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ABSTRACT

This report deals with the definition and meaning of garment. It explores how the 
meaning of a garment alters depending on how it is worn. Is the meaning of an garment 
somhow in the garment itself? By searching for new expressions in clothing by eliminat-
ing parts and giving other a new purpose, the aim is to explore the aesthetic potential 
that occurs when two garment’s are incorporated. This is dealt with through a method 
that discusses the definition of an artefact. From a minimalistic point of view the es-
sence of garments is explored through revealing what is underneath and exemplifying 
how the garments interact or affect each other. Through experiments I studied how to 
incorporate two garments in an natural and unforced manner. To find perfect balance 
in imbalance. As a conclution of my work i discovered that to create balance between 
two garments was to use the details discreatly and to focus on the small things. However 
I realised that the “perfect“ balance was not the aim i was striving for. Questions that 
has been discussed is how much does a garment need to be recognisable and how much 
does a detail need to be visable. As a method I see this as the starting point and there is 
more to be explored and developed.

KEYWORDS
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Cultural theorist Joanne Finkelstein (1998) writes that whenever fashion is defined they 
commonly link the psychological with the biological, thereby making fashion a univer-
sal human desire for social approval, acceptance and individuality. No matter what form 
fashion takes, it will always be an expression of fundamental human needs to adjust to 
the latest, and decorate as well as promote oneself. While many think that fashion is
 repetitive, wasteful and futile, it is also taken very seriously. Fashion is believed to satisfy 
certain needs and to show your status in society.  It could be discussed that from an
humanistic point of view, clothes is most understood as a media for expression and from 
an economic view clothes is explored as a fetish or symbol in society (Thornquist, 2012). 
Artist Quentin Bell (1976 cf Finkelstein, 1998) refers to fashion as 
‘playing the game’ and by failing to play the game (to wear the wrong necktie, 
the cheap perfume, or an imitation) is worse than not playing at all. Even if these choices 
are unintended or simply because you do not care, it would still be considered as a fail-
ure. Bell states that dressing badly, to violate certain codes of sartorial conduct, 
can be interpreted as a psychological betrayal. On the contrary Anne Hollander 
(1980, cf Finkelstein, 1998) discusses fashion as something that everyone is part of. Most 
people care about how their clothes look and regardless if people state to be anti fashion, 
they are still a part of it. Hollander recognises that styles and fashion in clothes are 
influential and that fashion is in the styling of everyday life. 

Malcolm Barnard (1996) states that defining a particular piece or garment as fashion 
may not be possible, but that it should be possible to ascertain wether a piece of clothing 
is functional as fashion. According to Barnard, a garment is not an item of fashion until 
someone uses it to indicate their actual or ideal place in social structure and there is no 
particular essence a garment must have in order to be fashion. At one point in time it 
might be the fashionable thing to wear but not at another. Garment’s has nothing in com-
mon to fashion, it is only the context that allows the identification of a garment as fash-
ion or non-fashion. Designer Helmut Lang claims that when you finally make a piece, 
you put the idea aside and the wearer puts it in another context. It is the personality of 
the wearer that puts it in the aspect of fashion (http://www.csua.berkeley.edu)

There are many different thoughts if a garment should or must be wearable. Paolo Volon-
té means that the term “wearability” in not always clear. The dominant idea is that clothes 
should be appealing to the average consumer and that they can wear the garment without 
the fear of being to daring. Others feel that clothes should fit the shape of the body with-
out inhibit movement. Finally some have the idea of that clothes should have durability 
to be able to withstand changes in fashion (Fashion theory, 2012).
On the other hand Yoji Yamamoto (2011) thinks that if a garment is wearable or not is 
dependent on details. Finding the right place for a button is a matter of life and death 
of a jacket and it is what makes the garment come to life if placed in its ideal position. 
Yamamoto explains how perfect construction and details makes a garment wearable or 
not. He strongly emphasizes that nothing should be forced into a position and that a 
garment has to look natural when placed on a body.

