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Abstract
This work explores the relationship between 
body and garment in movement.  The method 
for investigation this meeting is through 
geometrical shapes that are applied on 
three points on the body.  When researching 
materials, mesh was the most interesting one 
in its way of responding to the movements 
and it was easily combined with other 
material, when combines the effect from the 
movement increased. 
 The dialog of movement is depending 
on the space between garment an wearer. It 
is in the space that the restrictions and the 
possibilities are created. 
 The shapes are lacking details of 
traditional garments and are far from the 
commercial fashion scene to take this work 
further more garment-like influences could be 
added, it might also make the work easier to 
grasp for the audience.  

Keywords:
Fashion, art, body, movement, preformance. 

The yellow tent inspired costume made during my first year which inspired me to research movement in 
costume further.
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6. 7.Results/Line up



Introduction
“I have a denim skirt, well, I should say a mini-skirt 
because it is really short. It is made of faded blue 
denim. I bought it when I was fourteen; it was my size 
at the time. I still wear it, I have to put my hands in  
the two front pockets or else it is really too short. It 
is a bit of a problem when I have to shake hands with 
somebody. That’s why I tend to give kisses instead. I 
even wrote a song about this skirt called Hands in the 
pockets” Fanny de Chaillé, Dysfashional

Whether you are looking at actual dance costume 
or just everyday dress what we wear influence our 
pattern of movement. Laurent Goumarre is writing 
in Dysfashional that “Walking more slow, avoiding 
sitting down, and standing straight are just some of 
the constrains that a simple piece of cloth can impose 
on the body”. And looking at the daily were just the 
lack of pockets or the place meant of them have a big 
effect on our movement, posture and also the way 
we feel. Knowing the input of garment suggesting a 
movement in everyday dress the importance of the 
costume for a dance performances must be even 
more important.

Looking at some garments worn at typical dance 
performances like flamenco, street dance, rumba and 
ballet for example you can quickly see a big difference 
in what the dancer is wearing.  And I ask myself; 
Would a ballet dance be the same dance if danced 
in a flamenco dress? How big effect have the dance 
costume over the movement? 

Helena Wulff wrote an article on dance costume 
(2010), that the movement can be helped by 
costumes in mainly two ways: a) by using garments 
such as big skirts or shirts that will move with the 
body and extend the movement, or b) by using 
oversize garments for hiding parts of the movements. 
However she is just discussing the shape and has 
forgotten to mention is the importunes of material. 
A stiff material will hide the movement and a flowing 
material is extending the movement something that 
sometimes is more or equal important than the 
shape/garment. However Helen Wulffs has a point 
considering the shape, it is as simple as that, about 
hiding, extending or combining the two, but another 
diminution can also be added when restricting the 
movement. 

Fashion designer Issey Miyake have through his career 
had a great interest in the movement, garment , 
the body and the space between the body and the 
garment. The space between body and garment is 
very interesting because it is here the meeting takes 
place and the movement is created. Miyake interest 
for the movement has led him to designing dance 
costumes for the pieces “Garden in the setting” and 
“The Loss of Small Detail” for Ballett Frankfurt. In 
the later mentioned pice he was working with pleats 
to create movement in the garments. The work 
with pleats is also visible in the fashion label “pleats 
please” and here you can see how the pleats in a way 
is making the garment more alive and open for the 
movement of the body. Issey Miyake has always been 
experimenting with the materials in the garments to 
achieve a relationship between body and garment 
and on lots of his fashion shows the models are 
dancing rather than doing the regular catwalk. Often 
the silhouettes are big which makes movements easily 
created. He has also been making a collection when 
all the models garments are attached which makes 
them not able to act on their own but having to 
interact with each other (Issey Miyake, 2011). 

 The  interest for space between the body 
and the garment is clear in Miyake Japanese heritage. 
There is a clear different between the western way 
of constructing garments and the eastern, looking 
at the stereotypical garment the kimono it is to its 
shape 2D when just laying on the ground but when 
put on a body spaces between the garment and body 
is created as well as beautiful draping.  Instead of 
constructing to fit a body the garment is a piece on 
its own and more responding to the body instead of 
restricting or fitting. (Holmberg, P 2011, p. 145-149) 

In Nick Caves sound suits the movement have an 
important role. Although the sound is in focus the 
sound is given by the movement. Cave is often 
reshaping the body to create a non human figure with 
a focus in prolonging the body and letting it continue 
from the head and up. He is more adding space to 

“dress influences patterns of movement 
witch are represented or expressed 
through a garments materials, cuts and 
shape” (2010). Else Skjold

the movement of the body and letting the garment 
be danced. Caves way of dealing with the movement 
is quite the opposite to Miakes. 

