are being woven by the machine. The process is observed with 

attention to the yarns (weft and warp), the outcome and look of the pattern and the density 

in order to make adjustments. When the weaving is finished, it is evaluated if the results are 

considered successful and meet the expectations. If not, solutions are considered and new 

ways are being created, which will undergo the same process as before. So experience and 

solutions form a circle, reorganize themselves and provide new knowledge. Possible faults 

and failures within the work are always a reason for improvement because only critical 

reflection carries design forward (Hannula, et al., 2005).  

The encounter of the two areas, designer and technician, in that context are crucial since 

the technician provides further knowledge the designer can profit from. Thus, it can be said 

that “designers see themselves as proponents of people in the industry” (Koskinen, et al., 

2011, p.18) and that everyone has some needed knowledge for contributing and inspiring 

design (Koskinen, et al., 2011). 

 

Evaluation 
As mentioned before, evaluation takes also place during the process and is not only 

executed in this last step, but after a series of experiments in the lab, judgement is 

important. Since evaluation means that results are judged, it is also a stage in the design 

process, where changes are made. This being the case, the evaluation can result in going 

back again, reorganizing, reconsidering the previously made decisions. 
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Workbook & Design 

Rationale 
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This chapter aims to explain the development of this work and provides a detailed view onto 

the fundamental steps that were taken during that time. Although many decisions were 

made throughout the process, fewer constituted major impact on later decisions and, finally, 

the end result. So in the following, crucial discoverings and decisions within the process will 

be elucidated, including also difficulties and consequential detours.   

Hereinafter, contents are discussed within their corresponding areas, such as Generating 

Images – Scanning and Photographing, Garment Choices, Bindings, Colours, Machine 

Settings and Testing Scale – Projecting and Filming for having a better overview about 

what was done in which context.  

 

Scanning and Photographing 
Since the content of this work is about illustrating ‘dressing’, ‘wearing’ and ‘undressing’, 

images were needed that would form the base for the weavings. This was done with the 

techniques, discovered in Design Project III, scanning and photographing. Each of the 

actions mentioned above were reduced to the very essential aspects in order to clarify what 

kind of information the images should communicate. So for each of them the notes looked 

like this: 

DRESSING = GARMENT = CLOSE = OPEN = BUTTON = ZIPPER = COLLAR = SEAM = 

LABEL 

WEARING = GARMENT = MOVEMENT = HASTINESS = BLURRED = GESTURES = 

CAPTURING THE MOMENT 

UNDRESSING = GARMENT = TAKING OFF = LYING ON THE FLOOR = NO BODY 

INSIDE? = FOLDS = VOLUME = UPPER- AND UNDERGARMENTS 

For ‘dressing’ the thoughts revolved around the action in terms of taking something on, to 

open or close a part, and also around the details, like buttons and zippers, that are actually 

responsible for executing and completing the dressing. But as all the three actions are seen 

as something performed circular, the stage of ‘dressing’ can also start with a just undressed 

garment.  

‘Wearing’ felt naturally related to movement and the difficulty of capturing it in an image. In 

her essay, Babette Mangolte, talks about precisely this difficulty in how to capture 

movement of a dance performance through filmic documentation. She argues that 

“movement is linked with speed, and speed is evoked by the blurring effect of the 

background while the moving object remains stationary in the frame. Movement is shown 

only by obliterating it, by inventing an image that appears to represent the effect of 

movement, that is, blur” (Gygax, 2010, p.329).  

‘Undressing’ evoked images of garments taken off the body and put somewhere else, 

dropped on the floor for instance. Assuming to a new form, folds and volume occur in the 

garment. Since undressed garments are off the body, they are still and thus, it is 

appropriate to capture their images with a camera. Figures 13-15 show examples for the 

categories. 
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    Fig. 13 blurred image of a woven houndstooth pattern demonstrating ‘wearing’ 
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                                    Fig. 14 part of a garment picturing ‘dressing’ by showing an armhole, that enables the body to step in 
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Fig. 15 undressed bra dropped on the floor showing the random form that occured  

 

The stage of taking pictures of garments and scanning them included of course many 

failures. This ranged from bad quality of photos, due to wrong light settings, to too blurred 

‘movement’ pictures which caused unrecognizability. But also pictures that seemed 

promising as photos, turned out to become less expressive as weavings. Therefore it took 

time and practicing until the editing in Photoshop finally prepared the images for the benefit 

of the weavings. To enhance the effect of the garment's surface properly, a coloured 

background could sometimes solve the the problem and bring the garment in the 

foreground. Finding the right colour for the background demanded testing. Small 

distinctions in hue had surprisingly different effects. Mistakenly, it was assumed in the 

beginning that increasing both brightness and contrast would favorably affect the definition 

of the garment surfaces. However, through testing it was later discovered that it was not 

relatable to all images. For some, it was rather the opposite, decreasing brightness and 

contrast. 

