
One of the major challenges faced by today’s global industries is what to do 
with the leftovers, waste, and surplus generated by increasing production 
and consumption of material goods. Their problem is not new, and over 
the last decade the search for a solution has given rise to various theories 
about and technologies for resource recovery and waste management.  In 
the fashion and clothing industry, designers have explored ways to reuse 
and remanufacture production and consumption waste and surplus before 
recycling material components on a fiber level, thereby aiming to  realize 
greater environmental savings.  While several examples of design practices 
building  on different forms of reuse and remanufacturing approaches exist, 
foundational theoretical methods for design remain poorly researched. 

This thesis explores and analyzes the aesthetic potential in textile and clo-
thing waste and surplus for new design expressions and functions. Fashion 
design students performed initial methodological explorations through 
practicing redesign to find central concepts in design thinking that present 
opportunities and challenges for remake methods. The exploration shows a 
challenge to go from thinking fashion design as a method of remembering, 
preserving and showing, to remake fashion design as a method of forget-
ting, destroying and searching. In this thesis one method has so far been 
developed. However, the findings point to several methodological challen-
ges in selecting and reworking materials within the context of the remake. 
These methods need to be explored and developed further to strengthen 
remake models and practices, and the central characteristic of traditional 
fashion design thinking needs to be developed further for a fundamental 
shift in thinking towards remake and redesign fashion design.
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One of the major challenges faced by today’s global industries is what to do with the 

leftovers, waste, and surplus generated by increasing production and consumption 

of material goods. Their problem is not new, and over the last decade the search 

for a solution has given rise to various theories about and technologies for resource 

recovery and waste management. In the fashion and clothing industry, designers 

have explored ways to reuse and remanufacture production and consumption waste 

and surplus before recycling material components on a fiber level, thereby aiming 

to realize greater environmental savings. While several examples of design practices 

building on different forms of reuse and remanufacturing approaches exist, founda-

tional theoretical methods for design remain poorly researched. 

This thesis explores and analyzes the aesthetic potential in textile and clothing waste 

and surplus for new design expressions and functions. Fashion design students 

performed initial methodological explorations through practicing redesign to find 

central concepts in design thinking that present opportunities and challenges for re-

make methods. The exploration shows a challenge to go from thinking fashion design 

as a method of remembering, preserving and showing, to remake fashion design as a 

method of forgetting, destroying and searching. In this thesis one method has so far 

been developed. However, the findings point to several methodological challenges in 

selecting and reworking materials within the context of the remake. These methods 

need to be explored and developed further to strengthen remake models and practi-

ces, and the central characteristic of traditional fashion design thinking needs to be 

developed further for a fundamental shift in thinking towards remake and redesign 

fashion design.

Key words: waste, surplus, redesign, remake, design, method, clothing
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1 SUSTAINABLE DESIGN One way to understand sustainable design is to look at how it emerged as a critical 

response to the question of the role of design in the globally developing industrial 

landscape; the vision grew into a movement during the 1960s and 1970s (Packard 

1963; Boulding 1966; Papanek 1971; Moldanado 1972). Designer Victor Papanek for 

one expressed his criticism in the context of human ecology and social change:

There are professions more harmful than industrial design, but only a very 

few....by creating whole new species of permanent garbage to clutter up the 

landscape, and by choosing materials and processes that pollute the air we 

breathe, designers have become a dangerous breed....In this age of mass pro-

duction when everything must be planned and designed, design has become 

the most powerful tool with which man shapes his tools and environments 

(and, by extension, society and himself). This demands high social and moral 

responsibility from the designer (Papanek, 1971:ix).

1.1 Design for Sustainability

Today sustainable design is a broad field of study that covers many sub-categories like 

social design, ethical design, human-centered design, design for inclusion, design 

for change, environmentally conscious design, eco design, regenerative design and 

more (Chapman 2017; Egenhoefer 2018). Although these separate approaches have 

different priorities and suggest a variety of ways to design for sustainability, they 

also have central themes and shared objectives that focus on the overall wellbeing of 

people and the planet.

Design for sustainability is also a part of the broader concept of sustainable develop-

ment, and global sustainable development agendas have received considerable atten-

tion over the past two decades. The UN Sustainable Development Goals, for example, 

define sustainable development as “development that meets the needs of the present 

without compromising the ability of future generations to meet their own needs” 

(UN 2015:37).Together the UN goals call for concerted efforts toward building an 

inclusive, sustainable, and resilient future for people and the planet by harmonizing 

three central elements: economic, social, and environmental sustainability (United 

Nations 1987; UN 2015). 

In line with the UN agendas, designers like Dorothy Mackenzie (1991), J. C. van 
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Weenen (1990, 1995), and Ezio Manzini (1990, 1994) have proposed that de-

sign and designers work for radical changes in current states of human ecology. 

Mackenzie argues that designers have already been asserting their influence and 

demonstrating the power of design and that “the new demands of designing for 

minimum ecological impact will provide an ideal platform from which designers can 

justify their claims and acknowledge their responsibilities” (Mackenzie 1991:10).

For van Weenen, sustainable product design deals with “elementary demands, essen-

tial product functions, the systems in which products function, the nature, availabi-

lity and selection of resources, and the distribution of those resources among nations 

and generations” (van Weenen 1995:98). The greater purpose of sustainable product 

design is not limited to the intensity and optimization of resources for product design 

however; it also includes the development of concepts within whole systems to meet 

human needs.

Manzini also argues for more ethical design responses to the deepening ethical and 

environmental crisis he first observed during the 1980s. To him the broader design 

culture was far from helping with the complexity of what was really happening. 

Manzini believed the environmental crisis offered an opportunity to create a new 

culture through design; instead of worsening the crisis, ethical design could help by 

dealing with the complexity of reality. For this purpose,

[t]he designer’s special role is not only the technological aspect of ecological 

design - the ability to recycle - but also to imagine new scenarios, with new 

criteria for a new quality of life which is suitable for the environment, accep-

table to society and attractive to our culture (Manzini, 1990:9). 

Within the context of sustainable development, Vezzoli et al. explain that design for 

sustainability is: 

an activity that expands from isolated parts of the product life cycle (i.e. only 

production) to a holistic life cycle perspective; the emphasis passes further 

into the sociocultural dimension, into territory where the designer becomes 

a ‘hinge’ or link between the world of production and that of the user and 

the social/societal surroundings in which these processes take place; and the 

emphasis widens towards enabling users’ alternative and more sustainable 

lifestyles (Vezzoli et al. (2018:103).

This explanation brings to mind alternative frameworks for sustainable development 

but with a more product design focus. Silva, for example, defines sustainable deve-

lopment from this perspective as 

counter[ing] negative impacts of products throughout their lifecycle with a 

cradle-to-grave philosophy that employs low impact materials and proces-

ses and considers energy usage, embedded energy, design for disassembly to 

facilitate reuse or recycling, resource renew-ability, bio-mimicry and design 

impact measures (such as life cycle analysis) (2011:193).

1.2 Sustainable Fashion Design

The textile and fashion business is a significant part of global industry practices. It 

accounts for a considerable share of the global harvesting of natural resources and of 

the use of international labor and economic capital exchanged (Carbon Trust 2011; 

WTO 2018; McKinsey 2019). The industry is also strongly criticized by researchers, 

institutions, organizations, NGOs and governmental bodies, and other stakeholders 

for unhealthy and destructive behavior towards human wellbeing and the natural en-

vironment (Allwood et al. 2006; Defra 2011; Fletcher 2008; Hethorn and Ulasewicz 

2008; Greenpeace 2011; Cline 2012; Morgan 2015 Clean Clothes 2020).

In the textile and fashion industry, the quest for rapid industrial growth is often 

expressed as “fast fashion,” where the goal of fashion is not about freedom of expres-

sion, cultural development, the individual’s mindfulness, or the consumer’s ‘natural’ 

or ‘practical’ needs. Instead fashion is constructed and promoted as the most rapid 

change in fashion cycles as possible, with low price, cost-effectiveness, and agile and 

fast global logistics and distribution but with minimum purchase barriers. In practice 

this has resulted in the change of retail designs every few weeks or every week rather 

than twice a year (Allwood et al. p#). Niinimäki and Hassi explain that “[t]he present 

system in the textile and clothing industry is based on fast cycles of fashion trends 

that aim to continuously produce new consumer needs and products. Product life cy-

cles are shortening, and companies want to substitute their products at an increasing 

pace” (Niinimäki and Hassi 2011:1878). However, Barthes already pointed out that 

“[c]alculating, industrial society is obliged to form consumers who don’t calculate; 

if clothing’s producers and consumers had the same consciousness, clothing would 

be bought (and produced) only at the very slow rate of its dilapidation” (1983:xi).
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Understanding fashion as a cultural phenomenon today may therefore require an un-

derstanding of how the fashion industry powers the sociological dynamics of fashion 

through economic factors.

In order to change the fashion industry and promote its becoming a healthier indu-

stry in relation to people and the environment, some suggest a complete systems 

change (Fletcher 2010; Fry 2010; Thackara 2015). McDonough and Braungart 

argue that the pathway to transformation is not to make human industries and 

systems smaller but to design them to get bigger and better in a way that “replenis-

hes, restores, and nourishes the rest of the world,” and where the ‘right things’ for 

manufacturers and industrialists to do are those that lead to “good growth—more 

niches, health, nourishment, diversity, intelligence, and abundance” (McDonough 

and Braungart 2002:78). Fletcher (2008) also suggests that sustainable fashion aims 

to generate wellbeing to all people and stakeholders that are part of or affected by 

textiles and clothing. From this perspective the designer and the role of fashion de-

sign are interconnected in complex ways within the overall fashion system where the 

meaning and value of design are established in complex ways through the systems 

interaction (McCracken 1986).

Many have offered suggestions for how to change the fashion business into a more 

sustainable industry, and several elements central to instigating change in the system 

have been identified. For example, Vezzoli and Manzini (2009), among many others, 

have presented a list of well over 200 strategies for sustainable design. In the field of 

clothing and fashion design, several sets of strategies were also proposed (Fletcher 

2008; Earley and Politowicz 2010; Gwilt 2011; Black 2013; Palomo-Lovinski and 

Hahn 2014; Ræbild and Hasling 2019). Representing a cross-section of thinking are: 

– Sustainable aesthetics, which are a way to change material experiences in 

the product that can induce change in consumption behavior of products 

(Branzi in Domus Academy 1995; Walker 1998). As a similar approach to 

sustainable aesthetics, emotionally durable design also focuses on increasing 

the life span of product (Chapman 2005). The idea is to design products that 

emphasize an emphatic relationship or a generally emotionally engaging 

product experience (Heines-Gadd et al. 2018). Also storytelling through 

aesthetics has been advocated as a strategy for creating a strong garment/

wearer relationship (Fletcher 2016).

– Slow fashion, which borrows from the concept of the slow food movement. 

As an application for sustainable design, the idea includes more time for the 

environment to regenerate and additional opportunity to reeducate people 

in reestablishing a more sustainable relationship with nature (Petrini and 

Padovani 2006). Slowing down the fashion cycle by combining slow produc-

tion, slow consumption, material bio-diversity, environmentally friendly 

materials, locally informed, sensorial engagements, and traceability (Clark 

2008; Fletcher 2010) as well as transparent production systems with less 

intermediation between product and consumer, the use of biomaterials, bio-

diverse design, emphasis on local suppliers and producers, open production, 

and micro production (Basmer et al. 2015) would help accomplish these ends.

–  Responsible design, which implies an awareness of the shaping process out-

side the actual design work and acknowledgement of how technologies also 

have consequences, often unintended; for example, how nanotechnology in 

textiles brings about environmental issues (Kiran 2012; Boenink et al. 2010). 

Responsible design suggests design that addresses social, environmental, and 

economic issues by moving beyond first-world consumer demands to a more 

holistic approach for product design that embraces ethical, cultural, and hu-

manitarian values (Schumacher 1973). It responds “to all stakeholders (not 

just clients and customers) and examines the consequences of design activity 

and the potential for design to contribute positively to societal aspirations 

and expectations, health, and lifestyle” (Silva 2011:193).

– Design activism, which is a way to disrupt “existing paradigms of shared me-

aning, values, and purpose and replace them with new ones, not as boycott, 

strike, protest or similar, but through a designerly way of intervening into 

people’s lives” (Markussen 2013). Thorpe (2008) has for example suggested 

different forms of design activism, including demonstration artifacts that 

reveal alternatives to the status quo, service artifacts that provide humani-

tarian aid, and protest artifacts that raise critical reflection on the morality 

of the status quo. Design activism may be carried out through any discipline 

of design (Fuad-Luke 2009). Design activism can also be related to social 

interventionism and community art (atelier d’architecture autogérée, 2010), 

design for democracy (DiSalvo 2012), or design hacking (Von Busch 2008).
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– Co-design/co-creation, which aims to involve and activate individuals to 

participate in the process of developing society through collective innova-

tion, making individualized decisions on structural levels, and nurturing 

empowerment. It is a way of sharing, combining, and renewing each other’s 

resources and capabilities collectively (Sanders and Stappers 2008). To 

democratize innovation, the process encourages a multiple stakeholder 

perspective to learn and innovate beyond a designer’s interpretation of user 

experiences (Allen 1983; Von Hippel 2005). A central concept of co-creation 

is also open design where products are designed by the users, rather than by 

an external stakeholder such as a private company (Richardson 2016).

– Circular design, which proposes shifting from linear resource models to 

circular ones through design. Product design determines the circularity po-

tential of a product. To what extent this potential is realized however is deter-

mined not only by intrinsic product characteristics but also by the system of 

which it is a part (EEA 2017). Central concepts include design for recycling, 

design for remanufacture, design for disassembly, design for multifunctiona-

lity, modular design, design for ease of maintenance and repair, leasing/take-

back schemes, design for re-use, design for a closed loop production system, 

through design for durability, design for longevity, redistribution, refurbish-

ment, restorative and regenerative materials, and transport optimization 

(Earley and Politowicz 2010; Ellen MacArthur Foundation 2017). 

1.3 Waste and Redesign

Over the past decade the interest in circular environmental systems in the fashion 

industry has grown (Ertekin and Atik 2014; Lundblad and Davies 2016). In practice 

and theory, models and activities for a cyclical economy focus on different forms of 

resource recovery as ways to close the ecological loops of resource flows, which are 

often conceptualized in different forms of waste hierarchies (Tischner and Charter 

2001; Dobers and Strannegard 2005). Some hierarchies share the mutual aim of 

helping prioritize policies and actions for preventing and changing traditional linear 

production and waste systems from waste management to resource management. 

Two typical examples of waste hierarchies that are fundamental to circular resource 

systems are one from Zero Waste Europe, based on the hierarchy form EU Directive 

2008/98/EC (2008) on waste (Waste Framework Directive) and The Circular 

Economy model by the Ellen MacArthur Foundation (2013). According to Zero Waste 

Europe, in hierarchical order the most effective steps for the optimal use of resources 

are:

– Refuse/Rethink/Redesign: Refuse what we do not need and change the way 

we produce and consume by redesigning business models, goods, and packa-

ging in order to reduce resource use and waste.

– Reduce and reuse: Minimize the quantity, toxicity, and ecological footprint 

of consumption. Use products or components that are not waste for the same 

purpose for which they were conceived or repurpose them for another use 

that does not reduce their value.

– Preparation for reuse: Check, clean, or repair products or components of 

products that have become waste so that they can be re-used without additio-

nal pre-processing.

– Recycling/composting/anaerobic digestion: Practice high quality material 

recovery from separately collected waste streams. 

– Material and chemical recovery: Develop technologies to recover materials 

from mixed waste and discards from sorting processes for new use in high 

quality applications.

– Residuals management: Treat what cannot be recovered from mixed waste 

into biologically stabilized products prior to landfilling.

– Unacceptable: Reject options that do not allow for material recovery, have 

high environmental impact, and create locked-in effects that threaten the 

transition to Zero Waste: waste to energy incineration, co-incineration, 

plastic to fuel, landfilling of non-stabilized waste, gasification, pyrolysis, il-

legal dumping, open burning and littering (Zero Waste Europe 2019). 

The Ellen MacArthur Foundation (2013) suggests a hierarchy in some ways similar 

to and in some ways different from the measures proposed by Zero Waste Europe. 

According to the Foundation, the most effective steps for the optimal use of resour-

ces, in hierarchical order from best to worst, are: maintenance, reuse/redistribution, 



  2322  

SUSTAINABLE DESIGN

refurbish/remanufacturing, and recycling.