An other way of working with relays more to the 
work of Nick Cave than Issey Miyake is Oskar 
Schlemmer, one of the members of the Bauhaus 
movement, who developed Triadisches Ballett. In the 
work he began to conceive of the human body as 
a artistic medium. He saw ballet and pantomime as 
free from the historical baggage of theatre and opera 
and thus able to present his ideas of “choreographed 
geometry, man as dancer, transformed by costume, 
moving in space” (Triadisches Ballett’ 2010). The 
movement of this costumes are not at all extending 
the movement of the body but reshaping the body 
and the natural movement of the body. Schlemmer 
saw the movement of puppets and marionettes 
superior to the human way of moving and there for 
the costumes were made from stiff material and in 
a way restricting the movement of the body to suit 
the movement from a puppet. He also took away 
the human face from the dancer, one of the most 
effective ways of dehumanizing the body. In the ballet 
each act had a different colour and mood. The first 
three scenes are “against a lemon yellow background 
to affect a cheerful, burlesque mood; the two middle 
scenes, on a pink stage, festive and solemn and the 
final three scenes, on black, were intended to be 
mystical and fantastic” (Triadisches Ballett’ 2010). In my 
work I what to work with the mood in the same way 
but letting the movement be the mood.

In Triadisches Ballett the story of the ballet is inspired 
by Schönbergs Pierrot lunairebut it is not as much 
told to the audience as it is experienced by the 
audience. Doris Humphrey is writing about how 
literature or poetry is translated into dance (I read 
movement). She says that you need to be careful 
doing this for the story needs to be simple and 
clearer when translated in to dance. A too complex 
story cannot be danced (I read moved) (1987). When 
dancing a simple story you are adding a value to the 
simple story and all of the sudden something that 
cannot be said is being danced. 

Having that in mind I start to look at the structures 
of storytelling to keep it clear and not at all complex 
just having a focus on the feelings. Can a harmony and 
movement be created in the collection by using the 
harmony of a dramaturgy?

The same way dance is 
experienced rather than 
told my fashion should be 
experienced rather than told. 
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My aim for this work is to explore the dialog of movement between the garment and the wearer
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Development  
The points
The earlier experiments lead to the conclusion that 
interesting movement is easily created by applying 
a shape on the body and attracting it on different 
points. Depending on the amount of points the 
movement of the shape is more or less controlled by 
the body. Many points equals big reaction from the 
movement from the body and a small amount gives 
freedom to the shape and fabric. On the other hand 
too many points can also result in limited movement 
and just applying it on one point on the body gives 
the fabric and shape too much freedom. When the 
shape has to little points it loses in interests because 
it has nothing to relay to. When working with the 
different amounts of points it is clear that there really 
is something magical about the number of three. With 
three points the body can be covered and balanced 
between the points making the garment and body 
equal. The points are many enough to maintain the 
tension but not too many making it relay to much to 
the body.  

 When searching Issey Miyake  works I find a 
video that is dealing with the movement in a similar 
way as I did in my “tent-project”. Using a human 
body walking just normally with some points clarified 
with dots so you can see this dots in movement and 
also what happens when a line is drawn between 
these different points (Issey Miyake  A-POC INSIDE 
2007). Here you can see the lines which are the most 
influenced from a regular walk. Making experiment 
inspired by his work I search for witch points on the 
body who have the biggest effect in the movement. 
The experiments start by photographing the 
movement from my own body without garments/
shapes to see how it moves and which points are 
the most interesting one, and then adding a garment/
shape in a later state. 
 In the experiment it is clear that shapes 
including points on arms and head have a big and 
interesting effect when in movement. The points 
on legs however are more interesting in relation to 
other points and not as strong by itself. As already 
mentioned you get the most effect from points on 
the arms, they are the strongest and most important 
points because of its big range. However there are 
some points that are given and that you all the time 
need to relay to, the head is one of those given points 
even though the shape are not attached on head/neck 