INTRODUCTION
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The manner that we normally place clothes on our body almost never change with 
fashion. Underwear first, then trousers and a top. Maybe with a sweater over and finally 
a jacket or coat. The conceptual designer Rei Kawakubo explores how garment affect 
each other. By deconstructing and making a collage with various garments, she argues 
that garments have multiple personalities. To understand the personalities within gar-
ments Barthes (1983, cf Barnard, 1996) has made examples of the meaning of each gar-
ment and how the meaning can alter depending on how it is worn. If a cardigan is open, 
is suggests sporty and laid-back. If the cardigan would be closed the meaning changes 
and refers to someone who has dressed up and looks more serious. Thus it is not just the 
garment itself that has a personality, depending on how you would wear and combine 
the garment itself alters the personality.

In Fashion as Communication, Malcolm Barnard (1996) writes about the meaning of 
a garment, how some people would state that the meaning of an item is somehow in 
the item itself. Most often in it is decided by colour, shape or texture. Examples that are 
made are for instance a white shirt, how it is often described as a garment that goes with 
anything and everything and that a little black dress is ‘sophisticated’ and a little red 
dress is ‘sexy’. Barnard states that “The characteristics and consequential meanings of 
items of fashion and dress convey different and often contradictory messages at the same 
time” (1996).

In the early decades of the twentieth century, Marcel Duchamp created his famous 
ready-mades (un-altered objects). These ready-mades incited criticism as the objects 
were perceived to have required minimal effort, thereby repositioning their worth from 
the productive to the imaginative. The ready-mades were removed from their prior 
context and function and elevated to the status of art objects. Duchamp praised the 
found object and encouraged it to be used in a new media to further discard the 
relevance in traditional media.  

 

Fig. 1 
Comme Des Garçons

Spring 2000

Fig.2 
Comme Des Garçons

Spring 2012

INTRODUCTION
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Fig. 3
Comme Des Garçons Summer/spring 2008.

By affixing the entirety of the dress as a flattened shape atop a base garment, nullifying 
the protective capabilities of the outer layer. Comme Des Garçons have in multiple
collections have taken garment’s and given them a new or no function (Dimant, 2010i pp. 
58)

 

Fig. 4
Helmut Lang Spring/Summer 2003

The garment becomes a purely aesthetic object, as it no longer serves a functional 
purpose to conceal or protect the wearer. Lang frames the form of known garment’s 
through production of seams alone (Dimant, 2010, pp. 110).

He explained that nearly every one of the ready-mades existing today in not an origi-
nal in the conventional sense. As a discussion for this method in fashion, if a garment 
is ready-mades or not, Rei Kawakubo for Comme Des Garçons (see fig. 3), have used 
clothes and objects and placed them in a new context, while Helmut Lang (see fig. 4)
simply removes the non-essence part of garment  only leaving its foundation seams.
 By doing this they still maintain the elements required to identify the garment. 
(Dimant, 2010)

INTRODUCTION
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Maison Martin Margiela
Margiela’s work is strongly driven by researching deconstruction and creating new 
discussions in garment’s and tailoring. By revealing the primary elements of design such as 
the seam, lining and darts, he is making the constructive process public. 
Through exposer of an object’s fundamental design he thereby highlights the garment
 itself with a primary interset in materials and the process of dress in minimal art.
 (Dimant, 2010).

Fig. 6
The collection from spring/sum-
mer 2012 is said to have been cre-

ated around a notion of 
spontaneity. Cloth have been 
wrapped around the models and 
with the use of underwear the 
cloth have been tucked into them 
to create shape and becomes a 
dress (http://www.contemporary-

fashion.net).

INTRODUCTION

Fig. 5
In 1997 he presented his “semi-
couture” clothes that are half fin-
ished and shown to the public on 
hangers. Although he makes the 
chiffon study wearable with elastic 
bands and corset bones, it never-
theless gestures to a garment that 
remain forever unfinished. Like a 
deconstructed work in progress 

(Cambridge, 2011).
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Ann Sofie Back
In Back’s earlier work she welcomes “dressing mistakes” in her design. She investigates 
the everyday life and banal through her clothes. In Back’s early work she investigates how 
garments affect each other by layering, but also revealing garment’s or body parts that in 
most cases are meant to be hidden. In her collections, underwear have been used both as 
decorative and construction. This puts emphasis on that anything from a woman’s 
wardrobe is wearable in multiple ways. Her work is most often based on social and 
cultural aspects of fashion, such as certain status, class or originality and how people get 
confused to attain those things through clothing (http://www.contemporaryfashion.net).