Summing up, criterias for successful pictures were:  

- Quality in terms of good resolution, good definition of shadows and details 

- Enough contrast in colour or shadows, which means well defined surface quality 

- Well chosen section of garments that include recognizable elements, such as button 

or seam 

- Balanced blur-effect, which means movement must be apparent but should not blur 

the whole image but leave space for other important details like collar or zipper 
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Garment Choices 
While various garments were tested during the Scanning and Photographing methods, 

some of them emerged as most convincing and were therefore applied more than one time 

within the work. They appear repeatedly in the collection and should therefore be 

mentioned as ‘main actors’. The reason for their repeated occurrence is their versatility 

regarding pattern, surface quality and garment details.  

The chosen garments embrace print, knit, rib-surface and woven pattern and thus provide a 

variety in textile-techniques and different appearances, as can be seen in Fig. 16. 

 

 
Fig. 16 woven houndstooth skirt, printed flower blouse, rib sweater, cable knit sweater 

 

Being used for various weaves in the collection, in each of them they appear differently 

since they have to fulfill other purposes. One time they demonstrate ‘wearing’ while in 

another weaving they are applied for emphasizing ‘undressing’. For which aspects these 

garments were used in detail, is explained in the chapter ‘Results’.   
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Bindings 
Since the translation of the images into weavings requires a good imitation of 3-

dimensionality, bindings were needed that create a gradation in colour. The appropriate 

bindings for this challenge were satin bindings going stepwise from their weft-faced to their 

warp-faced version. 

But before being able to apply the right bindings, the previously chosen images, were 

edited in the weaving program Scotweave. With this, the image got expanded with essential 

weaving data, such as warp-density, for adjusting it to the machine properties. For 

preparing the image for the bindings, it was reduced to the needed amount of colours 

because it is valid: 1 colour = 1 binding. Since the first try-out was a 8x8 satin binding, 7 

colours were required. The 8x8 satin (Fig. 17) was suitable for some surfaces and achieved 

a well defined structure (Fig. 18). Others however required a finer graduation as for 

example the cable-knit sweater. Since the contrast as such was softer it had to be 

interpreted through smaller steps in order to not lose too much information. So the 8x8 

binding was upgraded to a 10x10 binding which results in 9 colours and steps, see Fig.19. 

 

 
Fig. 17 7colours & bindings 

 

    

 

              

Fig. 18 sample of a 8x8 satin binding                                            Fig. 19  sweater in program reduced to 9  colours. 
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What is meant by losing information in relation to the definition of a surface, gets 

comprehensible when seeing the differences of the samples in Fig. 20. The same pattern is 

woven with four colours and the other time with seven colours. It visualizes how more or 

less colours affect the imitation of a surface and that four colours may not be enough to 

achieve a faithful rendering.  

 
Fig. 20 golden sample with 7 colours, red sample with 4 colours which is less defined  

 

So therefore it was decided not to apply less than seven colours and to rather increase the 

amount of colours when it was required. For the end results, as will be described also in the 

result presentation later, nine colours were suitable for most of the textiles, only one was 

more convincing in seven colours. 
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Colours/ Yarns 
In Design Project III the potential of shiny PES-yarns was discovered. Since they 

demonstrated ability in creating colour hues by reflecting or absorbing light, they repeat, so 

to say, the gradation made in the binding. 

Due to the use of shaded satin bindings, weft-colours always belong to the warp-colours. 

Colour gradations can only be achieved through a collaboration of warp and weft, so 

therefore the warp-colour is equally important as the weft-colour. It makes sense to use 

contrasting colours to increase the effect of the gradation and the impression of depth 

(Holyoke, 2013). A white warp was chosen for this work, so the weft-yarns were responsible 

for colour and the degree of contrast. 

Thus, it is also the weftcolours and –yarns that will be described mainly. Although changes 

emerged concerning the warpcolour, which will be explained in Machine Settings later, the 

white warp constitutes an invariable within this work.  