they always have to relay and rest on them therefore 
they need to be involved as a point from the start. An 
other point hard to avoid is the legs that always need 
to come out from the shape so to not have them as 
a point is not really possible, either they are one point 
together or they are two separate points. Some of 
my tests to try to make a shape not using the feet as 
a point but to keep them with inside the shape have 
shown to be of danger to the person inside and as 
said earlier the feet need to rest somewhere. This is 
why the arms are such a good part of the body, they 
can be covered by a shape not as a point but still have 
a big input in the movement from the inside of the 
shape. Working with the waist to keep the legs free 
from being a point is not optimal either, but can work 
depending on the shape/material, you loose a lot of 
the rage of the body, the more you integrate of the 
rage of the body the more effect you get. This may 
make the work sound simple and boring but then 
you have to consider that the legs are long and there 
is a big difference between attaching a point on each 
wrist, on the knees together or high on the thighs. 

How to investigate the points?
The points are investigated through easy geometrical 
shapes. After applying several different shapes on the 
body i find a great difference between the actuarial 
shape and the shape stitched together in textile 
material. The material collapses and creates a new 
shape. The easy shapes like the square the cube and 
the circle are easy to work with and changing a lot 
when applied on the body, letting the body take place 
and mostly providing the width of fabric. In a way they 
are changing in the same way as the kimono when 
aplied on the body.
 The simplicity of the geometrical shapes is what 
is appealing, and what makes them useful to this work. 
Without being in the way or taking all the focus they 
are there still supporting the idea of the points. 
 When investigating the shapes the most useful 
once were shapes based on squares and circles. 
Although the shape might be of another character to 
the look, in the beginning it is either a circle, a square 
or a rectangle, just as it is or developed further.   

What I what to achieve with the garments is 
reshaping the body through movement.

Experiment-
ing with ca-
ble on differ-
ent shapes. 
applied on 
different 
amounts of 
points on the 
body.

4 points 5 points

2 points3 points
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Using the waist as one point ending up with a shape 
with a more garment-like look not using the full rage 
of the body.

Experimenting with working with two garments at the 
same time to create a movement (3 points in each 
garment). The aesthetics of this is also relaying more 
to typical garments and the idea about the points is 
not as clear as in the outfits when one shape is 
covering the body and its points.

Trying to avoid the head as a point just using the thighs and the two arms 
but in the end the fabric and shapes rests and creates tension from the 
head treating it as a point. 

14. 15.



Process
As a part of the working process the shapes have been videotaped in movement to be able to research how 
to get the ultimate movement to suit the mood. Therefore lots of the pictures from the process are stills from 
my movies and it has become the ultimate way of presenting my work. I guess you can say that the backdrop 
at the photo studio has become my frame. 

16. 17.







The material
Before it was clear that the mesh was the key 
material a research of  many different materials and 
their effect on the movement was made. In the 
research everything from a awning, filter wool, thin 
viscose jersey to a polyester organza was tested in 
movement. After the experiments the mesh was the 
most exciting one mostly because of its transparence, 
strengh and the elasticity making the material react. 
 In the first prototype using mesh it was clear 
how well it worked with other fabrics. In the specific 
prototype mesh was combined with a filtered wool. 
From this there is a jumping feeling in the movement 
of the garment, this jumping feeling comes from the 
elastics of the mesh combined with the heaviness 
from the filted wool. This lead me to the question 
what other types of materials the mesh can be 
combined with to add the effect in the movement. 
How would the mesh react on being combined with 
a heavy wire? 

The other materials from the research had many 
good qualities and became inspiration when trying to 
“add value” to the mesh. Like the awning witch I tried 
to imitate when applying the performax 191 62D  to 
give it the same stiffness.

Since mesh is elastic, strong, light and transparent 
when combining it with other materials the materials 
or “values”, as I have chosen to call it,  should have 
qualities in the opposite to mesh. Here follows some 
of my experiments with “adding value” to the mesh:

The first prototype combining 
the mesh with a filted wool. 
Two materials with qualities that 
are in contrast to eashother