Fig. 7
Autumn/Winter 2005

As seen in this collection, underwear and accessories is placed on garment’s as 
an application, while questioning social status as what you want to be hidden 
or displayed (http://annsofieback.com/back/archive).

Fig. 8
Autumn/Winter 2008

Compared from the collection above, this one emphasises the potential of 
including underwear to an outfit more than as an application. Garment’s are 
draped out of underwear to skirts and dresses and details from them have 
been added to the construction (http://annsofieback.com/back/archive).

INTRODUCTION
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There are many opinions on what meaning a garment have or does not have and many 
designer’s have explored it in multiple ways. However exploring if the meaning changes 
by combining a garment with another garment has not been explored to the same extent. 
Starting of from minimalistic theories, the motive behind my work is to study garment’s 
affect and meaning when they get incorporated to each other. 

The study will build on primarily Maison Martin Margiela’s work, especially from ss2012 
and Ann-Sofie Back’s work, starting of by looking at the gap between them. In Margiela’s 
work there is a sharpness but at the same time a sense of it being spontaneous and effort-
less, while Back’s work  makes a remark on mistakes and embraces them. 

What i am aiming for in my work is to find the balance between two garment’s, but also 
the balance of when it is to much or to little of each garment. How much can a detail 
of one garment affect the other in regards to the body and shape? This will mean look-
ing into clothes on their own and eliminating all non-essence of them and also finding 
a natural and unforced way to incorporate them in. By searching for new expressions in 
clothing by eliminating parts and giving other a new purpose, questions like wearabil-
ity, composition and identity will appear. Does one garment’s value increase or decrease 
when its incorporated with another garment with higher or lower value? How can I bring 
two garments together as one and still feel natural and not forced together?

AIM
The aim of this work is to explore the aesthetic potential when two garment’s are 

incorporated to each other. 

MOTIVE

INTRODUCTION
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General
Design method’s often consists of the same factors, however the process can vary from 
person to person or project to project. By analyzing one experiment and develop it thru 
a new tryout it focuses on one question to solve or develop, however if the aim is not 
narrow from the beginning one method is to make a series of experiments independent 
from each other and analyze them one by one to find the aim (Brandt & Binder, 2007). 
This is what Sir Francis Bacon empahasises in his method, to isolate the form or cause 
of one object and then do further investigations e.g. when the object occurs and do not 
occur, you should be able to find the possible gap. The Baconian method is based on 
collected information to build a case from the ground up and to do so one must demon-
strate their work with formal proof and not unevidenced hypothesis (Bacon, 1990).
By isolating one object it also gives the potential of exploring it through the relationship 
between form and material and/or technique and expression (Thornquist, 2012). 

Part of the process of identifying the object involves finding out what other have done 
in the same area and in some cases the process itself is more important than the final 
result. Even so one must also be aware of what meaning an object/artefact has. In Dr M 
Biggs’s paper The role of the artefact in art and design research (2002), he writes about 
the relation between artefacts and text, that the combination of both is needed to medi-
ate knowledge, understanding and insight. The visual communication and interpretation 
cannot depend on objects alone since the interoperation of an artefact can have differ-
ent meanings that have been projected onto you by culture or context. Fashion designer 
Jessica Bugg (2009) writes that through her research in wearability and physical hu-
man engagement it has become clear that it is not always appropriate or even possible 
to describe fully the concept to the viewer.  Some might say that art is a media to ‘point 
out’ and ‘shed light’ on different concepts and conditions, to only illustrate their ideas or 
thoughts instead of construct or develop them and that a risk with this method might be 
that it will only echo already existing theories (Thornquist, 2012). However Bugg demon-
strates that it is possible to produce concept-led clothing that still allows an open read-
ing of the work free from restrictive boundaries and classifications. The analysis she has 
made from her studies is that context can add to a reading of the work as fashion or art, 
however the work does not need the specific classification as fashion. Artifacts that are 
left to speak for themselves in exhibitions, is what Wollheim call (1980, cf Biggs, 2002) 
‘physical-object’ hypothesis, whilst Vergo (1989, cf Biggs, 2002) describes it as ‘aesthetic’ 
exhibitions. 