In these hierarchies, activities such as redesign, reuse, and remanufacturing are often 

favored because they are able to recover more from limited resources than activities 

lower in the hierarchy. In addition, several studies have shown that reuse and rema-

nufacturing have more positive environmental effects than recycling on fiber levels 

(Roos et al 2016; Schmidt 2016). According to Roos et al. (2016) the reason for 

proposing redesign, reuse, or remanufacturing before recycling is because of reduced 

material utilization, since it is through reduced material use that the biggest gains in 

water, chemicals, and energy are made.

1.4 Remake Methodologies: Aim & Challenges

Although the potential of remanufacturing and reuse is promising as far as having 

a more positive environmental effect and more economic value from available 

resources than recycling at fiber-to-fiber levels, it presents the clothing industry with 

significant challenges. 

One challenge is to move from the more technical, mechanical, and chemical product 

development and manufacturing for recycling, remanufacturing, or repair to more 

innovative design models and processes like redesigning and rethinking to enable 

more activity higher up in waste hierarchies. A second challenge is for the design mo-

dels and processes to deal with a much more unpredictable and much more volatile 

flow of alternative “raw materials” (fig. 1) for redesign instead of the more reliable 

and controllable material sources for fabrics and yarns by the meter and available in 

a vast range of functional and expressive variations.

The shift from a technical to design task suggests that strengthening a more circular 

clothing and fashion industry not only requires a shift in focus to reuse and rema-

nufacture from recycling, but it also implies that turning the current clothing and 

fashion industry into a circular economy sees reuse and remanufacture as design 

issues with expressive and functional consequences for use, needs, and wants. Up to 

80% of a product’s impact is determined during the design phase of a product (RSA 

Great Recovery 2016), which furthermore addresses the role of design for a more 

circular economy. When the perspective moves from seeing remanufacturing and 

reuse as primarily technical problems to viewing them as design problems, the issue 

of redesign as an overall concept for remanufacture and reuse makes sense from a 

design perspective.

A further argument for this shift of perspective is that research shows that design 

functions and expressions have been found to be a barrier to consumption of remanu-

factured and redesign products (Berchicci and Bodewes 2005; Niinimaki 2010; Bhatt 

et al. 2019). In addition, researchers have also emphasized a need for a new kind of 

aesthetics that is not linear, capital-intensive, and highly automated (Walker 2007). 

Fuad-Luke, for example, has argued that there is a need for a new aesthetics, a ‘beau-

tiful strangeness,’ “a beauty that is not quite familiar, tinged with newness, ambiguity 

and intrigue, which appeals to our innate sense of curiosity” (Fuad-Luke 2009:188). 

From this perspective, aesthetics is understood as a central discipline for explaining 

how activist design artifacts promote social change through their aesthetic effect on 

people’s senses, perception, emotions, and interpretation (Markussen 2013).

Redesign is not a new concept. In the fashion industry, multiple examples of small 

business practices based on redesign business strategies exist, and larger companies 

have also devoted parts of their business to redesigning products (Brown 2010, 

2013). Redesign has also been of interest in academia, where multiple approaches 

to redesign have been explored. From a fashion consumption perspective, research 

has focused for example on the relationship between interest in learning upcycling 

techniques with environmental concern and with consumer creativity, as well as in 

the relationship between interest in purchasing upcycled clothing with environme-

ntal concern (Bhatt et al. 2019). From a fashion design perspective, the poetic ele-

ments that relate to an aesthetic of the worn and wasted as well as a fashion practice 

that elevates rather than disguises waste have also been explored (Binotto and Payne 

2016).

Research has shown an increasing interest in the conditions for remanufacturing by 

redesign. Despite there being multiple examples of redesign practices and research 

being carried on in redesign for theoretical understanding, a less explored area is the 

foundation for redesign methodologies and approaches that provides the conditions 

for redesign practices as an artistic field and redesign strategies as a business area. 

The current industrial fashion design models are form-based, built on gathering 

trend information about seasonal colors, silhouettes, and fabrics (Pasricha and 

Kadolph 2009). The two-dimensional sketch, or technical design drawing, builds on 
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access to specific fabrics and yarn by the meter that could meet the desired look and 

expression of the initial design (McKelvey and Munslow 2003; Dieffenbacher 2013; 

Jarnow 2013). 

These form-based methods are problematic for redesign, remanufacturing, and reuse 

processes because the resources for redesign methodologies are whatever material or 

product module is “at hand,” either used or surplus. Therefore, the traditional trend 

information about seasonal colors, fabrics, and silhouettes becomes irrelevant, and 

even a preconceived form or function may not be possible to meet. Current fashion 

design models lack the flexibility to deal with the restriction of using “material at 

hand” or to design and produce from a volatile material condition. Based on this 

premise, this paper investigates the foundations for redesign methodologies and ap-

proaches in fashion design.
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2 REDESIGN APPROACHES Redesign creates something new from something old by changing its appearance, 

content, or function. Several processes for converting used materials or products into 

other reusable materials are in use today. Recycling, for example, processes discards 

to maintain their value over time, as the action returns material to a previous stage in 

a cyclic process. While downcycling or downstream recycling is a process where the 

value of the recycled material decreases over time, upcycling takes something that is 

disposable and transforms it into something of greater use and value, an upward re-

processing through design that places materials higher up in the consumption chain.

2.1 Recycling

Recycling is converts discarded material into reusable material and provides a 

manufacturer with re-processed raw material instead of virgin material for making 

new goods. According to the European Waste Framework 2008/98/EC, recycling is 

defined as “any recovery operation by which waste materials are reprocessed into 

products, materials, or substances whether for the original or other purposes. It in-

cludes the reprocessing of organic material but does not include energy recovery and 

the reprocessing into materials that are to be used as fuels or for backfilling opera-

tions” (European Parliament & Council 2008:article 3).

The process of recycling is often divided into three types: upcycling, recycling, and-

downcycling. The aim of these three operations is to save resources in manufacturing 

the same or new products through processes that use less energy than the produc-

tion of new material or new products. In upcycling processes, textiles and garments 

are upcycled into materials or products of higher value, or they are transformed into 

applications that are considered more technically demanding. In downcycling, tex-

tiles and garments are downcycled into materials or products of lower value, or they 

are transformed into applications that are considered less technically demanding. In 

recycling, discarded material is reprocessed to maintain its value over time. This is 

also called closed-loop recycling, which converts waste material into a new product 

having the same use as its origin (DEFRA 2009); a typical example of closed-loop 

recycling is the transformation of glass into new glass bottles, where without losing 

its properties the material can be recycled over and over again. 

Gharfalkar et al. (2015:311) describe recycling as ‘‘any recovery operation by which 

in part or in full a substance or material or an object that has become ‘waste’ but can-
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not be reused is reprocessed into raw materials of the same purpose/value as that of 

the original’’. In textiles, the process of recycling old fabrics and transforming them 

into fibers for new fabrics often involves either mechanical or chemical methods. 

Mechanical recycling suits any type of fiber, while chemical methods are often more 

suited to synthetic fibers. The process of mechanically ‘opening’ a fabric when using 

a garneting machine breaks down the fabric structure and also tears the individual 

fibers. This makes the fibers shorter and suitable only for recycling into lower quality 

and more bulky yarns. Mechanical recycling can provide environmental savings over 

virgin material production but is often used to turn material into insulation materials 

and mattress stuffing where more refined textile qualities are not required. Through 

chemical processes, fibers can be separated into their building blocks to enable fiber-

to-fiber recycling. To recycle polyester, the polyester polymer is separated into mo-

nomers, which can then be re-polymerized into a recycled material of a quality more 

consistent with the input material or one that enables the material quality of the 

original fibers to be maintained through the recycling process. The downside is that 

these processes are often much more energy-consuming that the process to produce 

virgin polyester (Fletcher and Grose 2012).

2.2 Upcycling

Reiner Pilz introduced the idea of upcycling, a form of recycling waste materials into 

reprocessed ones with increased value, in 1994. In an interview with Thornton Kay 

for SalvoNews, Pilz observed, “What we need is upcycling, where old products are 

given more value, not less” (Pilz 1994:14). McDonough and Braungart (2002) des-

cribe the idea of upcycling as the practice of taking something that is disposable and 

transforming it into something of greater use and value; it is an upward reprocessing 

of materials through design, placing them higher up in the consumption chain than 

they were previously. This increase includes environmental as well as aesthetic and 

commercial value. Upcycling is also referred to as “processes that can increase the va-

lue of the recycled material over time, where the recycled material is reemployed for 

a more significant use or with a higher environmental value” (Chandler and Werther 

2014:49).

Sung (2015 talks about upcycling as the activity of creating newness or better quality 

from used or waste materials while also adding value. In making new from old and 

creating unique garments in mass production, the upcycling process reformulates 
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one of the basic logics of fashion, becoming a kind of shortcut to the unique object, as 

the fabric itself is distinctively heterogeneous (von Busch p). It is seen as a solution 

that allows consumers and brands to repurpose or recreate old garments to limit the 

amount of used clothing that enters the waste stream (Wilson 2016).

Fletcher refers to upcycling as a reconditioning activity, where fabrics and trims are 

used to produce unique pieces, sometimes crafted by hand and sometimes involving 

technology. The benefit of reconditioning fibers or fabric is that the resources are 

more fully optimized before being discarded. Reconditioning by its very nature is 

labor-intensive, for it is often based on an unpredictable, non-standard source of raw 

materials, especially when using post-consumer waste as a resource. A major chal-

lenge is how to scale up reconditioning operations to a point where more significant 

volumes of waste can be reused as parts of garment assembly. A designer involved 

in upcycling repairs and reconditions whole products or parts of products to create 

something with added value that is useful and perhaps even beautiful. Use of upcyc-

ling design strategies has increased due to the reduced cost of reused materials and 

lowered impact on the environment (Fletcher 2010).

Lewis et al. (2017) describe upcycling in an apparel brand’s manufacturing facility as 

a way to limit postproduction fabric waste. For consumers who may want to engage 

in DIY activities, upcycling requires only small-scale energy inputs of perhaps a home 

sewing machine or hand techniques and demands no virgin inputs. In addition, the 

resulting upcycled product is a unique product of higher value than the original and 

can be reused and upcycled multiple times (Sung 2015).

A typical example of upcycling is residual management in cooking, where a food 

preparer takes something from what he has cooked and makes another dish of it. 

Svensson (2020) calls this form of recycling “Hiding it in [the new].” He argues that

everything can be given a higher value in the right shape. Cooking is very 

much about redesigning, shaping something beautiful, shaping something to 

become status-filled, through knowledge and cooking techniques. We should 

try to increase value, “re-taste” (återsmaka) products we sometimes did not 

even know that we could eat. It’s upcycling for me – to shift something in 

people’s mindset. (my translation) (Svensson 2020:23min).

For Svensson, Bread flour/breadcrumbs is a very simple example of upcyling.
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The Upcycle Brick Modules, developed by Lendager Up in 2017, are made of old 

bricks salvaged from abandoned houses and industrial buildings. They are cut in 

square modules, stacked up, and reused as walls for new buildings. In the process 

they save CO2 emission in the construction phase because no new products are pro-

duced. Another upcyclist Helen Kirkum hacks and reworks discarded and thrown-out 

sneakers. The self-described “sneaker collagist” picks, cleans, and disassembles the 

shoes into smaller components and then meticulously reconstructs the different parts 

inside out from the bottom up. Rave Review (2019), a high-end upcycling fashion 

brand, creates new collections from post-consumer materials, like shirts, chinos, 

leather jackets, and scarves as well as bedspreads, blankets, tablecloths, and towels. 

They transform the old and discarded into the new and desirable and source their 

material at second-hand markets and antique dealers.
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Figure 1. Helen Kirkum Archive Shoot 2019. 
Style: MA collection 2016, VT42. Photo-
grapher: Rachel Dray, p. 31.

Figure 2. The Resource Rows: Lendager 
Group’s collaboration with Carlsberg City 
on the reuse and upcycling of the Carlsberg 
brewery’s old bricks. Lendager.com, p.32-33

Figure 3. Rave Review. Photographer: 
Kimberly Ihre. Stylist Maria Barsoum. Hair: 
Karolina Liedberg. Make-up: Sophia Eriksen 
Set design: Sara Sjöbäck. Models: Annie and 
Holy, Nisch Management.
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2.3 Downcycling

Downcycling, or downstream recycling, is a recycling process where the value of the 

recycled material decreases over time and is used in less valued processes with lesser 

quality material and with changes in inherent properties compared to its original use 

(Ashby et al. 2007; Chandler and Werther 2014; Geyer et al. 2015). Printing paper 

made into toilet paper, for example, or recycled aggregates, the result of concrete 

crushing, sieving, and decontamination, become acceptable for use as bulk fill, 

sub-base or base material in road construction, fill-in drainage, or even aggregate 

for new concrete (Florea and Brouwers 2013; Hansen 2002; McKenna et al. 2002). 

Automobile seat filling or cleaning rags are also a lower-value end use (Birtwistle and 

Moore 2007).

Unlike upcycling, recycling often devalues the product’s quality. Wilson explains that 

most recycling processes involve downcycling because the debris from raw materials 

still ends up in landfills. When plastic bottles are broken down into fibers to create 

carpet or used paper is repurposed to create recycled paper, some raw materials are 

lost, and additional energy is consumed (Wilson 2017).

In Kay’s interview, Pilz (1994) talks about recycling with regard to the EU Demolition 

Waste Streams directive. “Recycling,” Pilz points out, “is actually downcycling: 

They smash bricks, they smash everything.” He despairs of the German situation 

and recalls the supply of a large quantity of reclaimed woodblock from an English 

supplier for a contract in Nuremberg while just down the road a load of similar blocks 

was scrapped. It was a pinky looking aggregate with pieces of handmade brick, old 

tiles, and discernible parts of useful old items mixed with crushed concrete: Is this 

the future for Europe?” Pilz (1994:14). McDonough and Braungart also described 

recycling as downcycling: 

As we have noted, most recycling is actually downcycling; it reduces the quality of a 

material over time. When plastics other than those found in soda and water bottles 

are recycled, they are mixed with different plastics to produce a hybrid of lower 

quality, which is then molded into something amorphous and cheap, such as a park 

bench or a speed bump.... (2002:56-57)

According to Kate Fletcher (2008), the reason for downcycling in the context of 

clothing is because used clothing overflows the charity shops, and not all of it sells. 
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Another reason is that the original item may be damaged (e.g. stained or torn) and 

can therefore not be used any longer. Most clothing also contains a complex mix of 

fiber blends, which makes it almost impossible to extract and separate into specific 

fibers or maintain the integrity of the original fibers for remanufacturing into new 

materials. Another reason for downcycling textiles is that the sorting procedures are 

extremely labor-intensive.

2.4 Remanufacturing

Remanufacturing restores used products to a useful life. Remanufacture is also 

regarded as high in the waste hierarchy for several industries. In the waste hierarchy 

by APSRG (2014), for example, remanufacture is considered the best option after 

(1) prevention, (2) minimization of resource use, (3) remanufacture, (4) reuse, (5) 

recycle, (6) energy recovery, and (7) disposal, because of lower energy consumption, 

less virgin material used, and its potential for new business models (Sinha 2016).

Remanufacturing is defined in several ways. Sundin suggests an umbrella defini-

tion (based on several others) of remanufacturing as “an industrial process whereby 

products referred as cores are restored to useful life” (Sunding 2004:2). During 

this process the core passes through a number of remanufacturing steps, including 

inspection, disassembly, partial replacement, refurbishment, cleaning, reassembly, 

and testing, and these steps ensure the remanufactured product meets the desired 

product standards (Sundin 2004). According to Ijomah et al., remanufacturing 

means “the process of returning a used product to at least OEM original performance 

specifications from the customers’ perspective and giving the resultant product a 

warranty that is at least equal to that of a newly manufactured equivalent” (Ijomah 

et al 2007:714). In the fashion industry, the term remanufacturing has not been used 

as much as in other industries, and Sinha et al. (2016) argue that the term “upcycle” 

is more common. The concepts—remanufacturing and upcycling—are similar in 

that both are strategies to avoid waste by reusing materials to design products of at 

least equal to if not higher value than the original product. However in their review, 

some significant differences in design goal or strategy, processes, product end use or 

function, or the material input also exist. The goal for remanufacturing is to achieve 

a quality as good as the source, while the goal for upcycling is to achieve a higher 

value at retail than the original product. The process for remanufacturing is more 

often considered an industrial process carried out in factory environment, while 
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upcycling processes more often are craft based and individual and require manual 

interventions. In regard to product end use or function, an upcycled product may 

serve a completely different function or end use from its original, while a remanu-

factured product often serves the same function or end as the original. In upcycling, 

the material input may or may not have been used and may or may not be faulty. In 

remanufacturing, the material input have been used and parts worn out (Lund 1984; 

McDonough and Braungart 2002; Ijomah et al. 2007).