Bicycle Tires 12 tum Heavy, responding to each other 
Cable Heavy, creating lines
Corrugated Light and stiff
Drain hoes Light and keeping its shape, creating lines
Foam Light, thick and stiff
Fringes Alive making the garment take more space 
Latex Heavy, wobbling and sticking
Red Lentils Heavy, free and organic in the movement
Padding Stiff, a little heavy 
Performax 19162 D Gives the material a natural stiffness like paper
Plastic squares Heavy, stiff, jointed and shiny
Pleating Making the material respond to the movement
Printing A bit stiffer, colored
Stitched pleats Alive in the expression
Stitching with rubber-thread Making the material more elastic and shrinking
Swelling paste Stiff and slightly bent
weaving Soft, heavy 
Wood glue Shiny and a little stiff
Wrinkled by pleating Stiff and wrinkled

 When working with a added material in a 
shape, or an “added value” as I have chosen to call it 
in this work, also the shape added needs to have a 
geometrical value.

20

Mesh is interesting as a material but it is when combined 
with other materials the true potential is reveled. Materials 
like wires or plastic are having a bigger effect from the 
movement. 
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The story telling structure
 
In a dancing performance you seldom use props 
often the stage is empty and no or just a few things 
that the dancer can work is available. For example in 
one of the Pina Baush preformance, Cafe Muller, the 
chairs play an important role creating the possibilities 
and restriction for the dance. In the same way I see a 
space for my garments using them as props or tools 
for dancing preformans (Pina Baush Cafe muller 2011) 
. The stage should be empty and the props should 
be human. When looking at the work as tools for 
expression there needs to be something to express, 
what? A simple story? I search, and I find a story 
telling structure.

The story telling structure needed to be simplified 
so I wrote it in my own words, both to understand it 
better and to make it suit the amount of outfits that 
I am to present. When translating it was important 
for to just find the essence and not to ad anything or 
take to much away. Having Doris Humphreys words 
in mind that the story can’t be expressed if it is to 
complex  

The new structure is as follows:

1. In the beginning there is no worries 
2. You are insecure 
3. And now also you are unbalanced.  
4. You are determent to make this feeling go away.  
5. You lose your faith.  
6.  You are trying to break free. 
7. You have succeed and reached a state of harmony.

How ever the moves of moods needed further 
investigation and a question was raised if the 
garments were in somehow in the way of the mood.  
A way of finding a answer was through dancing to 
music without the garments .  So to get further I 
started to research the movements of each mood 
through music.  The songs of my choice is as follows:

1. In the beginning there is no worries.  
Music:   Mr Sun      
 BRIGITTE BARDOT  
2. You are insecure.  
Music:   Railway station     
 DREJAN SPARAVALDO 
3. And now also you are unbalanced.  
Music:   Kommienezuspadt 
 TOM WAITS 
4. You are determent to make this feeling go away.  
Music:   Russian dance     
 TOM WAITS 
5. You lose your faith.  
Music:   Redroom     
  TOM WAITS 
6.  You are trying to break free. 
Music:   Lets not wrestle Mt heart attack   
 LIARS 
7. You have succeed and reached a state of harmony. 
Music:   Blume       
 EINSTURTSENDE NEUBAUTEN 
 
After having made the material experiments and the 
“dancing-without-restrictions” experiments the work 
had come so far that desitions on what materials/
body-points should be integrated in the different 
outfits/scens could be made.  
 
1. In the beginning there is no worries.  
Material: Padded 
Points: Arm, Head and knees together 
2. You are insecure.  
Material: Latex 
Points: Legs separate as two points and the neck 
3. And now also you are unbalanced.  
Material: Foam 
Points: Hands separate and head 
4. You are determent to make this feeling go away.  
Material: Plastic squares 
Points: knees together, hand and neck 
5. You lose your faith.  
Material: Red lentils 
points: Hands separate and the head 
6.  You are trying to break free. 
Material: sports cones 
Points: Head, hand and waist 
7. You have succeed and reached a state of harmony.
Material: Drainhoes 
Points: Shoulder, hand and leg
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The different outfits/scens
1. In the beginning there is no worries. 
The padded mesh works excellent to provide the garment with the 
feeling of protection, it also makes the movement a bit slow but 
effectfull because of the stiffness in the padded. Because of the 
asymmetry of the shape there the movement of the outfit is per-
ceived differently depending on the angel of the view. Color wise the 
orange expresses the naive hand happy feeling that suits the mood. 

2. You are insecure. 
For this outfit the latex gives a little more reaction from the move-
ment. It is sticky and the movements are a bit hard to control, there 
is no elegance in the movement.  The movements are perceived as a 
bit in conflict with the body, the movements provided are still happy 
but in a clumsy way.