During the process, not only the shiny yarns were employed but also matte cotton yarns 

and other qualities were tested in order to see how differently the yarns affected the shaded 

satin binding. Fig.21 shows the same pattern, woven with a brown matte cotton and a shiny 

blue PES yarn. It can be seen that the blue PES has potential in playing with light whereas 

the brown cotton yarn only achieves gradation due to the bindings 

              
Fig. 21 brown cotton next to shiny blue PES-yarn                          Fig. 22 wooly beige, beige cotton frottee and shiny blue   

                                                                                                                                                                              houndstooth 

 

In Fig.22 three different yarns are applied in various patterns. The same shiny blue PES is 

used in the houndstooth pattern, a dark beige cotton can be seen in the frottee surface and 

for the wooly surface another beige PES was chosen. Although the cotton yarn results in a 

matte surface, it is successful in terms of imitating the frottee quality and the folds on the 

surface. However it does not show any potential in creating extra depth as the shiny yarns 

do. The research for the final yarns included also trials with a poppy red, a darker shiny blue 

(one of the finals), a golden and a darker red PES (final one). However the red and gold, 

see examples in Fig. 23 and 24, felt too flashy and distracting from the shading effect of the 

images.  
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Fig. 23 golden Pes                                                                          Fig. 24 poppy red PES used in woven sweaters 

 

In opposite, the shiny yarns (Sinterama) that were a bit darker and therefore more reserved, 

were convincing for the purpose of this work because they had enough shine to enhance 

the effect of depth but were not taking over in colour expression. Finally chosen were the 

following colours and yarn properties. 

 

Sinterama Zerbion, dtex 300, torsione twist 100: 

Red colourshade: 7699 

Blue colourshade: 75010 

Grey colourshade: 75013 

Padana Fourjazz, dtex 226/ F96 

Red-brown colourshade: 10101010  
 

When using the shiny yarns, the textile can be observed from different angles and due to 

the play with light and shadows, the image or pattern is always perceived a bit different. 

When changing one’s own position, looking from a distance or changing the perspective, 

the colour shows its range of hues due to the play with light. Dark parts become light and 

the other way around so that the appearance of the 3-dimensionality becomes vivid. In 

addition, the shine of the yarns had a precious aesthetic and by combining them with, for 

example, the used appearance of garments, they could bring them forward and pay 

attention to the seemingly banal.  This is the reason they were convincing in expression and 

chosen for this work. 

 
 

Machine Settings 
The project started working with the Grosse Vamatex Jacquardmachine in the weavinglab 

of The Swedish School of Textiles, Borås. The machine set-up is the following: 

Warp: white cotton 

Density: 33 threads/cm 

Repeat width: 1320 threads (40 cm) 
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Besides the images of scanned materials or garments, it was tested for the first time to 

weave whole garments. These tests were based on photos of garments dropped on the 

floor. Fig. 25 shows garments with different surface qualities. Some were smooth, others 

had a ribbed structure and the challenge was about setting the right bindings. Those were 

all woven with a 8x8 satin binding, 7 colours. These garments could only been tested within 

the limitation of the 40 cm repeat which therefore did not allow imitations in real size. It was 

tested to place them differently in the repeat, as for instance diagonal, in order to exploit 

every centimeter but this did not result in real size either. During the work on the project, the 

Jacquardmachine (Grosse Vamatex) broke and therefore was unavailable for further 

experiments. Instead, another Jacquardmachine (Stäubli) was used. It had the following 

properties: 

Warp: 2-coloured wool, every second grey and white 

Density: 26,4 threads/cm 

Repeat width: 840 threads/cm (32 cm) 

In order to avoid the 2-coloured warp and keep the same aesthetic of the white warp from 

before, the bindings were changed and separated the warp. This resulted in two layers, one 

white and one grey. But even though one layer was a white warp then, the separation 

consequentially led to a looser setting  and had only 13,2 threads/cm (Fig.26). That made it 

difficult to work with in terms of achieving a good definition of the images, the stability and 

haptic quality. By increasing the amount of weftthreads/cm  it was tried to balance the 

setting but it was rather a waste of material and could not improve the quality. 

              
   Fig. 25 garments woven on the Grosse Vamatex                        Fig. 26 separated warp on the Stäubli 

 

After some trials of separating the warp, it was tested as one layer with both grey and white 

wool threads. For some patterns it worked quite good, see Fig. 27, but could still not 

achieve the same quality as the previously woven samples on the Jacquardmachine with 

the white warp. The following close-up (Fig. 28) demonstrates the difficulty in rendering 

details, such as buttons, realistic since the white and grey warpthreads distract from a clear 

representation.  
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Fig. 27 two weaving samples with 2-coloured warp                       Fig. 28 close-up of a button 

 

During the process, the limitation in size due to the repeat and the greyish effect of the 

warp, were obstacles for progressing. Since the results from the beginning with the white 

warp were satisfying in terms of their aesthetics and ability in rendering garments and 

surfaces, it was preferred to work again with a likewise setting. Furthermore, it was also 

considered to go up in scale for both the houndstooth pattern and the garments. Since 

those ideas required a whole machine-width repeat and it was known that the company 

Ludvig Svensson commands a likewise Jacquardmachine, they were contacted and asked 

for a possible collaboration. 