An important issue in remanufacturing is the ease of remanufacturing the product. 

Ijomah et al. (2007) argue for example that the following product characteristics 

have to be considered to facilitate remanufacturing: (1) long product life versus short 

product life because product life and design life have to be considered together to 

avoid product obsolescence and customer disinterest; (2) a service business model 

because the product is not consumer owned; (3) a relatively static design and low 

rates of technology change; (4) a cascade of products between markets; (5) legisla-

tion because requiring end-of-life recovery or disposal is expensive, and (6) the cyclic 

nature of the product because a manufacturer could use remanufacturing to prop up 

the business when the demand for the major product is low.

One example of remanufacturing is ReCrafted (2020), a Patagonia clothing line. In 

ReCrafted, clothes are made from returned products, clothes that simply cannot be 

resold, repaired, or recycled. The ReCrafted line is a part of Patagonia’s broader stra-

tegy of keeping garments in circulation for longer and extending the afterlife of their 

garments and making it more exciting. The material is sorted by down, denim, cot-

ton, and cord and is divided into groups with a specific color tone like green, black, 

or blue. Up to six pieces of used clothing go into making each item in the ReCrafted 

collection.

2.5 Repair

Repair, a less complex process than remanufacturing, is the activity of correcting 

specific faults in a product (Ijomah et al. 2007). Janigo and Wu (2015) describes the 

repair of apparel products to include tasks such as “darning a hole closed, reinforcing 

a ruptured seam, replacing a broken zipper, and reattaching a button. Alteration 

entails adjusting the length of a garment or the fit of a tailored, contoured, or closely 

fitted garment.” (Janigo and Wu (2015:77). Similar to repair, but also in contrast 
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rags of cotton are patched and sewn together into garments with an aesthetic built on 

necessity (Koide and Tsuzuki 2008).

For Rodabaugh (2018), the activities of repair and the culture around it appear 

deeply interconnected and not simply as a contrast to the new, or something that can 

make the old new again. von Busch speculates: 

At its best, it [repair] encourages a cautious handling of the world, a special 

form of attention, an awareness imbued with hope. As opposed to consuming 

something new, the act of repair embodies a sense of commitment and trust. 

But with its ties to history, the repair always acts in the shadow of the past. 

The repair will always be judged by how well it compares to its golden days. 

The perfect conservation or invisible mend is a repair that erases itself from 

history. This is where the patch comes in. Like the ”hack,” the patch interve-

nes on a material level with the broken object but also transforms its symbolic 

and cultural status. The patch is a form of patina operation, it displaces and 

repositions use, distorts original intentions, and ideas of pristine authenticity. 

(von Busch 2016:40)

Additional writings dealing specifically with mending and patching techniques also 

appear in historical works, such as Husmordern (1930), or in very recent handbooks 

with a more direct focus on the technique and expressions of mending and patching 

(Neumüller 2019). 

2.6 Do-It-Yourself (DIY)

In Do-It-Yourself (DIY) fabrication, the end user creates a product for personal use 

rather than for commercial production (Camburn and Wood 2018:5863). In DIY, 

diverse forms of raw materials are manipulated by amateurs into different artefacts 

which are then consumed by themselves or as activities in sharing communities 

(Rosner and Bean 2009). DIY is both a producing and a consuming culture and is 

typically carried out beyond the framework of capitalist systems, standard industry 

logistics, or professional design practice for the purpose of practical and aesthetical 

purposes and gains (Edwards 2006). To understand more about the reasons for the 

recent interest in DIY and its emerging practices, Edwards suggests investigating 

the crafts produced and consumed by women at various levels of society during the 

to repair, reconditioning and refurbishment processes return a used product to a 

satisfactory working condition that may be inferior to the original specification by 

executing a more general product overhaul than the repair of a specific part (Ijomah 

et al. 2007).

In the pre-industrial era, knowledge of fabrics and textiles was considered valuable 

learning and a useful skill in the domestic economy. This knowledge of and skill in 

repairing textiles was found primarily in the domain of the woman however (Lemire 

p), and until World War II, repair and refurbishment of clothing and textiles and 

other domestic goods were still considered normal household economic practices. 

By the 1960s in Europe and the US, the ready-to-wear market started to dominate 

the fashion industry, and this made clothes cheaper and more accessible. This 

development resulted in the decline of repairing and mending activities and skills 

as well as knowledge about fabrics and textiles. This made the relatively high cost of 

clothing repair compare negatively with the price of new clothes, which in turn had 

a shrinking effect on the traditional culture of repairing and altering clothes (Clark 

2008; Gwilt 2014). Today, König argues that “few activities might be classified as 

quite so trivial as those concerned with the repair of domestic household goods. With 

its archaic associations, the very concept of mending evokes homespun wisdom and a 

cautious, thrifty attitude to living that seems to run counter to the established values 

of a capitalist consumer society” (König 2013:570).

In addition to the costly and time-consuming activity that repairing clothes had 

become in society (Goworek 2012; Gwilt 2014), repaired clothes may also have 

negative connotations, such as their being the product of “women’s work,” a domestic 

and unnecessary chore, and a sign of poverty (Diddi and Yan 2019). In one study, 

consumers responded that they would avoid clothes with visible repairs in order to 

protect themselves and their families from the stigma of: “If it looks like it’s (...) been 

repaired, then it’s not really been repaired” (Fisher et al. 2008:31). 

In contrast to the negative attitudes about repair, the Japanese repair tradition of 

kintsugi-- where the artefact is not repaired to its original quality but to something 

stronger and with a new aesthetics--is viewed positively. Kintsugi is seen as an 

activity to increase value and is appreciated because of its rescuing the broken and 

mending it in a way to celebrate the aesthetics of renewal by moving things from 

brokenness toward recovery and even to prosperity (Buetow and Wallis 2017; Yun 

et al. 2013). In boro, a rags stitchery also from Japan, pieces of homespun hemp and 
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Other researchers also point out that opportunity in DIY communities is not only 

to develop self-reliance or to take control over technology. Genuine technological 

advancements are within the scope of the expert-amateurs in many highly technical 

DIY communities that create together (Atkinson 2006; Gershenfeld 2007; Mellis and 

Buechley 2014).

eighteenth and nineteenth centuries in the domestic interior. At one level, Edwards 

argues, DIY “may have been artistic self-expression; at another level a product of a 

commitment to household duty or financial necessity, or on a third level it may have 

been for entertainment or pastime” (Edwards 2006:11). 

Today however, DIY and do-it-together (DIT) seem to be increasingly more motivated 

by empowerment, community seeking, self-reliance and the democratization of eco-

nomical systems (Atkinson 2006; Wolf and McQuitty 2011). For example, in current 

issues in the fashion system, do-it-yourself (DIY) and do-it-together (DIT) have been 

presented as alternative models for more social manufacturing in the production and 

consumption of clothing and fashion in relation to industrial manufacturing forms 

(Hircher et al. 2018). With a similar aim, hacking has also been suggested as form of 

DIY to empower and democratize industrial producer and consumer systems through 

direct intervention. von Busch (2009) explains this type of DIY as a form of hacking: 

first, hacking is about the skill of opening a system and learning to master it. Second, 

hacking is a specific tactic of reclaiming and changing a system by plugging into it 

and redirecting its flows to construct a new system. Third, the methods and tools of 

the hack are shared freely among participants so that anybody can change or develop 

the new application.

In contrast to common industry practice, research suggests that DIY and DIT commu-

nities value open-sharing and free learning and are driven by creativity and differen-

tiation. Kuznetsov and Paulos point at information exchange as a core value in DIY 

communities, where sharing feedback on projects, educating others, and exhibiting 

personal ideas are significant motives. DIY communities also find that sharing is ac-

cessible to individuals of nearly any background, since lack of technical equipment 

or skill is not a significant barrier. Participants in DIY communities have also pointed 

out that the process of learning is often creative and personally stimulating as the 

participants “learn more by teaching and sharing with others” (Kuznetsov and Paulos 

2010: 302).

According to some research, DIY activities are considered important for maintenance 

of self-identity as well as for developing and holding together social communities. 

This makes DIY important for motivating individuals to participate in processes of 

making and producing for empowerment and democratization of design (Manzini 

1994; Chapman 2005; Ehn 2008). 
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3 FASHION AS REMNANTS Fashion reveals itself in changes: in what people wear and how they wear it, in what 

people live in and how they live in it, and in what technology people use and how 

they use it. Throughout the history of fashion, designers have been able to affect 

societies and cultures. They introduce new artefacts, new silhouettes, new postures, 

and new forms of movement; they can even affect how people flirt! 

What creates the changes in fashion, and how are they created? Some researchers 

share the theory that there is a “fashion system” that through systematic activities 

among various agents and institutions creates symbolic boundaries between what is 

fashion and what is not fashion in a dynamic process of change over time (Rocamora 

2009). According to Kawamura (2005), agents and producers of fashion, including 

designers and other fashion professionals, all contribute to defining an aesthetic 

taste represented by items of fashionable clothing. With their various activities in the 

co-production of fashion, bloggers and celebrities also play significant parts in the 

fashion system (Rocamora 2011; Scaraboto and Fischer 2013).

Fashion is not always described in systematic ways, however. Bauman (2007) has 

described fashion as a never-ending passion for new beginnings, and this concept in-

dicates a possible motive and content for fashion: the beginning and the new. Viewed 

in the light of the fashion system, the symbolic content of fashion--the matter of 

clothing, for example-- can be seen as new beginnings based on the possibilities given 

by the production system. In the promotion of new fashion products, this passion 

for new beginnings might be expressed as: “A New Look. A New Season. A New You” 

(Uniqlo ad 2016), “New Year, New You, New Car” (Hyundai ad 2020) or “Change 

Mobile Every Year. Buy the latest mobiles from Apple or Samsung today and change 

to a new one in a year - even if you have a binding period left - You are always first 

with the latest” (Telia, 2020).

According to Rocamora in her 2011 article in Fashion Theory, fashion as a personal 

or embodied expression is defined as ”the cultural construction of the embodied 

identity.” Fashion is rarely understood as only a cultural phenomenon however; it 

is often discussed as a socio-economic experience. Corporate efforts to consume 

fashion products inspire strong customer motivation to buy and exchange existing 

products for new ones. The fashion system is an effectively organized system of pro-

ducing, changing, and destroying fashion and aesthetic taste at seasonal or weekly 

speeds to encourage changes in fashion. Fashion as a personal or embodied expres-

sion becomes therefore an industry-supported expression and a socio-economic 
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phenomenon rooted in fashion seasons and fashion collections (Kawamura 2005). In 

this way fashion becomes a function to feed and meet a passion, a desire, a want, or a 

need for new, novel, fresh, modern, the latest beginnings, creations, or innovations. 

Edelkoort (2015), on the other hand, argues that today’s designer instead endlessly 

recycles trends from the past. And one could debate whether the new is actually new 

or simply a previous experience recycled. In her “Anti-Fashion Manifesto,” she decla-

res that today’s young creative elite actually no longer make fashion something new; 

due to the compressed design process affected by the fast pace of the industry, they 

instead just create clothes. She claims that designers have neither the time to actually 

consider or develop a conceptual approach that might transform the silhouette nor 

the time to transcend dominant trends to influence the culture.

But what if fashion design is not about endlessly recycling trends from the past but is 

actually about recycling the actual garments from the past through design? What if 

the “never-ending passion for new beginnings,” the new, novel, and freshly designed, 

instead were fashion remnants transformed? If garments are a central and funda-

mental material on which to base new design, what would fashion design be in terms 

of recycling, redesigning, and remaking the remnants of industrial fashion? What if 

fashion garments are waste, what is fashion design then? What if fashion garments 

are obsolete, what is fashion design then? What if fashion garments are dirt, what is 

fashion design then? 

3.1 If Garments Become Waste: What is 

Fashion Design Then?

If fashion design and the design of clothing meet the needs and wants of consumers, 

regardless of whether these needs and wants are industrially encouraged demands or 

more physically induced bodily necessity, surplus garments as fashion design suggest 

design as remains, unwanted or unusable garments, discarded garments, defective 

garments, or otherwise worthless pieces of clothing. It could also mean the redesign 

of garments that no one wants any more: the excess, the unwanted by-product, the 

prototypes used during design development that are for some reason rejected, gar-

ments that are considered unimportant or valueless waste. 

What is interesting is that this waste is connected to notions of value that are ever 

shifting, a state through which things pass. The poetic and aesthetic disposition of 

trash has the potential to be re-categorized and reclaimed and ascribed with fresh 

value, yet it can also simultaneously challenge the notion of usefulness. Another 

interesting connection is the relationship between waste and wasteland, commonly 

thought of as an unfruitful or uncultivated land, or an ugly and often devastated or 

barely habitable place that is spiritually and emotionally arid or otherwise unsatisfying. 

Artistic and commercial enterprises have long shown an interest in waste and its 

potential for transformation; it is not a recent trend, If waste is abundant and cheap 

and traditional virgin materials are finite and expensive, it is no surprise that desig-

ners, brands, and makers are turning their attention to different kinds of household 

rubbish or industrial scraps as sources for innovative raw materials. Designers, by 

taking advantage of the inherent qualities of these materials, can use paper, concrete, 

leather, textiles, and plastic redirected and renewed through mechanical cyclic pro-

cesses (Rowley 2018).

Architect Lendager goes even farther. He argues that current types of waste can be 

made as desirable as virgin materials of the past; in addition, they can also be as eco-

nomically profitable. For architects and designers, he argues, “the chance of creating 

something beautiful from something that looks ugly and was designed badly is much 

greater than if they take something like a piece of 400-year-old oak and try to add 

beauty to it” (Lendager 2018:18). Lendager architects focus on circular construction 

and upcycled materials for resource efficiency, where the recycling of building mate-

rials is an integral part of the early stages of planning and construction. For Lendager, 

a major task is to independently produce upcycled building materials and compo-

nents that are renewed aesthetic products and also live up to all technical legislative 

requirements for the construction industry. 

Dutch designer Piet Hein Eek (2015), who reworks scrap wood and old materials 

into new furniture, is another example of one who works with waste. For him the 

transformation is not romantic at all; it is pragmatic. Eek offers a contrast to everyday 

life, where everything is rushed and not done properly. Designs take their time, and 

that’s an important part of the point – doing the maximum with the minimum, using 

leftovers, and adding an enormous amount of labor: “I’m like a chef in a restaurant.” 

Likewise, Helen Kirkum (2018) is a designer who hacks discarded and recycled 

sneakers and shapes them into new ones. She first destroys the sneakers and then 
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reconstructs them in a completely different way by treating shapes and components 

as her materials. The shoes are essentially made inside out and from the bottom up 

through initial deconstruction followed by meticulously piecing the components back 

together.

Researchers have different ideas about why waste has a creative potential. Pye 

(2010), for example, argues that the potential of waste resides in its status as a thing 

approaching a ’zero point’ of value. For her, this means that the object “has reached 

a point in transition between the world of the functioning, the useful and visible, and 

the realm of the invisible, the non-functioning and empty…

whilst systems of order and classification depend precisely upon practices 

of disposal and discarding, when a mixture of wasted things of many dif-

ferent types and states of decay or disrepair become visible, this can begin 

to undermine categories of order and classification, becoming in the process 

threatening or even subsversive. By suggesting possible combinations and 

mergers not foreseen by human design, by crossing the boundaries of clas-

sification, such things may appear dangerously unstable, perhaps threatening 

contamination and contagion, evoking the powerful emotion of disgust” (Pye 

2010:6).

For Solanki (2018), when objects reach the invisible and the non-functioning, when 

they reach ‘zero point value,’ they become valuable again. When such objects appear 

so ordinary that they are no longer attractive to some, others look at the materials 

afresh, reconsidering their value and encouraging us to question what a material 

even is and could be, “not only transforming them into objects of desire but giving 

them functional purposes with the aim of positively impacting our immediate future” 

(Solanki 2018:11). Also time can also be an important issue when exploring the 

creative potential in waste and surplus. Viney (2015) argues that 

for quantitative or solipsistic reasons, that some objects are valuable and 

others are not avoids the central problem of waste’s relationship to time - the 

value of things rises and diminishes according to the work they do or the 

future imagined for them, in other words, to their potential realized in time. 

Our momentary relations with things are managed and acknowledged in 

subtle ways. ’Waste’ and ’time’ do not stand in naked isolation; they require 

translation, description and mediation (Viney 2015:3-4).