3. And now also you are unbalanced. 
This outfit is about balance to have it and the loss of it. The foam I 
have used for this is stiff and light, it doesn’t make the mesh fall heavy 
but just tries to keep in shape. The hands have a big effect on the 
movement and a little move from the hand make the look of the 
outfit change a lot.  

4. You are determined to make this feeling go away. 
The bricks of plastic (15*15 cm) are heavy and because of the 
distance between them (3 cm) they are looking in each other 
making the wearer move slowly with difficulty but with 
determination. 

5. You lose your faith. 
The lentils are heavy and organic. They are all the time adjusting to 
each other and therefore giving the movement a sense of a life on 
its own. When yo are moving in the dress the dress follows the 
movements given and is in one way out of control from the wearer. 

6.  You are trying to break free.
The cones are prolonging the movement from the body and 
collecting air like a balloon in movement. The shape are easy 
responding to the body . The effect is direct and there is no question 
your in a fight. In the collecting this is the climax of movement.

7. You have succeed and reached a state of harmony.
The drain hoes is more restricting the wearer in its pattern of move-
ment providing her with a tool do dance around. The movements 
coming from the dance are in harmony.

The aesthetics
 When it comes to the esthetics of the work, the 
relationship between the garment and the body 
is always depending on one and other to keep in 
balance. Clark is writing “Nakedness and clothing help 
define each other. They can function as “nuclei” of 
humans’ “sense of order”” (1956). There should be a 
balance between body and garment that are helping 
to define each other.  As mentioned earlier I what 
to reshape the body through the movement that is 
created and there for there needs to be a balance 
between body and garment and both of them should 
have the same value. If I for example am to show the 
face in a garment many of the different parts of the 
body would have to be covered to keep the same 
diffuse expression.  
 The aesthetic expression is also clear in the 
simpleness of the shapes allowing the “added value” 
to have space in the outfit. 

The colors of the work has come through the 
process, from the beginning  there was only the mesh 
in skin tone, black and white. And to that the colors 
have grown to ad to it, when for example working 
with the plastic squares they have a natural bluish  
tone which I chose to keep, and the latex with a 
yellow color when applied on white mesh. The color 
of the mesh and the body stocking have been there 
to support the tone of the outfit and the added value. 

27.
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THE IRREGULAR SHAPE 
PART 1 (soft)

Diameter of the cirkel 1 m 
1. Head
2. Hand
3. Hand

Padded fabric

1.
2.

3.
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THE CIRKEL

Diameter : 1,5 m
1. Neck
2. Leg
3. Leg

1.

2.

3.

Yellow area coverd with 
latex
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THE PIPE

Hight: 2 m  Width:  1,3 m
1. Head
2. Hand
3. Hand

1.

2.3.

Grey area coverd with foam
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THE REQTUANGLE

Hight :  0,96 m With: 0,78 m
One brick: 0,15*0,15m
1. Neck
2. Hand
3. Knee

1.

2.
2.

3. 3.

Blue area plastic sheets 
15*15* 0,2 cm 

Front Back
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THE IRREGULAR SHAPE 
PART 2

Lengt: 6,7 m 
1. Head
2. Hand
3. Hand

Orange area lentis in a tube

1.
3.

2.
37.
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THE CUBE

0,8m *0,8m*0,8m
1. Head
2. Hand
3. Thighs

1.

2.

3.
Front coverd with cones
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THE REQTUANGEL AND THE 
CIRCEL

Hight: 2 m  Width:  1,3 m
1. Head
2. Hand
3. Leg

plastci cabel

1.

2.

3.
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Prereflection; context

When the commercial fashion is based on trends this 
work takes no notes of that, instead the work is based 
on the classic feelings that you usually are using when 
creating a good story. By doing so the collection will 
be stronger than trends and could be considered as a 
timeless work. The way of working with the structure 
is keeping it away from commercialism and is placing 
the work in the balance between dance wear and 
fashion but far away from the commercial fashion.