The artefact has little or none information other than the object itself, and the process of 
understanding them is highly experimental. There are also ‘contextual’ exhibitions which 
means that the objects are complementary with information. Some might be critical to 
the aesthetic views where the object is expected to embody knowledge, especially because 
the viewer may not share the same cultural or social background that is needed for the 
right interpretation (Biggs, 2002).

METHOD
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Specific
“Ontological perspectives in dress are about exploring the nature, existence, reality and 
being of dress in order to propose new definitions in dress and in the creation of dress. 
Fundamental concerns are: what is dress? What is a garment? What is the relationship 
between body and dress? What is the condition of dress?”

(Thornquist, 2012, pp. 17)

As opposed to the Baconian method (1990), my method will partially build on “quali-
tative research”. It is not based on statistical procedures or formal proof, it can refer to 
research about persons’ lives, experiences, behaviors, emotions and feelings 
(Strauss & Corbin, 1998, cf Bugg, 2009).

Similar to Maison Martin Margiela and Helmut Lang, that both concentrates on a 
methodology that reveals the dressmaking process through exposure of what is normally 
concealed elements of pattern making, my method is also based on exposure. However 
not based on showing the construction of each garment, but rather the exposure of what 
is underneath and how the pieces are incorporated with each other. Although the aim 
is the same, to use a method that argues and discusses the definition of an artefact. In 
Margiela and Lang’s case the garments does not receive a definition that is based on e.g. 
colour or shape, but rather to define an artefact and its core. By reduction, transparency 
and breakdown the intentional focus is on the constitutive elements and becomes the 
evidence of their own process (Dimant, 2010). As well as demonstrating the construction 
process, Margiela’s work also consists of incomplete items that embodies un-decidability 
that fashion design generally seeks to hide (Cambridge, 2011). 

By placing her work in new contexts, Jessica Bugg (2009) was able to move beyond the 
stereotypical classifications and viewers were able to identify the fact that it was 
unnecessary to classify her work at all. What she wants to discuss is the matter of fact 
that conceptual and experimental design practice, have the ability to function in different 
ways in a variety of contexts.

METHOD
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DEVELOPMENT

“For the purpose of everyday life, seeing is essentially a means of practical orientation, 
of determine with one’s eye that a certain thing is present at a certain place and that it 
is doing a certain thing. This is identification at its bare minimum. A man entering his 
bedroom at night may perceive a dark patch on the white pillow and thus “see” that his 
wife is in the familiar place. Under better lightning conditions he will see more, but in 
principle orientation in a familiar setting requires only a minimum of cue” (Arnheim. A, 
1974, pp.42).

My concept was developed from these two pictures. Figure one was a tryout on how a 
garment would be held up on the body and at the same time be a garment one can relate 
to, with as minimal effort as possible. What is seen in fig. 10 are snapshots from a movie 
that was made early in the process. The idea behind the movie was to find garment and 
shape in a moment and to see the effect two layers have on one another.

Fig. 9 Early draping

Fig. 10 Movie
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DEVELOPMENT

Suit jacket Shirt

Knitted sweater Negligee

Suit trousers Underwear

My choice of garment’s to explore was based on identity and recognition. The potential 
they offer because of this, makes it possible to remove parts or only show a small por-
tion of it and still keep its essence. Chosing them from an archetypal point of view aswell 
as the indentification and meaing in each garment to then justify if a sertain garment is 
important in this collection. By refering to Bell’s words about ‘playing the game’, where he 
discusses the failure in dressing by wearing the ‘wrong’ garment, I here intend to embrase 
those thoughts and mistakes by giving them an significant meaning.

Archetype
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DEVELOPMENT

First draft in sketches. Second draft in sketches. 

The aim was to look upon a garment and by transforming it to an undefined objects there 
would be a discussion of identity. This idea was dismissed since the focus was more about 
a piece of cloth, rather than the artifact itself. 