What then is waste or becomes waste? In early English use, Gee (2010) 

argues, “waste was whatever was no longer utilitarian, something squandered, 

empty or barren, or lacking purpose. Waste has meant desolation, pointlessness, and 

uselessness, but also excess and surplus; both extremes have been viewed as pro-

blematic, void of meaning, and immoral”. Allen (2009) has also argued for a similar 

direction by asking the rhetorical question: ”What is the history of waste—a constant 

battle with the unusable or a shifting index of our sense of value?” This implies that 

both suggestions are valid. For Gee “waste is always material (first) and figurative 

and metaphoric (second)” (Gee 2010:8).

3.2 If Garments Becomes Obsolete: What is 

Fashion Design Then?

Something termed obsolete may not be in use any more, or it may no longer be use-

ful, or it may have been replaced by something newer, better, or more “fashionable.” 

If fashion suggests the things and acts that are in trend, in style, and in focus momen-

tarily, obsolete describes things and processes that have been discarded, a style or 

mode, a print or a color, something no longer current, something that is outmoded. 

Fashion’s socio-economic functions, like continuously introducing new products and 

product systems and promoting them as newer or better, make existing products 

obsolete and outmoded. Within the context of more typically functional or technical 

garment types, marginal changes or alteration in function are hyped as new and 

better although few or no significant alterations may have been made. And the more 

the industry increases the speed of introducing new and updated products, the more 

obsolete products become. This process is often called planned obsolescence, or 

built-in obsolescence. Steve describes this function of the process as inducing people 

to buy and possess something that is always new by provoking the desire to own so-

mething a little newer, a little better, and a little sooner than what is necessary (cited 

in Adamson 2003). This is done through industrial design and the product planning 

that gives a product an artificially limited useful life so that the product becomes un-

fashionable or no longer functional after a certain period of time (Bulow 1986; Burns 

2010). The idea is to shorten replacement cycles and maintain production flows. The 

commonly used expression “this year’s model” communicates what is going on.
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That being said, in fashion design, the notion of obsolete is turned inside out. 

Designing obsolete fashion would mean designing garments from already outdated, 

old fashioned, outmoded, or otherwise considered obsolete garments. In the tradi-

tional system, the products are designed to die at a given time. With already obsolete 

garments, however, the products are dead already, so instead they are designed to 

come alive and live. This also suggests that if fashion design based on new garments 

runs the risk of dying by becoming old fashioned or outmoded, fashion design based 

on obsolete garments faces no risks, only the promise of coming to life and living, of 

becoming fashionable and new. 

The obsolete garment as material in fashion design needs to be considered and reflec-

ted upon in terms of its potential. On the one hand, some obsolete objects are almost 

new, but they do not make the grade at the last minute; in fact being “new” does not 

apply to the fashion in the first place, although it tried very hard to earn the rating. 

These are sad obsolete objects: the sadness of the obsolete that tried to be modern 

and almost succeeded through its technical level but failed because of its expression. 

The object was new but still held on to some aspects of the past that made it fail at 

the gate. On the other hand, some obsolete objects were once an extreme expres-

sion of the current and new: abstractions and conceptualizations of the current and 

the occasional new, both technologically and expressively vivid obsolete objects. In 

contrast to the “sad failures” of the time, these objects appear as an extreme perso-

nification of the once new and current as hopelessly obsolete; they appear to have 

no diplomatic power at all and are unable to mediate qualities between the past new 

and the current new. They are proud and extroverted objects that are more exciting 

and cool than sorry or sad. A possible third grouping is an in-between category: the 

mediocre obsolete object. These are the invisible bulk, the constant background for 

the sad or the vivid obsolete and already basically outdated garments with a hint of 

the new but never succeeding in making the point. Fit, detail, materials, and other as-

pects of the object have been compromised into neither/nor, never quite modern and 

never quite historical. If the sad obsolete at least tried, the average obsolete did not. 

Designed to be used as a stopgap, a backdrop, it filled in between the extremes and 

all the basics in a fashion collection or a current trend. The average obsolete object is 

the nonspecific, the indifferently designed. 

Several designers earmark the obsolete as a way to rethink fashion and fashion 

design practice. Christopher Raeburn (2020), for example, is considered a pioneer 

in the reworking of surplus fabrics and garments to create expressive and functional 

products; he meticulously deconstructs and reworks leftover materials, products, 

and artefacts into new garments, often with functional or functional aesthetics. In 

addition, Rave Review (2020) is an example of a fashion design brand that shifts 

the obsolete in a more typical female industrial fashion direction. They expressively 

mix and swap context and materials, often with a clear sense of trying to use well-

known and sentimental textile materials in new and contemporary ways. They remix 

bedsheets, for example, with deconstructed leather jackets, tablecloths, blankets, 

and old shirts. Elisa van Joolen (2020) is another interesting example; she focuses 

more concretely on exposing relational aspects of clothing and subvert processes of 

value production by reflecting on and reconfiguring specific social contexts. This is 

characterized by her use of anonymous and taken-for-granted everyday products or 

packaging. 

3.3 If Garments Becomes Dirt: What is Fashion 

Design Then?

If fashion traditionally builds on things that are virgin, graceful, spotless, pure, and 

otherwise perfectly ‘unique’ to the fashion system, fashion design as junk and filth 

instead suggests things and processes that are stained, discolored, or discarded-

-garments of poor quality, of little meaning, of little worth, and of little significance. 

Referring to fashion design as dirt could also mean that it becomes about crafting 

something with no particular shape, an indefinite size, or containing nasty matter 

that takes away the purity of something. These could be garments that have corrupt 

behavior or structure or exist in large amounts. Fashion design could then be dif-

ferent ways to erase the dirt, to cover or to shift the focus from the error, and to point 

at something else. 

Dirt has gained a lot of attention in art and design. In fashion design, Martin Margiela 

has created a well-known work in collaboration with microbiologist A.W.S.M. van 

Egeraat where a series of garments were treated with different strains of bacteria, 

yeast, and mold that over time provide varying colors and textures. The organisms 

altered the color and texture of the garments during the course of the show and 

established different aspects of these garments (Margiela 1997). Another example 

is the textile installation Daily Dyes, where unplanned, domestic soiling resulted in 

ideas for a more systematic method of dyeing based on spillage, dirt, and food waste, 
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where stains tell a story of eating habits and movement patterns, reminding us of 

how things that we handle daily actually provide us with color (Lundin 2017). 

Dirt has also been theorized in different ways in relation to society and art. Douglas, 

for example, argues that being dirty or unclean is a cultural matter determined by 

power structures, both symbolic and actual. In her view, the religious notions and po-

wer structures expressed in the secular distinction between the sacred and the profa-

ne have not disappeared in modern society. Instead, the sacred and the profane have 

moved to manifest themselves in the clean and unclean, the relationships between 

them, and the shared perception of what constitutes contamination. For Douglas 

(2002), dirt can simply be understood as ‘that which is out of its place’ or ‘matter 

out of place’.This idea suggests that the concepts of dirt and dirty are linked to how 

people think and act in relation to space. Ketchup, for example, in fine in the bottle 

or on the plate, but not on my shirt. As Viney (2015) points out, being neat and clean 

does not relate so much to the matter and things themselves but how we collectively 

arrange, separate, and order our psychophysical environments. A common strategy 

is to present the opposite of this theory. For example, when Duchamp exhibited the 

urinal under the title “Fountain,” he moved a dirty and filthy act and object of an end 

to a status and prominence of beginning through a strategy to subvert the intention 

or identity of a material or an object with new intent or a new identity (Mink 2016).

In addition to the formlessness of dirt, another common issue is shit, or in more 

delicate terms, stains on objects that come from the body; for example secondhand 

garments that have been worn and left dirty. Berger (2003) accounts for this by 

arguing that we are uncomfortable with our own shit, not just because it relates 

to our own visceral boldly functions but also because we are uncomfortable with 

our own death – of which shit is a daily reminder. In this way, fashion as filth/dirt/

used garments becomes a reminder of death, while new fashion is constructed as a 

constant rebirth. In his take on it, Laporte (2002) ties the fate of human waste and its 

perceived wickedness to the fate of the individual with the history of shit becoming 

the history of subjectivity. For Laporte, this is also the reason why waste has no place 

in the establishment of a social order – or in an orderly fashion: 

Smells have no place in the constitutive triad of civilization: hygiene, order, 

and beauty. In the empire of hygiene and order, odor will always be suspect. 

Even when exquisite, it will hint at hidden filth submerged in excessive perfu-

me, its very sweetness redolent of intoxication and vice” (Laporte 2002:76).

For Scanlan, the daily acts of cleaning, scrubbing, and concealing that a person 

routinely indulges in to remove the dirt, “to hold the garbaging of the self at bay, and 

to put some order over our affairs, our bodies (and so on), we must recognize in them 

“the symbolism of garbage is perversely found in its opposite of order and cleanliness, 

in the objects and arrangements that temporarily conceal it - in the magical power of 

soap to ’remove all obstacles,’ and to clear a path to the future (Scanlan, 2005:43).

The opportunity for dirt or junk in fashion may therefore be to reposition them, to 

give them a place, for dirt may also represent creativity and power in opposition 

to the cleanliness and purity that represents order and rigidity. The challenge, as 

Douglas (2002) argues, is that dirt forms a power that can only be harnessed through 

rituals. The question is: what are those rituals in fashion design? 

3.4 To Design From Waste, Obsolescence, and 

Dirt

Designing with and for the obsolete gives rise to questions about design methods, 

and a change in thinking fashion and fashion design also suggests a change in met-

hodology. If industrial fashion design is about designing a plan for a new garment 

by planning for the product’s artificial death (end of use), designing for the obsolete 

garment could turn into an unholy mess, a disruption of material systems, and a de-

rangement of techniques and symbolic structures. As such, the process may become 

more playful experimentation to find alternatives in the potentials in the already 

formed and obsolete; this could also include a critical inquiry about the current indu-

strial systems as well as propositional and demonstrative. Or it could become a form 

of recovery by innovating backwards or through a reverse design engineering. When 

working with the obsolete as a material, the designer acquires a wealth of informa-

tion that could influence the initial design of products.

The question is: what types of methods and approaches can be used to recover and 

innovate backwards? What possible techniques are there or need to be developed? 

And what are the challenges for rethinking the industrial thought processes underly-

ing fashion design practices?
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4 INITIAL EXPLORATION Within the context of remaking and redesigning, the concept of ‘garments as materi-

als’ is fundamental, but can also be a problem for trained designers. 

While holding workshops with designers at various companies and consulting firms 

within various redesign projects, I found that there seemed to be fundamental dif-

ficulties inherent to designing based on an existing garment. The problem occurred 

during designers’ initial explorations regarding what could be designed based on 

garments or parts of garments. Many of the designers seemed to struggle to even 

start the design process, before they were able to begin to explore a particular design 

process. To me, this was an indication that there may be some important issues regar-

ding basic ways of thinking within the fashion and garment design process relating to 

the ways in which a typical design process is carried out across its various stages. 

Based on these experiences, I chose to explore ways of thinking in fashion and 

clothing design in order to understand the basic problems better and to enact a shift 

– away from ways of thinking in terms of design, and towards ways of thinking in in 

terms of redesign. 

To accomplish this, I held an initial exploratory workshop that was intended to 

explore how traditional ways of thinking and working in design can be challenged 

by the starting point of ‘garments as materials’ in a redesign project. The idea was 

to work with students’ ways of thinking, acting, and reflecting on how to work with 

garments as materials in fashion design, and explore how this related to my earlier 

experiences. The goal for the experimental workshop was to move away from the 

relatively loosely defined earlier experiences and towards more clearly defined con-

cepts, as well as to seek both shared and differentiating patterns and characteristics 

through the students’ selection, transformation, and design using garment-materials. 

These concepts were to lead to and inspire additional developments and suggestions 

for developing redesign methods.

The design-test-projects described were carried out during the Spring of 2019 with 

first-year Bachelor’s-level fashion design students at the Swedish School of Textiles 

at the University of Borås. The workshop was a part of the course on materials and so 

related to the topic of garments as materials, and was held to investigate the design 

students’ perspectives on this topic. 

The difference between this experimental workshop and previous ones was the desire 
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to explore in greater depth students’ opportunities and problems. To do this, each 

participant presented their work and then answered questions from both myself and 

the other participants. The questions related to both the garments that they chose 

as materials and how they approached their materials and dealt with a material that 

was already a garment. The presentations and discussions were held in Swedish and 

have been translated so as to be included in this thesis’

4.1 Experimental setup

Piles of garments were provided to the students, and functioned as starting points 

for their design processes. Each garment fell into one of three categories: waste, 

obsolete, or dirt. Each student was assigned a pile of clothes, which constituted their 

design materials. I divided the piles into different types of garment, e.g. upper- and 

lower-body garments, trousers, skirts, tops, etc. The students were given the fol-

lowing brief:

•Choose materials from the different piles – design 3–4 garments based on 

the materials. Use only the given materials, without additions.

•Photograph all of the selected garment-materials as follows: front and rear 

against the white wall, with a small margin around it, before doing anything 

further with them.

•Write approximately three lines explaining why you selected each material. 

What interested you?

•Photograph your 3–4 garments in the same way on hangers against the wall. 

Also photograph each garment being worn, front and rear, ? BACK against the 

wall.

•Choose the best garment and present it on the mannequin for the final 

seminar. 

The students worked with the material for one week. I met some for brief supervision 

sessions, but not all of them. For the presentation, the students exhibited their favou-

rite design on a mannequin. The answers they gave were recorded and transcribed.

4.2 Results

The discussion that followed each participant’s presentation is presented below. 

Other than the first question, the question and answer sessions were based on follow-

up questions connected to the first answer.

Student 1

– What did you do?

I started to pick things with bright colours, which I was drawn to. I noticed that I got 

almost one item of each colour. And started colour-coordinating them and kind of 

looking a little at the materials, and then I noticed that they were kind of glossy, and 

kind of light materials and even really thick, a little more ‘real’ outerwear material. I 

was drawn to these. Here are the garments I had. I feel like I only used the blue sec-

tion, basically, but had really big plans for the others, but it didn’t turn out that way.

– Why did you choose to do this?

I worked in a slightly unfocused way, and started kind of over here with the bright 

colours and felt, well that I progressed maybe a little too fast, and came up with a 

result and felt – God what is this? So I put it aside. So I have a million projects started 

over at my workplace that I have not felt that I want to complete.

– You said that you chose the colour first; can you describe how you worked with the 

material in other ways?

The main idea was for it to be a bit crisp, that it would not be meagre, washed out. 

But I still tried to get some lustre in the material, verve, like. Yes, for example this 

material, I liked very much [checkered thick roll-up trousers in blue] this heavy wool, 

but also with strong colours, but with more mature colours, perhaps. So all I did was 

drape based on these colour palettes, and quite quickly began to sort of develop this 

little, kind of sports-puff-sleeve-top, and felt that it could be left to sort of rest, and so 

I worked in an unfocused way.
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– You mentioned last Monday, when I checked how you were doing, that you had cut 

the garments. 

Exactly, mmm, well, I needed to kind of decode them from being… because I felt 

pretty stuck in the identity they had already as garments, so I started sort of removing 

linings on jackets, looking a bit more at making them stop being garment identities 

and more materials.

– And then cutting them was a way to decode them?

Exactly, and also to make them not have as much sentimental value. Or cut the 

respect for the seams a little, in order to be able to be a little more creative with my 

own seams.

STUDENT 3 – What was this before [pointing to the checked blue wool dress]?

This was made from a pair of trousers, the remains of which lie there. So I basically 

just cut off the crotch and cut them lower, and then turned them inside out on a man-

nequin and used pins to narrow them, and then I added this under the tulle skirt that 

was worn by someone in a photo, a Gina Tricot schoolgirl skirt. Because I wanted to 

do something a little more fun, kind of.

This one [a garment/top part of a mannequin] is just big scrunchies, I wanted to 

create big volumes, I did it yesterday, became more rational with it, but it was also 

fun to create an effect quickly.

STUDENT 3 – Great idea, that allows you to use left-over scraps such as these.

Mm, really. And kind of getting the volume into it was important.

Student 2

– What did you do?

I started with… I wanted something that was quite polished, kind of actually doing 

something really, really tailor-made, which you might not always have the space to 

do here. I can miss it a little, just being a little careful. So I started by constructing 

this garment, and I focused on taking lots of jeans, lots of shirts, just to use archetypal 

things, doing something with them. So when I started planning the pattern pieces, I 

tried to focus on how to sort of cut them a little strategically, so that it would not be 

so awfully ‘patchy’ and ‘DIY-ish’, which was my absolute greatest fear, so I still tried 

to get them pretty much colour-coordinated, but still keeping kind of the charm of 

these very, very worn jeans. And to like match with already existing stitches. Working 

on this a bit. So, this was the first thing I did, and it obviously took quite a while. So, 

I felt like this – as I was cutting into these jeans anyway, it was quite interesting to 

see what happened to them as parts of them were removed, so I tried to cut away 

everything but the seams, the elements that in effect make them into a garment. 