As they agreed, a first meeting followed, in which all important details got clarified, such as 

the needed amount of meters, a white warp, the preparing of the patterns and finally a date. 

The program for preparing the weaves was the same, the Scotweave, so therefore it was 

possible to create the patterns at school. Only the harness, the set-up of the warp and the 

information about the selvedges, had to be changed, since the machine had a full width-

repeat and other settings, as is decribed in the following: 

Warp: white cotton 

Density: 36 threads/cm 

Repeat width: 5400 threads (150 cm) 

The weaves that were prepared for Ludvig Svensson were  

 1) a section of a flower blouse, partly blurred 

 2) a section of a houndstooth skirt, partly blurred 

 3) three sweaters with different surface qualities 

The big images of the partly blurred garment-sections go about the complete repeat width 

of the machine (150 cm), see Fig 30. While showing blurred parts, other details are still 

showing clear details connected to the original pattern and image. The blouse, for instance, 

is recognizable as such, due to the buttons and seamstitches, as can be seen in Fig. 30. 

The sweater shows essential details as collar and sleeve (Fig. 29). Employed were the 

yarns of Sinterama in colours darkred, darkblue and grey in 300 dtex.  
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Fig. 29 cable knit sweater in the weaving process 

 

 
Fig. 30 section of the flower blouse in the weaving process 

 

In total, collaborating with Ludvig Svensson was successful as it opened up the possibility 

in going up in scale, weaving pictures as big images and not being limited by fixed 

repeatsizes.  
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The Result is a collection of 7 jacquardwoven textile pieces, whereas three consist of three 

single woven pieces. They can be seen as individual textiles but however, altogether as a 

collection they form the investigation about illustrating the actions of dressing, wearing and 

undressing carried out in the technique of jacquardweaving. Each of the samples, shown in 

the following, belongs to a certain group that is dedicated to a special aspect within the 

topic of this work. 

Besides the practical outcome, the result presents also a way of imitating 3D-images into 

2D-images by using gradation bindings in flat jacquardweaving. 

In the following, the pieces will be presented according to their grouping. The groups are: 

- Moved Garments 

- Dropped Garments  

- Snapshots showing: underwear, garment-parts, sleeves 

 

Group I – Moved Garments  
Representing ‘wearing’, ‘dressing’ & ‘undressing’   

 

The hangings were both developed from scanned garments that have been moved during 

the scanning in order to create a blurred effect in the image. So they both include blurred 

sections as well as details referring to a garment or showing textile qualities, like a woven 

structure. 

 

1) The Flower Blouse 

The textile was woven at Ludvig Svensson in Kinna on the full-width Jacquardmachine 

resulting in a 1,50 m width and a 2,27 m height (Fig. 31). The yarn applied was the darkred 

PES of the Sinterama Zerbion, 300 dtex. The binding applied was a 10x10 shaded satin 

using 9 different colour hues. 
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Fig. 31 flower blouse showing blurred flower, buttons and seams 
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The two textiles Flower Blouse and Houndstooth represent movement and show blurred 

parts as well as details that reveal something of their original essence. In the Flower Blouse 

the blurred part appears on the left side of the image resulting in a sustained flower and a 

kind of moiré-effect next to it, see close-up in Fig. 32.  

              
Fig. 32 blurry effect and stretched flower                                Fig. 33 wavy outlines of the garment 

 

But not only the blurred part demonstrates movement. Also the notion of the garment’s 

outline (Fig. 33) indicates a certain direction and fall due to its wavy shape. Responsible for 

the recognizability as a blouse are details like buttons and seamstitches, see Fig. 34.  

 
Fig. 34 garment details like buttons, buttonholes and stitches 
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The fact that the flower print of the blouse looks like playfully painted, adds even more 

dynamic to the visualized movement. The application of the shiny red yarn continues the 

notion of dynamic by adding extra depth.  

Since it communicates movement, the blouse can be imagined in all of the three actions 

‘dressing’, ‘wearing’ and ‘undressing’. In each of them, a certain movement is required for 

carrying out the activity. 

Besides hanging the textile as a possible way of presenting, as in Fig. 31, it has potential 

also in other forms of presenting, as for example in a sculptural way. By using objects, such 

as a podium, it can be draped in ways enhancing the effects of depth by bringing details to 

the foreground and create volume, see Fig. 35-37. 