Third draft in sketches (see fig. 11).

Trial and error
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DEVELOPMENT

These pieces were removed from the work due to the garment’s being forced into place. 
Instead of it being two parts that are equal to one another, one part only contributed as 
an application.  

Fig. 11
Third draft

Trial and error
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Minimalism is described as a movement where the work is set out to expose the essence 
or identity of a subject through eliminating all non-essence forms, features or concept to 
create maximum effect. A problem with minimalistic art is that it in some cases do not 
exist . Minimalist has been pulled and stretched to cover such a wide range of art that it 
has lost whatever meaning it once had (Batchelor, 1997).  Elyssia Dimant on the other 
hand has a rather simple and clear vision on minimalism, which is to create a perfect 
balance out of imbalance. She explains that to be a true minimalist, one must put ego 
and the past aside to develop and enrich the work. It is about moving forward and to 
not leave any room for mediocrity. Styles of minimalism should not be restrictive, but 
liberating (Dimant, 2010). Neither should they be complicated by adding unstable ar-
rangements or unnecessary ornaments to its simple form (Batchelor, 1997). Minimalistic 
artist Donald Judd refers his art as real materials in real space. He explains that his work 
is not an attempt to deliver his one political or social message, but to focus on the space 
occupied and created by his objects. In his essay “Specific Objects” he discusses that “real 
space” is more powerful than pictorial space (Judd, 1965).

Sketches from workbook.
By sketching in this manner, it is possible for me to focus and look upon the garment itself
without being distracted by other elements.

DEVELOPMENT

From an minimalistic point of view
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DEVELOPMENT

Sweater and necklace

Top/dress and bra

Sweater and trousers

Dress and panties

Shirt and skirt

Dress and socks

The development from the first to third draft is that through experimentation, I found 
that the strongest expression on garment’s affect on each other is when they are placed on 
the body in the ‘normal’ manner. ie underwear next to the skin then shirt and pants. It is 
thus more clear how it becomes an important detail to the outcome.

Composition
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First tryouts/toille

Fig. 12

Fig. 15 Fig. 16 Fig. 17

Fig. 13 Fig. 14

In this part of the process, I looked at the interaction between the selected garments.
As shown in fig. 12, the combination of a bra and top is successful. However, there are 
too many elements of the bra visible. To create the strongest expression in each garment, 
it is hereby clear to only focus on one element or detail. This means that fig. 12, 15 and 
17 are dismissed because of that. The outfits shown in fig. 13, 14 and 16 are all much 
more focused on one detail, but it becomes clear that in order to create a visual effect, it 
is required that the garments colours are not tone on tone with each other.

Successful experiments due to colour combination and focused elements

DEVELOPMENT
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Experiments with different garment combination 

DEVELOPMENT
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When it comes to colour within minimalism, it might be easy to dismiss strong shades 
and only think of very pale pallets as it might have been in the beginning of the era. The 
idea of  “white-on-white” was present in the visual culture and became a clear break from 
strong colours. The absence of colours came to signify purity and newness, serving a new 
fresh layer of skin as  white clothes link to the historical notions of hygiene. Nowadays 
the colour as such, does not have an effect on what is described as minimalism or not.
It depends on its context if colour is unnecessary or if a bright colour might highlight 
your work. For example in Judd’s work ‘Untitled’ (1963), he made basic shapes in bright 
red that would outline the contours and hard edges of his work and thereby articulate the 
objects presence and determining the physical boundaries of an object (Dimant, 2010).
The expression I was aiming for with the colour was to create a shade that had a feeing of 
being washed out. By that i do not mean old or worn, but faded. To achieve this I made 
many tryouts and came to the conclusion that almost no colour needs to be added in 
the dyeing bath and the amount of black became a crucial ingredient to create the faded 
shade. However to create a balance within the colours there are also stronger colours 
added. As mentioned in the text above by Judd, bright colours will allow the contrast 
between the garment’s to be much more visible.