Here, though, I have still sort of cut out the fabric. l started using this as a fabric, in 

the opposite sense I mean… and thought a little like, it could be fun to experiment 

with and fill it with different things, to see what can happen, kind of use it as a styling 

element, perhaps use it on top.

– It’s very exciting to see.

It was a bit sad to cut these jeans, really nice old Levi’s denim.

– Why did it feel sad?

Well I do not know, it feels like there is a pretty high value in them, it is something 

I myself go around looking for in second-hand shops. So I, kind of like – but I want 

these, but they are just way too big, so it would not have worked out anyway, but yeah.

– Interesting, you also said something [Student 1], to remove the nostalgia, or the 

respect, the dignity, the soul. You touched on this a little [Student 2] with your Levi’s.

STUDENT 6 – In the last presentation, when we were making our own garments, 

some thought it was a little difficult. But this is not even, we got these, it is not even 

our clothes, but still it feels respectful... it is very interesting. After all, I have been 

dumpstering quite a lot, so I have a lot of respect for garbage, to find a treasure in 

someone else’s…

STUDENT 5 – We all buy second-hand, but still they are not our own clothes anyway. 

We haven’t adopted the clothes in this way, yet, or perhaps had time to. There is after 

all the matter of the respect for it… 
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Student 3

– What did you do?

Here is my coat, which I created from three pairs of cargo pants and a pair of cargo 

shorts. I started by draping on myself. I had an idea all along to choose these cargo 

pants. It was because I liked this type of material. And I like a lot of pockets and 

details and worn, stiff fabrics, my favourite thing. So I just started to drape on myself 

to see what could be placed where and so on. Two trousers became sleeves, quite 

logically. I liked how these pockets formed like a kind of shoulder protector, and then 

I unpicked two pairs of trousers. I kind of worked with placement on different things. 

I got, I wanted to use these pockets, which are useful pockets really, but that made for 

a bad silhouette, because it was wide at the top and narrow at the bottom, so I turned 

them upside down. And this created nice openings on the side as well. Like putting 

the zipper at the back so it becomes like an opening on a coat and stuff like that. The 

fly is on the neck, so you can open it up and get a bigger opening here at the back.

– What were your thoughts regarding the choice of raw versus stitched edges, seams? 

Did you think about this at all?

It was a bit like that I thought it would feel unnatural to... that when I sewed it all 

together, I at least wanted to try to preserve as much as possible, like the seams are 

old and used and wrinkled a little, look worn, so that you match them in a way, so 

they are still there. If I were to add new seams then I think they would look unnatural 

because they would be like, not look worn in the same way the other seams do. I have 

long wanted something I could use, long wanted to design a big, heavy, military-like 

coat that weighs a lot and moves.

– So you think you will use this yourself too?

Mm, definitely! It is quite comfortable. And then I also made a small bag from a shirt 

and some sort of weird vest. At first I thought I would make a mask, with these kinds 

of suspended from it, but it had to be a bag instead, quite fun. And so the trousers, 

they are just shorts. By then I only had a pair of jeans, and I pulled them on so that I 

had a layer and took another pair of trousers’.”

– Are they fastened together? Is this the stitch?

Yes, it is not the world’s most beautiful stitch; I thought about whether they would sit 

here or here. I love these colours and I was constantly thinking about outfits a bit like 

this one, matching colours and with the same type of feeling, made of these materi-

als. And here I also styled using an old t-shirt.

– How much did the colours guide the choice of materials? Did they matter as much 

as the fact that you wanted to have precisely this quality of fabric?

When I arrived, I took all the cargo pants I saw, shorts, and this type of work clothing. 

So I had four garments that were this colour. So, it had to be them because I wanted 

to make a jacket when they came together. But I had some that were beige, but these 

here fit better. I thought all the time – this I did first, this is the way I always put it on, 

when I started draping. I then worked with the others to see what could work, kind 

of, and maybe just took this vest and put it on over the jacket and like – how would 

this fit next to the face? – like that, and took a photo. I tied this one into a bag so it 

became a real thing. Not just a shirt that has been tied around something, with the 

same expression.

Student 4

– What did you do?

When I walked around down there, I started by kind of taking everything I liked, that 

I was drawn to, so I collected lots of stuff, had a huge pile. So afterwards I was like 

this ¬– I have to kind of try to figure out why I have chosen them?. It felt that one 

was picked a bit spontaneously, quite quickly as well. So I divided them into three 

piles, which was like this: okay but this I have chosen for the colour, this I have cho-

sen because of the material, and this I have chosen because of the details. And then 

I started with that which I thought was most interesting and that I really wanted to 

work with, and it was lots of old workwear. And they were also really hard to cut into 

because they were brand new. They still had the price tags on. So when I sat there 

cutting, it was kind of the worst part of the whole task, because it felt so damn hard 

to ruin something. But I started cutting out some parts of this one that was kind of a 

pantsuit, without sleeves, like a vest up here. So I started draping it on myself pretty 

much and kind of thought this part was pretty much reminiscent of a bag I had when 



  6766  

INITIAL EXPLORATION

I was a kid like this. . I had a pretend mobile phone bag. I thought they were fun and 

didn’t make many changes aside from cutting this piece off. This is actually an arm 

hole that now I have jumped into. Then I continued with this material a bit when I 

had so much. But then I felt that this was no fun anymore so I let that idea go.

– Why wasn’t it fun anymore?

I do not know; I felt that I had been staring at something for a very long time and had 

not moved forward in any way. That’s how it felt to me. I finished that one, and had 

a lot of other interesting materials. So then I went back to my big bag of clothes and 

I brought out these t-shirts. And I chose them down there, too, because I found five 

t-shirts in exactly the same size, from exactly the same brand; so I guess it was the 

same person who had dumped all of them. I really wanted to work with some jersey. 

So I started to drape on myself and cut the sides open, so they were completely flat. I 

cut them all the same way except for one of the t-shirts, on which I kept the sleeves, 

and these are the ones that I sewed on here, so they are still in the t-shirt itself and I 

have not unpicked their seams. So this one is made of four t-shirts and the sleeves are 

from the fifth t-shirt.

I wanted to keep it such that one would really see that it was made of t-shirts. So 

that’s why I wanted to use these openings and there were four. I thought it was a bit 

fun to see a whole pattern piece.

– Have you tested using the different openings/holes?

Yes, I have. The last thing I did was sew on the t-shirt sleeves, and it was kind of then 

that I felt it was fixed in shape. Otherwise, before you could wear it in any way, kind 

of, because then you just jumped out through some hole. A little subtraction... And 

it was nice, too, because I wanted contrast stitches, because I didn’t want it to be a 

big black blob, that you couldn’t figure out what it was. Nobody would be able to 

understand that they are t-shirts.

– Was it important that it be understood that these are t-shirts?

Yes, I liked it, because I wanted it, wanted to somehow show that you can take old 

stuff and make new things. I didn’t just want it to look like a whole new thing, sort of. 

So I thought it was fun, at least with this one here.

Student 5

– What did you do?

I collected different clothes, a sweater, different materials to work with. I don’t think 

I took much. I just think I tried not to take too much actually. I started by trying to 

drape with the clothes, but I got a bit stuck on the garments. I could only see a pair of 

trousers, for example. I cut everything up and then created this, where I started from 

this cardigan. And so I was looking for what worked, what I thought fit together, I think.

– In what way did you think it fit together?

In terms of colour and quality. Something I felt could work together.

– When you chose this part of the cardigan, what was it that caught your eye?

I think it was the rib, and I thought it was cool that it turned into a different garment 

than just a cardigan. But I changed the torso, as it was too fixed in its identity as a 

kind of corset. So this is a shirt also, that continues here, and a skirt and a t-shirt. And 

then I looked at trousers a bit, as I felt that my thinking was blocked by the man-

nequin. I tried to make legs using a pair of socks, which had leftover fabric in them. 

I draped a pair of trousers. It was quite fun to do. I tried to experiment a bit with 

trousers and what fabrics can do for expression.

– Why did you decide to work with tape?

It started with me not having any more pins, but I also like the expression. Also, it’s 

my kind of aesthetic. So I created a skirt also, but took it apart again. It was just so... I 

draped on a chair, to create another shape, but when I put it on it didn’t speak to me. 

But it was something here [a drawstring with an eyelet on a rib] that I liked. It was 

like this one coming from a skirt, I like it when you understand, when it stands out. 

Finally, I made this, a pair of jeans and a pair of children’s trousers. Again it felt better 

on the mannequin than last time, so I wanted to try again to make a corset.

STUDENT 3: – Those trousers, can they be worn?

Yes, they are very wide at the top, but I have tried them on. So they work.
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– What did you do?

I came in on Monday and went down there and found a few things; I just took things 

that felt good, like.

– What was it that felt good about them?

The colours, ‘materials’ as everyone here calls them. But there was a pile of them 

that I didn’t use later on, many of which were beige, brown, and blue materials that 

I thought fit well together. Then there were a lot of stripes, and then I thought that 

might be fun ¬– if you get a lot of the same then maybe there will be something here. 

So I started with this shirt which was a regular, fairly long shirt, and began to hold 

it up against myself in different ways. So I found, for example, this sleeve that slid 

down a bit and then I started cutting it. So I also found a pair of bathing shorts that fit 

here at the back. So I worked on, released the sleeve from... somewhere around here 

there was a collar and some form of yoke here that I cut away and then the button 

edge was made into this band in the back. Anyway, I made this one pretty quickly, 

I think. And then I turned to this thick sweater, which was a long cardigan that so-

meone had cut into quite a lot right here, it had stains on the arm, so then I did a new 

version, a V-neck sweater, quite a basic model, and tested it on an overlock machine. 

At first I had thought of sewing it as normal, but then it became a little more fun to 

turn it inside-out. I wanted to keep the wristlets.

– So what is the ‘right’ side now you initially wanted to have as the ‘wrong’ side, with 

the seams facing inwards?

I thought of having it with the plain knitting facing outwards, but partly the surface 

of the fabric became so uneven when it was turned inside out, and the seams were 

ugly as well. So then I thought that it will be just as well to have it as an additional 

detail. Then I kind of made a little wrap top of a t-shirt. As I also just tested the 

sleeves in a different way, I had this one upside-down to see what it looked like. Here 

the sleeve goes down, and is cut in different ways to make it stop. You can have it in 

slightly different ways. Either you can have it here, maybe, or you can take it forward, 

this way. Or when you have arms you can do this, so it becomes like an open back.
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Then, what I actually did – but that was with my own bag – I remade it. The backpack 

was made by Granit ( a store and a brand) , but I changed it. The bottoms of these 

backpacks always break, so I cut it and took the straps and made a shoulder bag out 

of it.

STUDENT 9 – I think it’s nice to see that you have kind of preserved something very 

simple, that it doesn’t have to be much for it to become something, it’s somewhat 

comforting to see, in my opinion. Simple, but so good.

– It is interesting to see the way the stripes work together.

STUDENT 5 – It is interesting to see how a shirt and a pair of bathing trunks can have 

such similar expressions.

At first, I thought it wouldn’t work. This one is pretty soft and this one is stiffer. I 

think the stripes became very good, that the stripes became thicker. So I went with 

that idea; this is the crotch, which was placed at the back.

– What were your thoughts regarding raw edges versus stitched ones?

Well, it was good that it fit so well there, the end result might have been better if I 

had rolled it up, though? But then I had had to do that everywhere else, too.

– Did you really have to do that?

No, perhaps not, it was not a very conscious decision. I cut here and then it fit there. 

It fit in, kind of.

 Student 7

– What did you do?

I had a lot of ideas as soon as I saw the tables. Oh, I have to make something out of a 

bunch of shirts. So I kind of ran and grabbed a lot of shirts. I figured out pretty soon 

what I was going to do, kind of.

– How did you come up with that then?

I had plans to do a lot of remaking before, but didn’t have the time and also it’s so 

damned expensive with second-hand clothes. And now, like – yes, now I have the 

opportunity!

I’ve sort of been thinking about it, and then I saw all the wonderful shirts that were 

there, all these flannels and I just – yes, now I’ll make something. And I’ll make 

garments that I will actually use. Because that is what I kind of think that remake is 

all about – to infuse new life into something so you won’t buy new stuff and consume 

new stuff, but consume old stuff. I’ve sewn for myself and done what I think is nice, 

sort of. I am very pleased with the result. What is sad is that, like, I have done so-

mething similar to what Student 2 did with their jacket: I cut so that there were fabric 

pieces and then cut them so that they could be used to create garments, which leaves 

a lot of small scraps, kind of. I’ve not used any pockets or waistbands on the jeans, 

for example, and all the collars on the shirts are left, like, and I think that is a bit sad. 

That means there are still some pieces left and they are difficult to use for anything; 

I really would have liked to use those for something, too. However, I plan to use the 

sleeves that remain from these shirts for a skirt, perhaps, so there may be some more 

garments. This is a skirt that I made from four pairs of jeans, and onto which I sewed 

pockets. And the trousers I am wearing today, of course. Then a lovely summer dress. 

For this one, I will also sew on a couple of pockets – the chest pockets from this shirt, 

which will go somewhere.

I have quite a lot of material left, I found lots of other things, for example small 

blouses that I also – based on their colours – thought could become something. But 

I didn’t have the time. The trousers. The button edge on the leg, resulted in more 

wastage when I cut out the fabric. But here, only the collar and cuffs were not used. 

Everything else was used for the trousers.

STUDENT 1 – I think that with second-hand clothes the collar and cuffs often cannot 

be used due to sweat stains and similar. As these were clean, it is good that you have 

been able to take out almost everything except what is often not possible to use. 

That’s what I’m thinking, at least.

STUDENT 9 – It is hard with such small pieces, so fiddly, it is like, you have to un-

stitch – hard to make something useful of.
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Student 8

– What did you do?

I wanted to do something with jeans, I thought to myself that when you go to a 

second-hand shop, there are often a lot of jeans there. So I probably didn’t have a 

plan from the beginning, but then when I came to work on the jeans I was simply 

unstitching. I wanted to keep the part of it that was a pair of jeans, but move it 

somewhere else, so I used the legs to create the sleeves. At first, I thought about ad-

ding more on the rear, but then I thought it was neat, there was a nice opening, and 

it became practical. But the arms were very long, like, so then I wanted to get them 

up; at first I had planned to make a lot of creases, but didn’t think the shape was good 

enough. It became so stable, like, so then I chose to just take a couple of other pairs of 

jeans; I took the waistband from a pair of white jeans and sewed on a button so that it 

could be fastened.

– I want to come back to the question about your choice of raw edge versus sewn 

edge, etc.?

Yes, I do like raw edges on jeans, I like the fringes. And then I took a zipper and sewed 

it on, so you could close it.

Then I went for these cycling shorts. They were probably the first thing I took, I fell 

for them right away! I loved the colour and print. I liked the reference to old sport-

swear. I picked up lots of other prints, but it was this one that I liked the best. So I just 

wanted to emphasise it, kind of, and do something just as simple, but also something 

new, so I made it into a tube top instead. I had to change it, as it was too narrow to 

get all the way around, and to stabilise it I used the lower part of a t-shirt and added a 

little elastic, because I couldn’t use that of the trousers as it was falling apart.

When I was down on Monday I found this sweatshirt, it had a great shape but also 

big paint stains. I thought it was a great shame that it would be thrown away when 

it was so nice. So I simply cut off the stained parts. It was so rewarding as there were 

like panels, so I could remove what I wanted, just a tiny bit left at the rear, but there 

was still most at the front. I also had a lot of work clothes, but I was not so inspired 

by them, because I like to wear them myself, as they are; I usually buy them second 

hand. But then again, I still liked the contrast between this softness and that sterile 

hardness. Early on I wanted to put in something woven, so it had to be this one, and 

then I used a pocket to cover the logo.

– Why did you particularly want to use weave?

Because of the contrast, I wanted it to be visible, to make a point of replacing it. And 

also I didn’t like the football logo, so I covered it with the pocket.

Then I also found this skirt that I was attracted to due to the rhinestones, which I 

thought were lovely. It was like the first thing I started fiddling with, but l thought – 

no, I don’t know what to do with it. So I left it. Between like every garment I returned 

to it and went – no, I do not dare cut into that, like. Then, when I was working last 

night, I started cutting it open and was about to do something, some kind of dress 

maybe, but it did not turn out well, so I thought – oh no, now I have ruined it, damn 

it! So I sewed on some elastic. Well, then I made a belt like this, and so I tried it on 

and then just – no, it didn’t turn out well, damn, now it’s useless. Then this morning 

when I came here and just pulled it on – yes, it works as a belt. I guess I just picked 

out the part I liked most. So I have worked a little differently with each garment I 

would say.