 

 
Fig. 35 textile on a podium, draped, playing with folds 
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Fig.36 draped textile with folds 

 

 
Fig. 37 draped textile partly on the floor 
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2) The Houndstooth 

 

Likewise to the weaving of the Flower Blouse, the image of the blurred Houndstooth pattern 

was produced at Ludvig Svensson as well. It measures 1,50 x 2,27 m, see Fig. 39. The 

image was created by scanning a houndstooth skirt and moving it during the scanning for 

distorting the regularity of the pattern. Applied was the darkblue PES Sinterama Zerbion 

yarn in 300 dtex. Unlike the other weavings in the collection, this weaving used a 8x8 

shaded satin binding with 7 colourhues. It was tested with a 10x10 binding but as this 

binding uses 9 colours to interpret an image, it got overly precised in representing some 

parts which led to a sort of dirty look. Blurred parts representing movement, can be clearly 

seen in the upper- and underparts of the weaving, where the houndstooth  elements got 

stretched in different directions. . As the image is more abstract in comparison to the Flower 

Blouse for instance, it dispenses with garment details and refers to its origin as a textile 

fabric by pointing out the technique, weaving, it is made of, see Fig.38. In this close-up 

horizontal and vertical oriented threads, weft and warp, are visible. Since the Houndstooth 

is picked up again within the collection, in the Series, it still has its identification as garment. 

 

 
                                                                                                         Fig. 38 threads in weft- and warp direction visible 

 

Besides the blurred parts, movement is visualized through folds, depth and a general 

direction underlying the image, which appears through the diagonal orientation of the 

pattern elements. As can be seen in Fig. 39 there are stretched pattern elements on the 

bottom expanding to the right, go back in their original smaller forms, turn to the left and 

then up to the right again which creates an impression of depth in the textile. 
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Fig. 39 houndstooth weave with stretched elements and folds 
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In Fig. 40 stretched pattern elements with an orientation to the right and smaller pattern 

elements are shown. The stretched part demonstrates the moment of movement that got 

captured in the image and shows a succession of movement not in many pictures but 

combines the steps in this one image. 

                                                              

 
Fig. 40 stretched elements of the pattern 

 

Likewise to the Flower Blouse, the Houndstooth also shows potential in draping and other 

ways of presenting than hanging. When placing the textile on objects, letting parts fall on 

the floor, its notion of movement in the pattern can be continued and emphasized through 

draping, as can be seen in Fig. 41 and 42. 
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Fig. 41 textile draped around object, partly on floor 

 

 
Fig. 42 textile placed on a podium 
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Group II – Dropped garments 
Representing ‘undressing’ & ‘dressing’ 

 

1) The Cable – Knit Sweater  

 

 
Fig. 43 jacquardwoven Cable – Knit Sweater undressed and dropped on the floor 

 

 

Woven at Ludvig Svensson on the same full-width Jacquardmachine as the textiles 

presented before, the Cable – Knit Sweater (Fig.43) used a 10x10 shaded satin binding and 

the darkred PES Sinterama Zerbion yarn in 300 dtex. It is developed from a photo of a 

man’s sweater which explains its larger scale compared to the Fine-Knit Jumper. The photo 

was taken after the garment was dropped on the floor. Since its size of 95 x 83 cm did not 

occupy the whole machine width, it was possible to fit it two times in the repeat. Important 

aspects that led to the decision for taking this image were the occurred shape which 

included recognizable details as the sleeve, the hem (Fig. 44) and the roll-neck. 

Furthermore, the shape pointed out parts with volume and folds (Fig. 45) which reminds of 

the body that was previously wearing it. Lying on the floor as a dropped garment, the 

sweater represents the stationary moment after a garment has been taken off. It is cut out 

of the woven fabric and attached to a background to get it flat and focus only on the 

pictured folds. The stage of ‘undressing’ means the last step in the succession of ‘dressing’, 

‘wearing’ and ‘undressing’, however this succession is not finite but is performed in 
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repetition and will start anew. Therefore the Sweater is available for dressing again and 

closes the cycle. 

 
Fig. 44 cables and rib hem                                      

 

 
 Fig. 45 volume and folds 
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2) The Fine-Knit Jumper 

 
Fig. 46 woven image of the Fine-Knit Jumper, showing washinglabel, sleeves, folds 

 

The image of the Fine-Knit Jumper was woven at Ludvig Svensson on the full-width 

Jacquardmachine and fitted two times in the repeat of 150cm (Fig. 46). Applied was the 

dark grey PES Sinterama yarn in 300 dtex and the binding was a 10x10 satin binding. 