Fabric samples in polyestes and silk

    Colour tryouts in Habotai silk          Selected colour samples as foundation

DEVELOPMENT

Colour
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DEVELOPMENT

Experiment in colour combination
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To create the intersection point where two garments meet I made tryouts in 
various techniques, starting of by making ordinary buttonholes. However 
as my goal was to bring two garments together by looking as natural and 
unforced as possible, this technique had to be dismissed. Tryout number two 
came as an incedent, as my plan was to make pockets in knitted fabric. The 
result was a clean hole in the fabric and based on that result I chose to make 
the holes in that manner.         

Other details and result of joining the garments together

DEVELOPMENT

Details
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DEVELOPMENT

Sketches
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RESULT

1
All non-essence of silk dress has been removed in order to highlight the integration of 
two garments. This dress was developed from an experiment (seen in fig. 9) where the 
aim was to find out how the garment would stay on the body with as minimal effort as 
possible. The result is a dress with a necklace as straps. The decision to use underwear as 
garment number two was based on the fact that that is usually what one wears under-
neath.
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RESULT

2
The trousers have taken inspiration from pantiehose in fabric and colour. The jackets model is a combi-
nation of jeans- and suit jacket and the point of this, is to use a fabric that is a contrast to the silk fabric 
in trousers but at the same time keep a clean surface and shape.  To close the jacket it relies on a belt.
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RESULT

3
The knitted sweaters back has been removed since it is not needed to identify the gar-
ment itself from the front. By doing so it also creates an illusion of only wearing a pair of 
trousers and an accessory around the neck. The sweater’s length has been exaggerated to 
accentuate the influence that the trousers has on the sweater. As shown the garment’s are 
integrated in the waist and to make that possible, the waistband on the trousers is unat-
tached in the front.
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RESULT

4
The outfit consist of a silk dress combined with socks. The integration is rather vague 
when standing still, however when seen in movement the affect they have together is 
strongly visual. Together they follow the bodys movement.
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RESULT

5
Since this outfit is based on the integration around the sleeves, I have removed the col-
lar on the jacket, but by using traditional vent pockets and the vent in the back it is still 
recognizable as a blazer. Without the collar the effect from the top underneath gets more 
visual. Both top and skirt are based on lingerie and the top’s size is made to big so to stay 
in place and cover the body it rely on the jacket.    
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RESULT

6
The dress is integrated with the middle section of the bra. To accentuate the place where 
two garments meet, the holes on the dress has been placed lower to create a draped effect. 
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RESULT

7
Knitted sweater made oversized to become a dress. Perceived as a sweater in front and 
a dress from behind. Trousers consist only of the front side and are connected to the 
sweater through a belt. From the front the trousers are clearly visual with all its details, 
however from the side and back they become less defined as a pair of trousers. 
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RESULT

Fabric scans
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REFLECTION

This work concerns the relationship between two garments as well as the interaction and 
effect they have on one another. The final results are examples on this and with a mini-
malistic point of view the interaction is made to be discrete, however with a big impact. 

My aims was to create a dialogue between the two garments in different ways by add-
ing contrast in colour, shape and fabric. E.g in some outfits the fabric have been chosen 
because of the different value in the material itself. As this is a experiment based on 
Quentin Bell’s words, where he describes the meaning of garment and playing the game 
(1976 cf Finkelstein, 1998), my goal was to see whether or not the meaning would alter in 
each garment based on the combination. It is almost impossible for me to decide whether 
or not the meaning has been altered, since they have become personal for me. Al tough 
I do think that the combinations have made each outfit quite natural. They are not fancy 
dressed up neither are they casual or dressed down. 
Based on the garments alone, some are more successful than others, outfit 1 and 4 are 
strongest. Both are combined with underwear in archetypical fabric and dresses in silk. 
A combination that is not the most classic one, but in this case have a strong expression. 
When trying to chose colour I instantly had difficulties making a decision. Since one 
of my method was to make sketches only with outlines pinpointing the area of interac-
tion, colour came rather late in the process. When the decision was finally made i based 
my choices on contrast as Judd’s work “Untitled” is based on. To highlight and empha-
sise contours and edges and thereby articulate the objects presence and determining 
the physical boundaries of an object. However I had in mind when choosing the colour 
whether it would be fitted to that garment. Since the recognition is also an important as-
pect, some of the garments is best suited in their archetypical choice of colour that comes 
with the fabric. (Dimant, 2010).