Student 9

– What did you do?

I started by choosing materials. I had chosen a lot of cargo pants, I think that I am 

like Student 3 in that I’m attracted to heavier materials, preferably jeans, so a lot of 

weight. But then I thought – okay, I won’t start with them anyway, I’ll try to stay away 

from them.

– Why would you try to stay away from them?

Because it is so obviously something that I would have been more than happy to 

work with, so I thought I would save it for last anyway. So I left it where it was and 

took this sports jacket and started cutting it because I know the inside of functional 

clothing is often a lot of fun. I didn’t find it in the least difficult to cut up, and was 

curious to see what was inside it, maybe also because I like the idea of ‘inside’ and 

a sense of rawness. At the beginning I tried draping on a mannequin to try to create 
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something that I didn’t really know what it was. So I set the clock an gave myself time 

limits, when I did it later on, because I thought I would see this more as a form of 

sketching exercise than an attempt to create a finished product.

– So, how long did you spend on each garment?

I completed this one in maybe one hour, or maybe less. But I rearranged things like 

this on a mannequin for quite a long time before I decided that this is I what I’m going 

with. So then there is an arm there and the back there, because I also wanted to, like, 

I’ll try not to use the back as a back or a sleeve as a sleeve. But then it became a skirt 

anyway. So I still think it is, I like when it’s simple, when just about anyone can do 

this in an hour if they have a jacket to spare. And maybe encourage people by saying 

that it doesn’t need to have such fine edges – to get away from that a bit. At least for 

now. I added this zipper; cut it away this morning, then I folded it in and thought that 

this one, which was a little longer before, would go above here, but then I saw it this 

morning and thought – never mind, I’ll cut away, as it was a bit too messy, sort of. It 

was a zippered lower edge with a black lining, like.

Then I draped it on myself for a while. I was making a hood of collars and this part 

was placed about here somewhere. And this can be worn in a few different ways. And 

it was quite fun anyway to stand in front of the mirror; it was quite a new experience 

for me to stand and tie and try it on my head like that. And then there were these 

Atacac hands from our mannequins that I extended. I think it’s quite fun that they are 

so transparent and open with patterns – take this, we want to see what you do with it.

This is the inside, it’s like a crab claw. And then there was this, I wanted to try slightly 

lighter fabrics, a little knitwear, a little jersey. So it’s these under-layers and these 

trousers. I kind of like that it looks thrown together, that someone is pulling out 

garments which are then thrown at you, so I built on that a little bit, straps that are 

slipping down, that aren’t fastened. I left it open for the arm like this.

I thought it was pretty good to time myself, doing this. I worked from 10 o’clock until 

lunch, came back the day after and made some changes. So I wasn’t super strict, but 

structured.

Also, I had too much material. Like, I didn’t use a tenth of what I had taken, which 

is probably why I was draping in the beginning – why am I doing this now? After all, 

ideas may come up in a different way if one is being quick, but perhaps not if one is 

naïve or something like that.

STUDENT 3 – It’s a very nice collection, everything matches very well. Have you tried 

styling things together?

Well yes, I tried that yesterday, but I don’t know, it’s stimulus for the eyes…
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– What did you do?

I did a lot of rummaging around in that pile, and the last thing you said was ‘think 

of this as material’, because at the end someone asked about the limitations, if you 

could add zippers and stuff. And I think I was looking at the pile as if I was walking 

into a fabric shop. And I’m a bit of a material nerd, so I did a lot of touching the 

garments to see whether there was potential in this fabric in terms of quality. So I 

perhaps subconsciously looked for colour, which resulted in a lot of blue lavender and 

black.

So that was what much of the pile I took with me was like. The first thing I was 

attracted to was this purple vest dress, or whatever it is, with a pink lining. I think it’s 

silk, but it doesn’t say on the label. Someone sewed it by hand, I think. So it was like 

this – I really wanted to drape to know more exactly what kind of shape I wanted to 

achieve before cutting too much, but still wanted to preserve some of it. I was thin-

king of preserving a pretty nice button edge with hand-sewn hooks. I draped quite a 

lot, and tried to add yet another fabric to try to find some silhouette. But I guess I got 

a little scared.

– Why did you get scared?

I don’t know, it was as if somehow – if I do this, I’m going to have to cut quite a lot, to 

make this fit together nicely. But it felt like too much of a risk. I became a coward.

– In what way was it a risk?

Of destroying, perhaps it would look good on a mannequin, but I hadn’t tested this 

in reality. I’ve made this kind of bust before, and that process often gets hindered by 

the mannequin. And then when it comes to the body it hangs in a different way than 

I had imagined. And as we had a time limit, I felt – let’s play this one safe, then, and 

make any kind of draped dress with spaghetti straps. And as this one was hand-sewn 

as well, it felt like – aaah, I don’t want to cut it too much, destroy it. I wanted to pre-

serve the delicate parts of it as much as I could.

So there is plenty of room to change this should I change my mind. I got a lot of ideas 

from draping and wanted to test further, for example with openings here at the neck 

and different combinations, perhaps for future projects, and to try to set limitations: 

to start with simple garments and see the potential in how they can be manipulated 

and become other things. Because otherwise, I have problems making decisions so 

this was a very nice way to work – that I had only this and I got to work on it, full stop.

This one consists of two pairs of workers’ trousers in sizes 52 and 54. I felt that I wan-

ted to preserve these pockets and take advantage of the details and place them in a 

nice way, and maybe do something that is still wearable, maybe do something with a 

feeling that does not like make one think right away that this is two pairs of trousers, 

that’s the way I think one works symmetrically. I never usually work with symmetri-

cal garments, so it was also like a challenge for me to do something that was more 

tailored, symmetrical, and with a collar and pockets, and then maybe use the buttons 

from that dress and then use the rest elsewhere. And that it will be a challenge to do 

something that does not have that typical deconstructed look. And to try to preserve 

these seams, do something with these knits and pockets here. These are back pockets 

really, then I was thinking of trying to take advantage of the waistband, but I guess 

this is the sad part that there will be quite a lot of waste despite everything, but I still 

try to see something positive in that it will be a jacket that can be used instead of two 

pairs of trousers that are too large. So there is less waste.

Then we have this one, a regular cardigan, in a sweatshirt material by Monki. I wan-

ted to make a draped version of it so I turned it upside down to create asymmetry, 

and tried to wind up some other shapes to create an asymmetrical and slightly more 

draped cardigan.

STUDENT 3: – Did you use any pattern as a starting point when you made this jacket?

I used the upper part of a jacket pattern, and in order to not cut too much I didn’t 

place it exactly, but so that it would work with my arm. To place these little pockets 

that are here, but in a different direction, and make use of as much of the material as 

possible, I just placed this part and the arm hole.

STUDENT 3: – Did you remove the pockets and place them elsewhere?

These are the only ones left. These are back pockets that are placed on the front.

Student 11
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– What did you do?

I thought it was very difficult to choose material from that pile – I suffered from 

decision anxiety, panicked, and didn’t know what to look for. I can’t see what this is 

supposed to be, it’s all just a pile to me. So I was just looking for colours, kind of. And 

colours that contrasted with the strong colours I chose, which aren’t any of these 

here, obviously. Then I got stuck in the draping stage for a long time, and just didn’t 

understand what to do, like, because I have a tendency to overcomplicate things. So 

I tried to come up with a weird task. And then I abandoned that because it was more 

fun to, in the end, show easy tricks that one can use at home with clothes.

– What was the weird task?

I talked to Student 10 and Student 1 about symmetry, as I never do symmetrical stuff. 

After that, I had to challenge myself and create only symmetrical things; however, as 

all garments are symmetrical already, I cut away half of them... I had picked very few 

garments, as I had such a panic relating to choice. I felt like – it’s too big a task and 

too little stuff, so I skipped it.

And then I thought about what you said, that it’s fun to show that one can also just 

cut off a sleeve and that becomes something. So then I chose this t-shirt, because I 

was reminded of my stepdad who has this Hard Rock Cafe t-shirt that is so washed 

out that it has become sort of bluish in colour, but has a layer of white on it too, 

which I thought was so much fun. So I think this is that kind of t-shirt that one always 

sees a relative in, and which makes you think like this – oh damn, there’s Kim and his 

bloody t-shirt! Who, if they had a young person or children in their lives, could take 

and just narrow the sleeves.

I chose to keep this one, which became a huge and strange shoulder, and cut it and 

sewed it up here. Now, I do not have a picture of it, but I think this one was quite fun 

to have over a jacket, as it enhances the shoulder.

Then I thought about this one, which can be classy. Like my ‘sporty relative’ sweater.

It was in such good condition that I wanted to create something with it. And then 

I thought about almost the same thing – how a young person could go out and do 

something flashy with it, so instead of throwing it away one could do something like 

this with it. I found two shirts, it’s like a hug. It becomes sort of deformed when you 

wear it. I did not want to fasten it completely as it kind of drapes here. So it gets like a 

bit distorted.

STUDENT 3 – Is there only one layer at the front?

Yes, because it was too damned thick to wear otherwise, there was too much fabric 

here, underneath – I kind of suffocated. So I’ve cut away sort of everything below 

here, so it is in one piece. You can pull it over... You don’t have to be afraid to do this 

at home.

4.3 Analyses

In the analysis of the students’ designs, I have looked for categories relating to se-

lecting, handling, and reflecting on the garment-material that related to the ideas of 

waste, obsolescence, and dirt. The analysis of the students’ reflections on their ways 

of working highlighted interesting dynamics and tensions with regard to the struggle 

that many of the students showed in following the brief. The findings regarding the 

approaches of the students to selecting and transforming the garment-material are 

presented below. 

Bold is used to highlight the characteristics and actions that I felt occurred frequently 

in the discussions. The concepts were also complementary, forming a kind of working 

relationship that allowed the analysis to illuminate different perspectives on methods 

and approaches and provide an understanding of the differences as being sliding ins-

tead of being categorical. In the analyses presented below, the concepts are presented 

in connection to the material from which each was drawn.

Student 1

SELECTION OF MATERIALS:

I started to pick things with bright colours, which I was drawn to. I noticed that I got 

almost one item of each colour. And started colour-coordinating them and kind of 

looking a little at the materials, and then I noticed that they were kind of glossy, and 

kind of light materials and even really thick, a little more ‘real’ outerwear material. I 
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was drawn to these. Here are the garments I had. I feel like I only used the blue sec-

tion, basically, but had really big plans for the others, but it didn’t turn out that way.

[similarity, symmetry]

Note: Variation in fabric quality.

WORKING METHOD & RESULTS:

I felt pretty stuck in the identity they had already as garments, so I started sort of 

removing linings on jackets, looking a bit more at making them stop being garment 

identities and more materials […] and also to make them not have as much senti-

mental value. 

[forgetting]

Note: The cut turned the garment into a material. Removing stitches allowed adding to 

take place.

Yes, for example this material, I liked very much [checkered thick roll-up trousers in 

blue] […] So I basically just cut off the crotch and cut them lower, and then turned 

them inside out on a mannequin and used pins to narrow them, and then I added this 

under the tulle skirt […] Because I wanted to do something a little more fun, kind of.

[remembering, preserving]

Note. The trousers became a skirt. Inside-out.

Student 2

SELECTION OF MATERIALS:

I focused on taking lots of jeans, lots of shirts, just to use archetypal things […]

[type, symmetry]

WORKING METHOD & RESULTS:

I wanted something that was quite polished, kind of actually doing something really, 

really tailor-made, […] just being a little careful. So I started by constructing this 

garment, […] I started planning the pattern pieces, I tried to focus on how to sort of 

cut them a little strategically, so that it would not be so awfully ‘patchy’ and ‘DIY-ish’, 

which was my absolute greatest fear, so I still tried to get them pretty much colour-

coordinated, but still keeping kind of the charm of these very, very worn jeans. And 

to like match with already existing stitches.

[showing]

Note. Be a little careful, polished. Colour-coordinated.

[I]t was quite interesting to see what happened to them as parts of them were remo-

ved, so I tried to cut away everything but the seams, the elements that in effect make 

them into a garment.

It was a bit sad to cut these jeans, really nice old Levi’s denim […] it feels like there is 

a pretty high value in them, it is something I myself go around looking for in second-

hand shops.

[preserving, destroying]

Note. Ingredients that make a garment, can you fill the gap, the void? The value and 

respect of the garment. To cut the garments – is it to destroy them?

Student 3

SELECTION OF MATERIALS:

I had an idea all along to choose these cargo pants. It was because I liked this type of 

material. And I like a lot of pockets and details and worn, stiff fabrics, my favourite 

thing. [similarities, type]

Note. Several of the same, or similar. Details that pockets generally talk about, ask about 

the materials and then everything usually means the quality of the fabric itself.

WORKING METHOD & RESULTS:
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I liked how these pockets formed like a kind of shoulder protector, and then I unpick-

ed two pairs of trousers. […] I wanted to use these pockets, which are useful pockets 

really, but that made for a bad silhouette […] so I turned them upside down. And this 

created nice openings on the side as well. […] The fly is on the neck, so you can open 

it up and get a bigger opening here at the back.[…] [W]hen I sewed it all together, I 

at least wanted to try to preserve as much as possible, like the seams are old and used 

and wrinkled a little, look worn, so that you match them in a way, so they are still 

there. If I were to add new seams then I think they would look unnatural […]

And so the trousers, they are just shorts. […] Yes, it is not the world’s most beautiful 

stitch […] I love these colours and I was constantly thinking about outfits a bit like 

this one, matching colours and with the same type of feeling, made of these materi-

als. And here I also styled using an old t-shirt.

[searching, preserving]

Note. Placement of details controls form, to some extent. But when the silhouette became 

poor, the function had to give way. Blend in, similar colours, similar fabric/material. It’s 

about matching.

Student 4

SELECTION OF MATERIALS:

I started by kind of taking everything I liked, that I was drawn to, […] So I divided 

them into three piles, which was like this: okay but this I have chosen for the colour, 

this I have chosen because of the material, and this I have chosen because of the 

details.

[type, symmetry]

Note. Materials/garments sorted by colour, material (fabric quality), and details.

WORKING METHOD & RESULTS:

[The garments] they were also really hard to cut into because they were brand new. 

They still had the price tags on. So when I sat there cutting, it was kind of the worst 

part of the whole task, because it felt so damn hard to ruin something. […] I started 

draping it on myself pretty much and kind of thought this part was pretty much remi-

niscent of a bag I had when I was a kid like this. I had a pretend mobile phone bag.

[searching, preserving, remembering]

Note. Hard to cut into them and destroy them, is okay to destroy? Is it possible?

I found five t-shirts in exactly the same size, from exactly the same brand […] I really 

wanted to work with some jersey. […] I cut them all the same way except for one of 

the t-shirts, on which I kept the sleeves, and these are the ones that I sewed on here 

[…] [s]o this one is made of four t-shirts and the sleeves are from the fifth t-shirt. 

[…] [I] wanted to somehow show that you can take old stuff and make new things.

[showing, remembering]

Note. Due to the appearance and shape of the basic garment one garment resembles 

another. Derivation, association. It is important to be able to see that these were once 

old t-shirts. Is there a value in being able to show that you can take something old 

and do something new? How do you see that something is a brand new thing?

Student 5

MATERIAL SELECTION:

I collected different clothes […] I just think I tried not to take too much actually.

[difference, irregularity]

Note. Not taking too much, what does it mean? She took less than the other students, 

why did they take more? More opportunities, for free? Too overwhelming?

WORKING METHOD & RESULTS:
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I started by trying to drape with the clothes, but I got a bit stuck on the garments. I 

could only see a pair of trousers, for example. So I cut everything up and then created 

this one, where I started from this piece of a cardigan. […] But I changed the torso, 

as it was too fixed in its identity as a kind of corset. So this is a shirt also, that conti-

nues here, and a skirt and a t-shirt.

[destroying, forgetting]

Note. The participant was stuck on the idea of a corset, then the cardigan was positioned 

in the same way as before, but without its other constituents. What was the impact of the 

placement? One still saw a waist/corset performed, and believed that the garment was 

truncated, so to speak.

And then I looked at trousers a bit, as I felt that my thinking was blocked by the man-

nequin. I tried to make legs using a pair of socks, which had leftover fabric in them. 

I draped a pair of trousers. It was quite fun to do. […] But it was something here [a 

drawstring with an eyelet on a rib] that I liked. It was like this one coming from a 

skirt, I like it when you understand, when it stands out.

[searching]

Note. As draping is a method that many people use to work with garments as materials, 

it is difficult to make trousers as mannequins with legs are uncommon. Does this have an 

impact on the development of that garment category? Understanding where something 

comes from – understanding, or seeing it. Why is it important? Why does it have a value? 