As well as the Cable-Knit Sweater, the woven image of this garment originated from a photo 

of a sweater dropped on the floor after undressing. Its scale is smaller as the Cable-Knit 

Sweater since it is a slim-fitting women’s jumper. Its picture indicates sleeves, a fine rib hem 

and a washing-label that makes it recognizable as a garment. The washing-label, see Fig. 

47, demonstrates a contacting to the wearer, passing on informations about care. 

 

 
                                                                                                         Fig. 47 washing-label and rib hem 

 

This woven image is, in opposite to the Cable-Knit Sweater, not cut and attached to a      
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background but left as a woven fabric. Therefore it shows pictured folds that are part of the 

image, next to real folds and in that way emphasizes its own textile properties. Fig. 48 

shows the woven image of the jumper with some real folds and Fig. 49 demonstrates that 

this shape can be increased and let the textile gain even more folds. 

 
Fig. 48 real folds vs. pictured folds 

 

 
Fig. 49 squeezed Jumper 
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Group III – Snapshots 
The Snapshots (1-3) show various garments that communicate different stages within the 

cycle of dressing, wearing and undressing. Each of the series is woven in another colour so 

that the belonging of the single pieces is identifiable through the applied yarn colour.   

 

1) Underwear  

Representing ‘undressing’ 

 

 
 Fig. 50 socks, bra and panty dropped on the floor 
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The Underwear-Series (Fig. 50) was woven on the Grosse Vamatex Jacquardmachine in 

The Swedish School of Textiles. Applied were the 10x10 satin bindings and the yarn used 

was the darkred PES Sinterama. 

The series demonstrates ‘undressing’ and since the chosen garments are underwear, they 

also represent garment types that are closest to the skin. Moreover, by using those kind of 

garment types it is also pointed out that these, in comparison to the undressed sweater, will 

not be picked up for wearing again. The woven images show a pair of socks, a bra and a 

panty (Fig.50). Their shapes are all randomly happened by dropping them on the floor. 

Captured with a camera, the final images were selected due to certain criterias, such as 

recognizability of the kind of underwear, as for instance the straps or small hooks of the bra, 

see Fig.51. Fig.52 and 53 show close-ups of the panty and the socks, assuming to 

randomly occurred shapes. 

 

 
                                                                                                        Fig. 51 hooks for closing the bra 

 



56 

 

                                                                

 
Fig.52 close-up of panty 

 

 
Fig.53 close-up socks 
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2) Part of Garments 

Representing ‘dressing’ & ‘undressing’ 

 

 
    Fig. 54 part of garments showing label, zipper and seams 

 

 



58 

 

Similarly to the series before, the Part of Garments were woven on the Grosse Vamatex 

Jacquardmachine in The Swedish School of Textiles, using the red-brown PES Padana 

yarn (Fig.54).  

While lying, being obviously undressed, each of the garments stresses a certain detail that 

can be read as a request for dressing. Whether it is the zipper of the houndstooth skirt 

demonstrating its readiness for being taken on again, the label of the shirt that clearly 

shows the body size it addresses to (size M), see Fig. 55, or the blouse, turned on its left 

side, exposing the armhole that can also be understood as an invitation for dressing, 

slipping in (Fig. 56). 

Besides showing wrinkles and volume, their material or pattern is recognizable as well. 

While the shirt (Fig.55) shows its fine knitted rib-lines and seams, the houndstooth 

demonstrates a thicker woven pattern and also enables the viewer to see a part of the 

inside of the skirt, as can be seen in Fig.54 at the top.   

 
Fig. 55 garment showing label with size M 
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Fig. 56 armhole of Flower Blouse 
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3) Sleeves 

Representing ‘dressing’, ‘wearing’ & ‘undressing’ 

 

 
        Fig. 57 sleeves: Flower Blouse, Cable Knit and Rib Sweater 
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The series Sleeves was also woven on the Grosse Vamatex Jacquardmachine, resulting in 

three woven pieces in 40 x 60 cm (Fig.57). Applied was the Sinterama yarn in darkblue, 300 

dtex. 

The sleeve is seen as a starting and finishing point of dressing and undressing. It is shown 

in various ways in different garments: the Flower-Blouse, the Cable-Knit and the Rib-

Sweater. They demonstrate dressed sleeves, however some are pointing out a stage in 

between. For instance in the Rib-Sweater and the Blouse it can be seen that movement is 

involved and the arm is interacting with the sleeve in some way. If this is meant to be an 

activity for taking off or on, is left for the viewer to decide. 