The purpose of the fashion which is created is to be 
worn and preformed therefore it is opened to be 
styled to suit a place and situation. When presented 
at a fashion show it is suitable to relay to the context 
of the show with appropriate attributes.  The walk 
can be exaggerated and it could be styled it with 
typical fashionable high heals. The walk also needed 
to be tested for the fashion context, I knew how the 
garments respond to dancing and the mood which 
they all were to suit, but how I needed to see how 
the garment would respond to a typical fashion walk  
But when switching to an other context like a dance 
performance the styling would be minimal.  
 Because of the character of the shape and 
how they all are odd and far from fashion, they are 
easily put in different contexts. But here you need to 
be careful, it is easy to make the context comic and 
that might be suitable for some situation but there 
could also be a challenge in trying to create another 
feeling to the context.

42.

The conclusion of the work are as follows:  
The material and space between body and garment 
creates the possibilities and restrictions for the 
movement, the placement and amount of points uses 
the possibilities of the material and space to create a 
movement. 

 43.



Contextualisation1When testing the movements in garments I went to a badminton arena to see how the garments would respond to the movement of a badminton game. 



Contextualisation2 Styling the shapes with real garments. 



Discussion and reflections

Comparing the different experiments/outfits with 
each other and their effect on the movement the 
experiments/outfits show a diversity off different ways 
movement can be created in a garment however the 
factors effecting the movement remain the same. 
 The factors investigated, the material, the 
shapes and the points of the body, have all a big input 
in the movement and almost the same importunes 
but a small grading can be done.  
 The choice of material was shown to be 
the most important factor for the movement of the 
garment, both the choice of the mesh, the choice of 
the added value (or the choice of another material)
have the biggest input in the movement of the 
garment. It is in the material that the character of the 
movement is created and the movement is depending 
on the how the reaction from the garments material 
is, if it is slow or fast, heavy or light.  
 Secondary for the movement was the 
space between body and garment, the shape and 
the amount of fabric in the shape, this is controlling 
weather the movement is restricted, extended or 
how much of the human body is visible or hidden. 
Comparing this to the amount of points and 
placement of them, the effect from movement is 
more deepening on the material and amount of fabric 
and this gives the possibilities and restrictions for the 
points. Different shapes can be applied on the same 
points but the choice of material and amount of it will 
make a big different to the impact of movement. 

The arms were the most important body part 
when creating movement in a garment, because of 
there rage and their possibilities to relay and create 
a meeting with other points. The more of the body 
that is integrated (hidden) in the shape the more 
unexpected movements can be created, no 2 for 
example is keeping most of the body within the shape 
therefore the shape in itself can be simple because it 
is meeting with the whole body on the inside of the 
shape. Even though the shape itself doesn’t include 
the arms as a point the arms are still much active in 
the meeting and a big factor when it comes to the 
movement. 
 The amount of points are important to create 
movement and meeting, if there is too many points 
then it is no meeting or if it is just one point there 
also is no meeting, three points was shown to be a 
good amount to keep the meeting strong and let the 
garment and body be equal. 

The most important thing with the movements are 
how they are interacting with the wearer in order to 
create a feeling and in this way the wearer and the 
garment are equally important.  
 The more restricting movements, like the ones 
you find in outfit no 4, are communicating a feeling of 
being stuck, loss of possibilities and being controlled 
this because of the little amount of fabric and the 
heaviness and placement of the bricks (with a distance 
in between of 3 cm). In this outfit the new pattern of 
movement is created by restricting the possibilities for 
the body.   
 The more free movements, like no 6, are on 
the opposite communicating the feeling of chaos and 
fight. In the outfit the placement of the cones with 
big distance between them and the amount of fabric 
is creating the feeling and letting the garment move 
freely and a lot from little reaction. The two garments 
are in opposite to each other when it comes to the 
amount of fabric in the outfit and it is clear that the 
meeting and feeling communicated is a result of that. 
 There can also be something added to a outfit 
by exploring the different angles of a it, in outfit no 
1 the outfit is changing a lot between the different 
angles. The outfit is also, because of its asymmetry 
and lightness, encrusting the wearer to move and 
play in it and not controlling or chanching the pattern 
of movement form the wearer but just hiding and 
extending some parts. Comparing this outfit to other 
outfits (like outfit no 3) where more clearly the 
garment is encroaching a certain way of moving. 