Is it linked to potential?

Student 6

MATERIAL SELECTION: 

I just took things that felt good, like. […] The colours, ‘materials’ as everyone here 

calls them. But there was a pile of them that I didn’t use later on, many of which were 

beige, brown, and blue materials that I thought fit well together. Then there were 

a lot of stripes, and then I thought that might be fun ¬– if you get a lot of the same 

then maybe there will be something here.

[irregularity, similarity]

Note. Much of the same, in this case beige, blue, and brown. Much of the same, but dif-

ferent kinds of stripes.

WORKING METHOD & RESULTS:

I started with this here shirt which was a regular, fairly long shirt, and began to hold 

it up against myself in different ways. So I found, for example, this sleeve that slid 

down a bit and then I started cutting it. So I also found a pair of bathing shorts that fit 

here at the back. So I worked on, released the sleeve from... somewhere around here 

there was a collar and some form of yoke here that I cut away and then the button 

edge was made into this band in the back. Anyway, I made this one pretty quickly, I 

think.

[searching, destroying, forgetting]

Note. Drape on oneself, let the garment shape control wherever one chooses to cut. Work 

fairly quickly. What does that mean? Maybe it is good not to think too much? Could it be 

linked to the respect for the garments that so many people talk about? This was exciting 

as Student 3 said a shirt and a pair of bathing shorts can have such similar expressions. 

How can one fold garments against each other? What does ’similar to each other’ mean? 

That they swing, work together. That they together build something new, free of the 

garment’s past history, context, or area of use?

And then I turned to this thick sweater, which was a long cardigan that someone had 

cut into quite a lot right here, it had stains on the arm, so then I did a new version, 

a V-neck sweater, quite a basic model, and tested it on an overlock machine. At first 

I had thought of sewing it as normal, but then it became a little more fun to turn it 

inside-out. I wanted to keep the wristlets. […] I thought of having it with the plain 

knitting facing outwards, but partly the surface of the fabric became so uneven when 

it was turned inside out, and the seams were ugly as well. So then I thought that it 

will be just as well to have it as an additional detail.

[forgetting, destroying]

Note. Holes and stains in the cardigan led her to make a sweater. When the overlock 
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seams were too wavy to have on the inside she chose to turn them inside out, so that it 

instead became an interesting expression on the outside of the garment. One ‘wrong’ (the 

hole and the stain) became a sweater; another ’wrong’ (uneven overlock seams on the 

inside) became ‘right’ when turned inside-out. To follow the garment and technology in 

some way.

Student 7

SELECTION OF MATERIALS:

I had a lot of ideas as soon as I saw the tables. Oh, I have to make something out of a 

bunch of shirts. So I kind of ran and grabbed a lot of shirts. I figured out pretty soon 

what I was going to do, kind of. […] I saw all the wonderful shirts that were there, all 

these flannels and I just – yes, now I’ll make something. 

[type, symmetry]

Note. The value of making something that you actually want and intend to wear. What 

does it mean for the selection of materials, and how can they be chosen to work with fit, 

cut, and seams?

WORKING METHOD & RESULTS:

I cut so that there were fabric pieces and then cut them so that they could be used to 

create garments, which leaves a lot of small scraps, kind of. I’ve not used any pockets 

or waistbands on the jeans, for example, and all the collars on the shirts are left, like, 

and I think that is a bit sad. That means there are still some pieces left and they are 

difficult to use for anything; I really would have liked to use those for something, too. 

However, I plan to use the sleeves that remain from these shirts for a skirt, perhaps, 

so there may be some more garments.

The button edge on the leg, resulted in more wastage when I cut out the fabric. But 

here, only the collar and cuffs were not used. Everything else was used for the trous-

ers.

[preserving, forgetting] 

Note. Is it a problem that it is not possible to use all the material? Why can’t this be 

done? Does everything have to be used? Student 1 worked in the same way as Student 8, 

who cut out parts from the garments, i.e. the fabric between the seams, and made new 

garments. To ‘get rid of pieces’ of fabric and utilise finished parts, such as pockets, and 

reposition them in another place on the same shirt, or on another shirt. There was more 

waste in placing the button edge on the trousers, but the shape of the trousers became 

more interesting as a result of that decision. What does that mean? 

Student 8

SELECTION OF MATERIALS:

I wanted to do something with jeans, I thought to myself that when you go to a 

second-hand shop, there are often a lot of jeans there. […] Then I went for these 

cycling shorts. They were probably the first thing I took, I fell for them right away! I 

loved the colour and print. I liked the reference to old sportswear.

[type, difference]

WORKING METHOD & RESULTS:

I wanted to keep the part of it that was a pair of jeans, but move it somewhere else, so 

I used the legs to create the sleeves. At first, I thought about adding more on the rear, 

but then I thought it was neat, there was a nice opening, and it became practical. But 

the arms were very long, like, so then I wanted to get them up; at first I had planned 

to make a lot of creases, but didn’t think the shape was good enough.

[showing]

Note. This made it clear that the garment used to be jeans, or any other garment for that 

matter. Why is it interesting? Again, is it for display – watching this can even turn into 

this? Or is it simple? Perhaps it is quite obvious that that a trouser leg can easily be made 

into a pair of sleeves, as the shapes are similar to each other. There is something crazy 

about the whole thing that influences the work as a whole. However, this kind of storytel-

ling is not always very exciting, in my opinion.
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I found this sweatshirt, it had a great shape but also big paint stains. I thought it was 

a great shame that it would be thrown away when it was so nice. So I simply cut off 

the stained parts. 

Because of the contrast, I wanted it to be visible, to make a point of replacing it. And 

also I didn’t like the football logo, so I covered it with the pocket.

[forgetting, destroying]

Note. Lacks the courage to cut – is this fear related to destroying something that is 

already good, an unnecessary act? To cut away stains, to cover a logo with a pocket. Two 

issues in the original material that governed the redesign process. Cover the logo, cut 

away the stains, and replace it with woven fabric from another garment.

Student 9

SELECTION OF MATERIALS:

I had chosen a lot of cargo pants […] [b]ut then I thought – okay, I won’t start with 

them anyway, I’ll try to stay away from them.

[type, similarity]

WORKING METHOD & RESULTS:

[I] took this sports jacket and started cutting it because I know the inside of functio-

nal clothing is often a lot of fun. I didn’t find it in the least difficult to cut up, and was 

curious to see what was inside it, maybe also because I like the idea of ‘inside’ and 

a sense of rawness. At the beginning I tried draping on a mannequin to try to create 

something that I didn’t really know what it was. So I timed myself when I did it later 

on […]

I completed this one in maybe one hour, or maybe less. […] So then there is an arm 

there and the back there, because I also wanted to, like, I’ll try not to use the back as 

a back or a sleeve as a sleeve. But then it became a skirt anyway.

[showing, searching, destroying]

Note. Unlike some of the other students, this student wanted people to feel that they can 

do this for themselves: Those who like the DIY look, those who do everything to get away 

from it. On the other hand, you can have, for example, a raw edge and the choice of just 

having this raw edge can be extremely conscious, not a mere coincidence, or the lack of 

precise sewing skills... it is an interesting balance. Spontaneous versus controlled. Caring 

or uncaring.

Student 10

SELECTION OF MATERIALS:

And I think I was looking at the pile as if I was walking into a fabric shop. And I’m a 

bit of a material nerd, so I did a lot of feeling the garments to see whether there was 

potential in this fabric in terms of quality. 

[similarity, abstraction]

Note. Found and chose garments based on fabric quality and colour.

I really wanted to drape to know more exactly what kind of shape I wanted to achieve 

before cutting too much, but still wanted to preserve some of it. […] I draped quite a 

lot, and tried to add yet another fabric to try to find some silhouette. But I guess I got 

a little scared.

I’ve made this kind of bust before, and that process often gets hindered by the man-

nequin. And then when it comes to the body it hangs in a different way than I had 

imagined. […] [A]aah, I don’t want to cut it too much, destroy it.

[preserving] 

Note. The value of hand sewing, another factor in not daring to cut into the material, just 

as other students had anxiety about cutting into brand new, unused garments.

I got a lot of ideas from draping and wanted to test further, […] to start with simple 

garments and see the potential in how they can be manipulated and become other 

things.
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I never usually work with symmetrical garments, so it was also like a challenge for me 

to do something that was more tailored, symmetrical, and with a collar and pockets, 

and then maybe use the buttons from that dress and then use the rest elsewhere. And 

that it will be a challenge to do something that does not have that typical deconstruc-

ted look.

[searching, showing]

Note. Working symmetrically, for the garment not to have that deconstructed look. Are 

deconstructed garments automatically asymmetrical? They tend to be, but does rema-

king work in a different way here? If it is asymmetrical, is it reversed, and if symmetrical, 

is it ‘new’? The jacket was both sharp and convincing. The designer is in charge of the 

material.

Student 11

SELECTION OF MATERIALS:

I thought it was very difficult to choose material from that pile – I suffered from 

decision anxiety, panicked, and didn’t know what to look for. I can’t see what this is 

supposed to be, it’s all just a pile to me. So I was just looking for colours, kind of. And 

colours that contrasted with the strong colours I chose, which aren’t any of these 

here, obviously.

[similarly, symmetry]

Note. Panic – this is just a pile to me! I don’t know what it is; indeed, what is it? Is it good 

to see a pile instead of a roll of fabric? Or a pile instead of a pair of jeans?

WORKING METHOD & RESULTS:

I never do symmetrical stuff. After that, I had to challenge myself and create only 

symmetrical things; however, as all garments are symmetrical already, I cut away half 

of them...

[showing]

Note. Back to symmetry – the student couldn’t challenge it in any other way than cutting 

away half of the garments. But did they really have to change anything?

So then I chose this t-shirt, because I was reminded of my stepdad who has this Hard 

Rock Cafe t-shirt that is so washed out that it has become sort of bluish in colour, 

but has a layer of white on it too, which I thought was so much fun. So I think this is 

that kind of t-shirt that one always sees a relative in, and which makes you think like 

this – oh damn, there’s Kim and his bloody t-shirt! Who, if they had a young person or 

children in their lives, could take and just narrow the sleeves.

And then I thought about almost the same thing – how a young person could go 

out and do something flashy with it, so instead of throwing it away one could do 

something like this with it. I found two shirts, it’s like a hug.

[remembering]

Note. Think of garments in terms of personalities. Many of the students talked about the 

garments-materials they chose in terms of personalities. How does this affect the design 

process? To find a direction? A rich lady with large shoulder pads. The Dressman guy who 

wants to look younger than he is, the hipster guy who thinks he is brave and alternative 

but in fact is scared of everything and everyone.

4.4 Summary

The participants’ approaches to selecting materials can be divided into two catego-

ries: on the one hand type/character, symmetry, and similarities, and on the other 

difference, irregularity, and abstraction (Table. A). 

Similarity Symmetry Type

Vs Vs Vs

Difference Irregularity Abstraction

Table A. Approaches to selecting/sorting the material
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It should be noted that most of the participants used the former set of categories. 

With regard to methods of designing, there appeared to be an interesting struggle 

between showing, remembering, and preserving on the one hand and searching, 

forgetting, and destroying on the other (Table. B). 

For the students, type, symmetry, and similarity appeared to be strong challenges 

to rethinking and reconnecting the making and creating of new connections and 

designs. The participants appeared to generally think and act with regard to ‘remem-

bering’, to base connections on their memories, and to be influenced in their design 

efforts by what the garments (the materials) were previously. They also seem to have 

had a tendency to want to show something already preconceived. There was also a 

significant fear of destroying, shown by the efforts to preserve but still change the 

material (Table. C).

With regard to redesign methods and business models, it is crucial to design using 

garment-material based on difference, irregularity, and abstraction, as a given 

garment is used to create a new garment. As is discussed in Chapter 1, this relates to 

the fact that different raw materials (i.e. garment-materials) are available at different 

times. This may present a volatile material condition, be varied, and impossible to 

control in a manner analogous to ordering fabrics or yarn in a linear design structure.

Similarly, searching, destroying, and forgetting are important elements in redesign 

methods and business models. As is discussed in Chapter 1, the starting point for 

redesign methods is whatever material or product module is ‘to hand’, whether it 

be used, surplus, etc., and it is here that preconceived expressions or functions may 

not be possible to realise. Presenting or realising an idea or a concept (showing) in 

a traditional sense is therefore problematic, and exploring what one can find in the 

garment-material becomes instead a central way of working. When designing based 

on typologies of existing garment categories, the formal codes of garment details, 

symbolic associations of particular garment elements, and combination of particular 

garments in a collection (remembering) are also problematic. Instead of forgetting, 

reconnecting, redefining, and rethinking are central to establishing new designs and 

syntheses wherein elements of existing meanings are reconstructed as new ones. 

In this process, the act of breaking down and taking apart existing design artefacts 

(destroying) is an essential act. Preserving during the act of designing may prevent 

redesigning, as it prevents the remaking of new artefacts.

Based on this discussion, what techniques and methods can be developed and utili-

sed in relation to difference, irregularity, and abstraction in approaching garment-

materials? What possible techniques and methods for searching, destroying, and 

forgetting can be used?

Showing Preserving Remembering

Vs Vs Vs

Searching Destroying Forgetting

Table B. Approaches to redesigning/remaking the material

Name Selection Method

Student 1 similarity, symmetry forgetting, remembering, preserving

Student 2 type, symmetry showing, preserving, destroying

Student 3 similarity, type searching, preserving

Student 4 type, symmetry preserving, showing, remembering

Student 5 difference, irregularity destroying, forgetting, searching

Student 6 irregularity, similarity searching, forgetting, destroying,

Student 7 type, symmetry preserving, forgetting

Student 8 type, difference showing, forgetting, destroying

Student 9 type, similarity showing, searching, destroying

Student 10 similarity, abstraction preserving, searching, showing

Student 11 similarity, symmetry showing, remembering

Table C. An overview of the ways in which the participants were perceived to act and think in 
relating to designing. 
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5 TOOL DEVELOPMENT I try to simplify

reduce in order to enrich 

disrupt 

my own 

assumptions 

What is a garment? 

What is a material? 

escape all 

in the loss of the whole 

new things 

to be 

found
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5.1 The Scanner (Tool)

The scanner is a tool used to examine a garment as material, for its unspoken quali-

ties. Through abstracting, searching, and forgetting it helps uncover the potential and 

possibility in each garment-material. The scanner reveals garments in different styles, 

of contrasting quality or condition, framed and looked upon simply as lost until they 

are found. Sometimes the discovery is about finding the richness in what looks like a 

barren wasteland, to decipher the particularities of the bland.  

The scanner displays an inventory of garments as material and brings about an ana-

lysis of the expressive properties of some as well as the emptiness of others. Scanning 

makes known the design qualities of selected materials, things out of matter and mat-

ter out of place. Chapter 3 points out for example that waste, obsolescent, and dirty 

travel with preconceived negative qualities. Waste is often considered to be lacking 

in purpose and regarded as pointless and useless, excess and surplus. Unfruitful or 

uncultivated land and ugly, devastated, barely habitable spaces are also considered 

waste. Obsolescent describes a style or mode, a print or color, not in use any more, 

something that is unfashionable or dysfunctional after a certain period of time. Dirt 

is something that is discolored, stained, or changed so much that it interferes with its 

intention and design.  

This tool aims to reverse this negative thinking and change these derogatory percep-

tions of waste, obsolete, and dirt by helping designers instead see the expressive and 

functional design potential in these categories of garment-materials.

The scanner works because it eliminates the senseless thinking about how to put the 

material together into something. The scanner allows one to search for other qualities 

that in turn generate ideas for construction and formation. When I put the material in 

the scanner for example I may have a notion of what I will see, but the scanned result 

always surprises me. It helps me to think beyond my initial idea and entertain new 

concepts. It takes away part of the authorship rather than just alter it. The scanner 

appears to block my intellect. At first I am trapped in my own assumptions, but the 

scanner helps me move beyond what I already know or want to show.

The scanner also reminds me that a hoodie is sometimes more than just a hoodie. The 

framing in the scanner makes it particular through subtle details, and this act of actu-

ally looking at the details uncovers alternate possibilities for the hoodie. Even if one 
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refers to two different garments as similar or of the same type, they become different 

in the scanner, and the difference triggers a variety of design initiatives and ideas. By 

zooming in you prove that there is richness in the featureless; by zooming out you 

find featureless in the richness.