The body in these three woven images is present in the sleeve as a corporal volume but 

also, for the first time in the collection, as a visible presence, showing a part of a hand or 

fingers.  

Fig. 58 shows suggests an arm, of which we only see some fingers, that is interacting with 

the sleeve of the blouse in some way. This can be the action of dressing or undressing and 

can be interpreted as a slipping in or slipping out of the garment.  

In Fig. 59 the Cable-Knit Sweater is illustrated and shows its thick knitted quality dressing 

an arm, of which the hand is visible. The hand, holding the garment in a certain manner, 

suggests an action that can be finished or will just start. So the action of dressing and 

undressing is again a suggestion.  

 

 
Fig. 58 hand in the sleeve 
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Fig. 59 arm and hand in the sleeve of the Cable Knit Sweater 
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Presentation 

For this collection, the following way of presenting is proposed. 

The big woven textiles from Group I – Moved garments can be presented as hanging 

pieces but also dropped on the floor or placed on a podium.  

Besides the possibility of hanging, the Flower Blouse can be placed on a lower podium 

where its details, such as buttons, folds and seams, can be emphasized through draping. 

The same is valid for the Houndstooth, which can be dropped on a woodboard on the floor 

and draped for enhancing the notion of movement in the pattern. Otherwise this textile 

piece is supposed to hang freely in order to be able to see the whole image which 

demonstrates movement and depth.  

The textile images of the sweaters from Group II - Dropped Garments are supposed to be 

exhibited as such – placed on the floor, The intention for presenting them on the floor is that 

they communicate their availability for being picked up again and thus, demonstrate that the 

stages form a cycle.   

The woven images of Group III - Snapshots are placed on wooden boards, three pieces on 

one board. Since they represent all three actions, dressing, wearing and undressing, they 

are meant to stand in the beginning of the exhibition and introduce the viewer into the topic. 

They can stand next to each other in the order of ‘dressing’, ‘wearing’ and ‘undressing’, 

however they can also be switched and stand alone. 

In addition, a short video, illustrating the daily life with our clothes in short sequences, is 

displayed on a screen for providing an insight into the ideas this work is based on. 
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Discussion 

 

 

 

 

 

 
 

 

 

 

 

 

 

 



65 

 

A basic interest in the relation between the body and the textile finally led to an investigation 

of the daily routines with clothes. While going deeper into exploring those routines, different 

aspects were collected through scanning and photographing. In this way, it became clear 

that the relation between the body and the textile changes. It was observed that the body 

and the garment, in ‘wearing’ for instance, were close and the garment represented a kind 

of second skin and one could guess that it fulfilled a purpose which could be warming the 

body. In contrast, when undressed, the relation ended for a reason and the body left the 

garment and thus, the corporal presence, previously filling the garment with volume, 

disappeared. Since the body is engaged differently within the various stages of ‘dressing’, 

‘wearing’ and ‘undressing’, it affects the garment in different ways and influences its 

expression, as for example from stretched to loose, creating smooth or wrinkly surfaces. It 

means that the garment had immediate responses to the gestures of the body. They could 

visualize the body’s changing movement and the traces it leaves through their material. 

Those could differ, depending on the material, be that soft or stiff. While soft materials, as 

for example the Cable Knit Sweater, reacted with wrinkles easily, stiff materials, as the Rib-

Sweater, demonstrated a certain stability against movement and stayed rather smooth. 

When garments had a pattern, like the Flower Blouse and the Houndstooth Skirt, they did 

not only show wrinkles but also demonstrated a distortion of the pattern that, due to folds, 

got interrupted in some parts. 

Hence, the question arose about how to translate the made observations into 

jacquardweaves and in what way the three stages of ‘dressing’, ‘wearing’ and ‘undressing’ 

should be illustrated and communicated. The formulated aim challenged to capture the 

corporal illusion and the traces the body leaves within the technique of jacquardweaving. By 

applying the method of scanning and photographing and exploiting it for the purpose of the 

project by, for example moving while scanning for achieving a blurred effect to demonstrate 

movement in ‘wearing’,  images could be created that were able to represent the different 

presences of the body.  

Working with images in this work means that all the pictured garments or part of garments 

are snapshots in which the momentary situation of the garment (lying, having folds, volume, 

a certain shape) is captured. Since they are woven images, they embody both being an 

image picturing a moment and at the same time being a textile having textile qualities. 

Whereas the image pictures folds and imitates surface qualities, the textile can demonstrate 

real folds. This ambiguity is picked up again in the way of presenting the pieces, as some 

are cut out and attached to a background to get them flat and smooth while others are 

presented as textiles still having the possibility in demonstrating real folds.  