The more of the body that is visible and active in the 
movement the more in control or active the wearer 
seem to be, both the size and the transparency of 
the shape effect this. In no 7 the feeling of harmony 
is created because of the balance between body and 
garment, it is clear and visible how the body is using 
the possibilities and restrictions of the garment, if it 
was not visible the outfit would not speak harmony 
as clear as it does now. In this outfit the wearer has to 
adjust its natural movement. 
 When a lot can happen to the garment during 
a movement like in no 3 and 6 a drama is created in 
the unexpected movement of the garments. What 
also is important here is the placement of the added 
value and that there is a big distance between them, it 
is in the distance this type of movement is created.  
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 The greatest limitation of the technique/method would be in the esthetic expression, when working 
with shapes as a starting point the garments will be not very garment-like in the expression. Since there are 
no references for the audience/viewer the work might be confusing.  The outfit no 6 is the most garment like 
outfit, because of its irregular shape and its placement on the body it is getting a dress-like expression, this 
outfit/method could be used as a model when commercializing the work.  Also lots of the added values could 
be added to a fashion context by for example applying them on actual garments, like making a dress with the 
mesh/latex combined fabric (no 2). The question of commercializing would not just be about applying details 
to the work but also about applying the material to another type of shape.  
 When taking the investigation further the shapes can remain the same all through the work to 
more clearly see the effect from the added value or the choice of material and how it effects the pattern 
of movement. Or the other way around, to work with the same material to investigate the effects from the 
different shapes in movement. 
 Another way of developing the work further would be to cooperate with a choreographer and to 
create the story and the movement simultaneously, to start with nothing and to create a lot togather.  That will 
be my next step.
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Pictures:
All the pictures in the report are pictures from my 
process with me as a photographer.
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Appendix:
Critique of Mr. Larssons work

Daniel Larsson’s work is over all a well developed 
and an interesting discussion that adds an important 
comment to the way we live (not just the 
environmental part but also our past). The work as 
an helmet there is a balance between a poetic dream 
of a simple life and a critic of the society and how 
we live to day.  What I like about this is that he is not 
just raising a question about an issue but suggesting a 
solution, and that the solution is the focus of the work. 
The idea is clear all thru the work and supported by 
relevant experiments showing the many possibilities 
of sustainability.

I follow and understand most of your choices of 
material and enjoy the way Daniel take a “second 
hand”- material and then add value to it in form of 
coloring and the coating with beeswax and so on. 
The way he is working with the material is how 
he adds poetry to the work. Therefore I find it sad 
when he is adding materials with already high-tech 
qualities from FOV. I understand the function of it but 
I don’t find them necessary to your work. However 
they ads a function to your work when showing a 
diversity of different materials with low effect on the 
environment.   
 I understand the melancholic color scale 
of Daniels work however in my personal taste I 
LOVE the color scale that you get from your dying 
experiments as well as the mix in the of material in 
your harvesting dress. I am convicted that a richer 
color scale would work very well  to the collection, 
and if you were to develop it further I what more of 
those colors.
 In your last outfit I find the mix of material very 
strong and one of my suggestions is to try to get 
more of that color scale into the work, one possibility 
is to use rag to weave a garment with waste material. 
One side of that is that the quality of the materials 
doesn’t have to be good to make a strong new fabric.
The grass is another material witch I question, not to 
be a part in the work but its position. Don’t you lose 
a lot of the function in movement then quilting grass 
on a pair of pants? And how durable is it? I could see 
the grass work beautiful as an “assessors” like a nice 
hat with also the function of keeping your face way 
from the sun when harvesting or as a pair of shoes, or 
a bag.

The discussion about aging visible true the whole 
work with giving a second life to the materials but it is 

most clear in the never washed sweater and also the 
greasepaints. In these pieces time is a design aspect, 
to include that in a garment is to prolong its life as 
a fashionable garment. Questions: How does your 
sweater worn every day monarch strength wise? Do 
you have a suggestion for the second/third life of your 
materials? And garments?
 There is a clear choose behind the shapes of all 
the garments and he has an interesting way of looking 
both at old work wear and new high-tech work wear 
to get his own “best of ”. All the shapes are based on 
the movement and the activity and the lines of the 
collection are motley and fragile.

Who is you target group? It feels still like your work 
is a little bit too conceptual and not quite ready for 
being applied as work wear? However I am also 
interested in the prize for the collection? How much 
would a jacket coated with beeswax cost? Who 
would buy it? Isn’t it mostly DIY workwear?

I am also interested in seeing what the worker Daniel 
Larsson will be wearing this winter.
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