5.2 The Swatches (Method) 

Scanning produces images. These images or swatches, are the result or product of 

this tool. The series of swatches and the series of a swatch present a method for re-

building material descriptions within the re-design/remake. Looking beyond a t-shirt 

or a pair of pants is an opportunity to see what might be forthcoming from the cur-

rent. It could be used as a comparison between what at first might be considered as 

similar or the same material, but what becomes clear after a close look is that the si-

milarities are actually the differences . The swatches are interesting precisely because 

they do not remain the same when scanned. Scanning also allows deconstruction of a 

material/garment without using the scissors, which actually destroys the possibilities 

before they can be evaluated. 

The swatches have been selected from the different categories: waste, obsolescence, 

and dirt/junk. An example of waste (Nr. 5a) is a mint-colored checked coat where the 

sleeve has been cut off. This is why the garment is waste, or “dead” as a garment. The 

red moiré evening gown (Nr. 15) with puff sleeves, is a 1980’s design, and therefore 

outdated and not current anymore; it is obsolete. An example of dirt is the stained 

butter yellow t-shirt (Nr 4) and so on. 

The series consists of single garment-swatches that I have selected to show different 

possibilities. The series also includes a series of the same swatches to demonstrate 

the potential of searching for different possibilities in the same garment-material. 

The series all start the same and then move on in different directions to show how 

garment-materials can be explored and opened up. It can present a way of looking 

by abstracting into the material of the garment-material and not be held back by the 

recognizable details or dirty elements in a garment, as shown by several students in 

the workshops. The scanner makes it possible to look beyond just “changing the zip” 

or “adding a print to an old worn out t-shirt”. 

5.3 The Caption (Result)

The descriptions of the different swatches serve as captions or material specifications. 

The precision of the poetic line opens up different design possibilities; it is a material 

description from an aesthetical perspective. The caption is a way to conceptualize the 

possibilities. 

When trying to describe the swatches and conceptualize the design possibilities, I 

found the use of poetic language liberating. This way of using words has a kind of 

precision in expression similar to the one the material swatches have. In addition, 

the differences in swatches after making small adjustments seems easier to inter-

pret and express through a poetic line rather than a more formalized narrative line. 

Constructing abstract lines to describe the material allows me to be precise in my 

characterization. 

The captions therefore become design instructions by themselves or in combination 

with the swatches. More importantly, the poems are by themselves also experiments 

to find forms for extracting and defining the design potential in garment-materials.

The abstract use of words also allow for a different kind of transformation of the ma-

terial. For example, if one would look at a garment I think of a persona or phenome-

non connected to memory in a traditional way where design is to express a particular 

narrative. The words works to open up the narrative up. The combinations of words 

creates directions and openings that can be elaboration in more ways and build on, 

perhaps more easily than a more traditional “narrative”. The captions help to see also 

‘the other’ of a particular character or way of wearing or using a product.

The swatches provide analysis of the expressional and functional values of the design 

possibilities of the material. They aim to expose other design potential in the material 

than what might be arrived at intellectually. one may intellectually may find and de-

fine by unpicking a general potential by unlocking materials that are contextualized. 
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1.

durable 

probably long lasting

card board colored

creased, as if a body were still there. 

analog still 

dry

boxy details 

does not offend 

wants to blend 

in with 

nature 

suitable
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2.

fairly extravagant 

silver lookalike

striving 

for something

pursues

this is a smudgy one

squeaks 

rubber-like rich in details

a lot

going on 

probably cooling
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3.

lustrous 

crispy pastel pink 

fancy functional 

two white stripes 

suggesting 

a third white stripe hidden nearby

gathers at the one corner

a center of volume

vertical direction dominates 

the bias one 



  111110  

4.

bounded edges

not acting

past its prime

butter-colored 

pointy offset flower print 

fluctuating 

flat

stained 

slim

kind
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5.

chameleon

mesmerized at first

navy waves astray

dots on bias

buttons 

three in a line 

drowning rhythm

then discovery

the collar

the label

the closing

the gentlemen 
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6.

inscrutable 

gorgeous and voluminous 

the one-time wear 

paper like satin weave

flower 

garnishing

overflow

machine-made

dirt-white silk wannabe
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7.

klein blue

inside out

a spit and a sneeze

white spots like post-it notes

fill in or overwrite

food for thought

canvas-like
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8.

fur-like but no fur

a landscape brushed by wind

crayon-painted 

all over 

a map of something 

hills and a river

a neckline and a strap

pressed-motion

luster



  121120  

9.

like

thick paper

a piece of dry wrinkled skin

sharp seams

dusty beige minimalist

precisely plain

even discreet 

a bit of shimmer adds depth 

two-dimensional 
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10.

outdoors blue

cold 

is the winter

synthetic

machine-made nature

simplified basic 

primary colors 

very flat like

anybody

pixeled

repetitive blocking 

naïve or extreme clarity
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11.

wistful

translucent

evanescent 

 

in promising bubblegum pink

unpleasant in a pleasing way

kitsch

blocking out the intellectual

lace attached with a zigzag 

luxurious beautiful 

fake

fantastic
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12.

scream

crimson radiant

dazed and confused 

light

bold blocks and color clash

dangling straps and

dots of gray

a diagonal direction in glaring green 

thoroughfare

smash

artificial
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13.

Flower-patterned camouflage 

centered gathers

retracted bow

in the middle of bulk 

on top

tucked in 

ray of light 

lush life

direction
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14.

dependable sharp

impervious

geometrical directions all over

contrast colors

bold

smooth

prominent supportive

floating around
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15.

oily

wavy 

such a babe

machine-made crisp

touched by hands

a waistline hidden, cutting through

loops and buttons standing straight 

fun

frill

rigid

grandiose 

and more
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16.

sunbeam dash

mildly wrinkled

buttondown

gingham

a peephole to the left

blue grid repetition

stiff collar

relaxed in general

inexpensive

hairy chest
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17.

follow the navy serpentine

folded and rolled 

up and away

pilled like pearls and teddy thoughts

orange nostalgia

sooty

high and low

thumb grip or 

button whole
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18.

a lifetime

all lined up 

holes like beads 

looking back

looking through

carefully 

very thin thread

a print of a weave 

half-written, half-unsaid

absorbed

well-worn intimacy

almost nothing left
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19.

inside

out

bright yellow squeaky

not too provocative

screwed in a diagonal

a folded body

chubby

contrast details 

hiding pilling

itchy 

cozy

irritating
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20.

slim

repetitive 

panels

directing attention 

towards a center

compressed grayscale 

double-layered 

fragments floating 

closing the front. 

opening up at the sides 

asymmetric symmetry
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21.

handmade, perhaps not

possibly 

stitched, one by one

pixels all over

freehand

gathers

smocking

time-consuming

blue on white 

truthful
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22.

like a backdrop

of 

the ordinary everyday

 

not noble, nor prime

emerald green

uncomplicated, always replicated

this particular rib

and many more

dull
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23.

a topstitched frill inclined

one piece missing

ferocious cut

off

flesh-toned mellow peach 

organic flow 

misty gray shades
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24.

pleats lots of pleats 

wavy as a 

cornfield 

mischievous orange

very

material- like

a sense of garment

movement in layers

a hint 

a sharp edge

might be the ending

perhaps the beginning

a hint of a hem
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1 a.

subtle and anonymous

a luster of grey

brushed steel

flat dot-stitched details 

horizontal direction

promises beyond 

the crop. 

it is 

like nothing

but 

something
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1 b.

subtle and anonymous

a luster of grey 

brushed steel

flatter than flat

a sense of body

a sense of posture

diagonal directions 

depth

a precisely corner affirms

a notion of well-made

carefulness

it is 

like nothing

but 

something. 
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2 a.

checked weave 

like a textile grid

dusty colours slightly classic traditional

a bit noisy 

untidy

movement across the crop

diagonal directions 

expanding

geometric details 

pointing 

a different direction
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2 b.

checked weave 

like a textile grid

dusty colours slightly classic traditional

a bit noisy 

not untidy

instead a symmetric direction 

one 

detail

like an arrow

pointing towards a center
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3 a.

drty-white clean

a little messy

skewed 

to one side

still a certain sharpness

vividly coloured

typography

crimped 

fading away

tucked in at the side

expanding beyond the crop

what is happening 



  163162  

3 b.

dirty-white clean

a little messy

nicotine-toned 

classic gin-dry

minor holes unveiled

worn out 

squeezed and creasy

flat but

lively

a base for anything
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4 a.

high-pitched red 

fine knit texture

evidence of 

former elasticity 

now 

limp 

a bit exhausted

perhaps relaxed 

curved cut

double-layered fragile 
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4 b.

high-pitched red 

fine knit texture

evidence of 

former elasticity 

now 

limp 

a bit exhausted

perhaps relaxed 

sharper cut opening up 

pointing downwards

a base

expanding beyond the crop

fragile
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4 c.

high-pitched red 

fine knit texture

evidence of 

former elasticity 

now 

limp 

a bit exhausted

perhaps relaxed 

sharper cut 

a small detail 

paying attention 

two-way direction 

fragile
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5 a.

six times six 

crossing roads

mint-flavor felted

licorice pastilles 

paper airplanes

cut of

absence 

clown
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5 b.

six times six 

crossing roads

mint-flavor felted

eyes closed

laughing face

clip

clap

ice cream cone

cut of

clown
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6 a.

about those 

flowers

the gray gardens 

and golden days

a pair of pearls 

found in the haze

zip-locked floral armour 

wafts of heavy perfume

on the edge 

preserved

late afternoon
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6 b.

about those 

flowers

the gray gardens 

and golden days

plump flowers camouflage

thin lines cut inbetween 

the fields

dried-out 

heavy perfume 

a woven boudoir 

to hide 

inside 
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7 a.

safety 

first

very yellow 

uncompromisingly ready

upright standing abstract blocks

acrylic painting big brush 

but no grain

functional resistance 

boxy but flat

sharp

jet-black 

superficial

glow in the dark
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7 b.

safety 

first

very yellow 

uncompromisingly ready

upright standing blocks

cut in to

horizontal direction

 

stains and a black bug

acrylic painting

functional resistance 

follow the stitched lines

to work it out
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8 a.

emerald green 

dry

glaring white metal closing

leading away 

beyond

the ordinary everyday

sunshine between the lines

not noble

nor prime

anything
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8 b.

emerald green 

dry

a particular white 

unzipped 

leading away 

bias beyond

the ordinary everyday

angry bird

sporty-like

seams and lines

not noble

nor prime
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8 c.

emerald green 

dry

behind the scenes

naked truth 

inside fluff restless

out

table of content

the ordinary everyday

not noble

nor prime
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9 a.

trustworthy

petrol 

precise

a hint of mint incorporated

well-behaved tailored 

ripe

half-written

half-unsaid

a winding road

the queen 

has acquired 

the knowledge

furniture-like

stuck 

in the panties
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9 b.

trustworthy

petrol 

precise

a hint of mint in highlights

well behaved tailored 

half-opened 

half-closed

handsewn attentiveness

to reassure

she has been sitting so long

to still the waters 

own beauty 
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The challenge for students participating in the experimental workshop required that 

they discard their earlier ideas about repurposing old garments and replace them 

with fresh concepts about the relationship between old garments and new material. 

Through material selection, transformation, and design, students had to rethink the 

process of reworking and renewing the garments they had chosen from the piles of 

clothing that had been provided. Their focus was on the garment as material from a 

remake perspective. 

Chapter 4 points out that major stumbling blocks for the students as they began their 

process were the type, symmetry, and similarity of their garments. In addition, me-

mory seemed to direct their thinking; they remembered earlier connections to their 

garments and the influence that the former life of the garment, the garment identity 

as a fashion garment, had on them. Many students closely associated the items of 

clothing with their own identity, and some of the students even related to them as ha-

ving a certain character or personality, as they might describe a relative or friend. At 

this point the whole transformation became particularly difficult, for it could in some 

cases be misinterpreted as a hostile action of destroying yourself or someone else and 

would have lead to false conclusions. Certain garments also might have been passed 

over because of a lack of interest and therefore not even considered in the first place.

In the selection process, the actual choice of the “garment as material” turned out 

to be problematic for some students. Methods for selection of garments for redesign 

should therefore also an important aspect of remake and redesign research. One 

student, who because of a lack of knowledge about what to look for, panicked as she 

looked at the garment pile and confessed: “I can’t see what this is supposed to be, 

it’s all just a pile to me!” Other students found that the selection of material became 

overwhelming because of the volume of material, the amount of stuff. What is a fair 

number of garments to select when you do not know what you will design or from 

what material you will create the design? Confronted with the mountain of gar-

ments, one student tried to take “not too much” while another student grabbed as 

much as possible: “everything I liked, that I was drawn to.” She was totally confused 

by the abundance of choice and had to figure out why she had made her selections in 

the first place. 

More challenges occurred during the designers’ initial explorations of what could be 

designed based on the garments or the parts of garments. Fundamental difficulties 

surfaced, all of them inherent to designing based on an existing garment. Many of the 

6 DISCUSSION



  195194  

DISCUSSION

designers struggled with even starting the design process before they were able to 

explore a particular design process. Therefore, some important issues in regard to the 

ways in which a typical design process is carried out across its various stages do exist, 

and these realizations suggest the need for further development of more concrete 

methods for remake and redesign.

Cutting into selected material may feel uncomfortable and difficult, and this may be 

a sign that you do not want to ruin a garment; many garments are good just as they 

are. Perhaps the key then lies in not reshaping but instead in moving or styling and 

cutting it differently. A garment next to a garment becomes one thing; one garment 

does not necessarily become another garment. If remake can be considered a kind 

of value-adding activity from trash back to body, then it might be unwise to just cut 

it (or whatever you want to call it) because then you cannot use it for anything. The 

actual transformation or movement of the material connected to waste, obsolete and 

dirt, maybe moving, styling, and curating is differently.

A misconception about remaking or making a change is that you have to comple-

tely reconstruct the garment. Reshape it, destroy it completely, and then rebuild. 

Unfortunately when this happens, one might easily miss the possibilities of small 

changes. For example, if the garment is too long, fold it up at the waist, and it will 

be shorter and at the same time nice at the bottom. A designer could also easily miss 

the opportunity to think in terms of moving, reorganizing, displacing, and arrang-

ing in alternate ways. These actions are more related to styling than design and the 

distinction may cause confusion with the making and doing or full-on transformation 

or change involved in design.

Looking at the experience of the students exploring the “old garment to new ma-

terial” makes it clear that the garment itself often stands in the way of the actual 

material. The T-shirt, the Levi 501s, or the knitted argyle golf sweater become some 

sort of filtering fog that blinds the eye from being able to identify the potential with 

the garment. The garment takes on the preconceptions and the preconceived notions 

of fit, silhouette, body shape, identity, style, history, brands, and current trends so 

that traditional fashion-design associations block out the possibility of viewing the 

garment as material.

Enter the scanner. When a designer selects and works with the garment as material in 

a remake and redesign context, the scanner becomes a tool on behalf of forgetfulness. 

The reason for illustrating garments with a scanner instead of a camera is simple. 

A camera has the tendency to get stuck in the filtered fog that the garment creates. 

Even when the garment lies flat on the floor, its arrangement follows a certain pat-

tern and conveys a certain manner. When a person arranges the sleeves in a specific 

way or places a pair of trousers in a very conventional pose, the camera basically 

confirms the traditional perspective, while the scanner offers an imbedded surprise 

because of its unaltered reproduction. This enables other things to be discovered in 

the material at hand. 

Placing a garment in the scanner connects it to the now; it has no past, no future-

-only a focus on the particular garment and its specific qualities. The scanner presents 

a frozen moment where no inherent history or origin of a garment or even a possible 

future transformation or idea about “what it is to become” stands in the way. Within 

the scanned swatch, a stain having a beautiful form may be far more interesting than 

the topstitched seam sewn on to the same material. Perhaps a flamboyant frill turns 

out to be not as exciting as expected, but the notion of a dry textured shade created 

by the frill is thrilling.

The scanned swatch provides an alternative view beyond the routine perspective. 

The material gets closer, becomes more tangible, more textile-like, and tactile. The 

flatness and limited crop actually create both depth and an enlarged perspective. 

The caption linked to each swatch is a material description, which aims to describe 

the material beyond the obvious, not just stating and pointing out a specific fold or a 

topstitched T-shirt hem. The intention of the captions is to look beyond the ordinary 

zipper, the standard button, or the boxy front pockets. 

The captions and the swatches are a methodological proposition, and methods simi-

lar to this need to be developed in order to understand and view and select and work 

with a garment as a material in remake and redesign processes. This is crucial in 

dealing with the volatile flow of heterogeneous and unpredictable surplus products 

as materials in remake and redesign processes. 

Why then is it so challenging to consider garments as materials from a fashion design 

perspective? It may be because garments are thought of as the end point of the 

creative and fabrication processes and therefore regarded as completed, finished. 

This conclusion would recommend that the time has come to consider garments as 

creative starting points as well as creative end points. 
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