Image-clothing as Barthes describes it in The Fashion System refers to its real version, a 

garment existing in the real world. In the case of his investigation he refers to photographs 

of fashion clothing in a magazine and underlines that these did not happen randomly but 

were planned in order to communicate the idea of fashion and a new trend for example 

(Barthes, 1983). 

However, this work focused on images that are snapshots since it was desired to capture 

moments of movement and randomly happened shapes of garments for paying attention to 

the seemingly banal. Nevertheless, both kinds of images, the fashion photographs and the 
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woven images of this collection, have in common that they both refer to their original 

garment from the real world.  

But besides the technique and the working with images, the idea behind this work, that is 

looking at the essence of garments and our relationship we have with them, is of great 

importance and constitutes the basic source of inspiration for all ideas. 

The daily cycle in which we are confronted with our clothes and its repetition may evoke a 

feeling of randomness or let the relation with our clothes seem banal but however, the 

example of the kimono that is cherished by one family and continues its story with the next 

generation anew, is a good example for demonstrating the value of a garment. 

Likewise to this story, one piece of this collection is also connected to a nice story. The 

Flower Blouse which served as a source of images, whether scanned or photographed, 

started also a new cycle when it became part of my wardrobe. It actually belonged to a 

classmate but since she did not want to wear it anymore, it was passed on to me. She told 

me that she found it one day in a second-hand shop and was kind of persuaded by her 

friends to buy it. As she never really liked it and was not wearing it, she gave it to me one 

evening when we were sitting together, talking about clothes, looking into each others 

wardrobes. I liked the colours and the fact that the pattern reminded me of a dress I was 

wearing as a child, since it made me feel nostalgic and happy at the same time. 

This experience and story behind the blouse shows that a garment may not only have one 

lifetime but can be connected to different people, cycles and values. In this context, a 

second-hand shop is a good example for a place where a relation of a garment with one 

wearer ends and begins with a new one. Values are exchanged. In this example, the blouse 

had different values connected to the owner. Depending on personal taste and the way we 

perceive ourselves in a garment, may let us cherish something more or less and be the 

reason for why we are keeping some pieces forever while discarding others. The garments 

chosen for this work occupy different status and vary from being a favourite piece, as the 

houndstooth skirt, to being a piece rather worn at home, like the Cable-Knit Sweater, which 

is associated with warmth and coziness due to its big size and softness. 

Dressing and undressing are activities performed rather unconsciously since we are not 

actively deciding “Now I have to close the second button…”, so we are not always aware of 

our relationship with a garment. We chose our garments and we like to wear them as this is 

the moment they become alive and let us feel good, however the activities of ‘dressing’ and 

‘undressing’ are necessities. Necessities for enabling us to wear our clothes and to live in 

them. This work wants to pay attention to all the stages of this relationship and show that 

‘dressing’, ‘wearing’ and ‘undressing’ belong together and that one is dependent on the 

other. Since the middle- and main part is ‘wearing’, it felt important to show especially these 

textiles in a big size.  

‘Wearing’ our clothes means we are inevitably confronted with dressing and undressing 

them for being able to actually put them on our bodies. Thus, we are performing our 

relationship with them regularly. This means the relation includes both being near to them 

but also being away when a garment is undressed. In this work the different appearances of 

the changing relation is visualized in flat woven textiles. Whereas the woven images of 

Group III demonstrate the stages of ‘dressing’, ‘wearing’ and ‘undressing’ in a photorealistic 
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way, the two big woven textiles of Group I are illustrating the moment of movement in an 

abstract way by showing blurred patterns in an enlarged scale. The two sweaters of Group 

II are also photorealistic woven images, but are playing with the notion of real folds and 

pictured folds for questioning the presence of the body in their undressed stage. Being both 

pictured as dropped sweaters, the grey Fine-Knit Jumper still has textile qualities which can 

be influenced by the impact of a body. In opposite, the Cable-Knit Sweater is attached to a 

background for staying flat and playing with the ambiguity of what is displayed and what is 

really there. Thus, it poses the question if something of the body stays in the garment when 

it is undressed. It wants to emphasize that, besides the corporal presence of the body, 

other notions like smell and warmth can linger in the garment and that it was the body 

obviously who was responsible for the dropped shape of the garment. 

All the different notions in the garments that happened because of the body’s presence or 

absence are displayed in this collection by dispensing with the real presence of the body. 

Its presence or absence is always translated into its appearance it has in or out of 

garments. By giving it a face, imitating it through folds or blurred parts in patterns and 

weaving it with shiny yarns, its value for bringing clothes to life is presented. 
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