Looking upon my collection during the examination, it became possible for me to 
analyse what I had done and what needs to be done to bring the collection together even 
more. Since it is a minimalistic collection the discussion around it was to look upon each 
garment and make sure that each detail is perfectly executed and that the interaction 
between two garments is not becoming two separate garments. As an example where this 
happen is in the last outfit seen in the picture. My intention was to combine an evening 
dress with panties in an unefortless way and also not seen from the front as a placed item 
on top of the dress. However in this case this is what happened. This outfit had two much 

Examination
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REFLECTION

of both. Outfit 5 is also a problem that has been dealt with. The important detail here is 
the straps coming out from the jacket, however it does not receive as much focus as I had 
hoped for when having the garments underneath like shown. There is too many things 
happening in this outfit and this has been a good example for me to truly see that less is 
more and to have a strong and clear focus on one part at a time.  

As a method I see this as only the starting point and I feel that there is so much more to 
be explored and developed. A new way of working with this method could be to use less 
elements then used now, e.g. one piece of garment represents more then only one gar-
ment with a relation to the body. The process of design developed focuses on the body, 
movement and behaviour (Bugg, 2009) There are some pieces lacking in my process, 
where some ideas should have been let go earlier and what did work should have been 
analysed earlier as to why they work and not the other. E.g. that I would have liked to 
develop even further are outfit 2, 4 and 5, although they have good and strong expres-
sions and the interaction is successful, they lack in form. There are also some colours 
that could have been experimented with even more. The reason for choosing the colours 
has already been discussed in the text and I am pleased with the result, but since it was a 
problem I think now that it is something that I could have developed even more. Looking 
at the collection now I think that digital print could be a good addition, e.g. to work with 
shadings in material and make it visible through print.

Digital print that follows the movement of the body
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REFLECTION

Going thru my method and analysing however the process has been successful or if there 
are things that could have been developed even further, i realise that I have on very few 
occasions used the mannequin as a guide.

“Thus, as a model of the human body, and a pre-model for applications and development 
in dress, the abstracted theoretical, sculptural, quality of a tailor’s mannequin may be re 
conceived and refigured, or changed completely into an entire new model, on order to 
open up for new expressions and function in dress design”  

(Thornquist, 2012)

When starting this project I used the mannequin to create shape, but later realised that 
it is not possible for me to do so, since the movement and shape of human body is a very 
important aspect in this work. However the method of using the body could have been 
developed even further. I have in all outfits had them on myself and applied the interac-
tion where it is most natural, but to achieve an even better result one idea could be to 
actually have the garments on for a longer period of time. To explore the relationship 
between the garment and the wearer (Thornquist, 2012).

When making a movie in the beginning of the project
the experiment was based on finding how fabric and 

garment relates to the body and where the fabric shapes the 
body in movement. This method should have been taken 

into consideration more times during the process.  
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CHICKIPEDIA
Saina Koohnavard

As Sainas work expplores deconsruct of the feminine ideal behind the 1870s dress, I 
think her work is a good discussion regarding how one is portrayed as a female and 
stereotypical views of the female body. I really like and appreciate that she has chosen to 
focus on the bum and that she uses a method based around the construction of the bum. 
I think that it is interesting how she uses fabric and print to function as two factors 
having a dialogue, from the historical aspect to the modern techniques. 

OPPOSITION
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In the restyling I have added an additional material and highlighted the construction 
method. Since the fabric that Saina has chosen are quite heavy, I have added some light 
transparent fabric that might enhance that the garment is created around the bum and as 
a contrast to the other fabrics. I think that the choices that have been made for the fabric 
are really good, however I think that the forth outfit would benefit if it would be made 
only in the red brocade. Although made in the same manner as the top fabric is made, 
with its pixelated, digitalised outcome. To emphasis the construction method I have 
added white stripes on the fabric where the boning is. It could be the boning itself that is 
placed there, however I think by doing that it would ruin the sharpness and cleanness in 
the fabric itself.

OPPOSITION


