
The human body has been considered to be an active element and is a common starting 
point of fashion design processes. However, during these processes, understanding of 
the body and how it is used to design is often confined by the body’s standard spatial and 
structural characteristics. The research presented in this thesis aimed to examine body 
alternatives in fashion design processes in order to explore and open up for alternative 
body expressions for developing silhouettes for clothing.

Alternative aesthetic approaches and understandings of the body as a design tool were 
researched through experimental explorations, reflections, dialogue, and discussions. 
These created an embodied dialogue between thought and execution which was further 
developed and informed by the EDI (Embodied Design Ideation) framework for analysing 
and refining understandings of the interactions between the body, materials, and move-
ment. These explorations and their outcomes bridge the theory of research for the art 
and research for art and design. 

The explorations were based on the varied ways in which the body is perceived during 
body-material interactions, and were explored through movement, human-technology 
interfaces, and an exploratory workshop conducted at the Swedish School of Textiles. 
These explorations expanded our understanding of the body’s aesthetics in relation to 
material interactions and embodied experiences. The explorations questioned our pre-
conceived conceptions of the body and facilitated a process of re-learning these through 
fashion design.

The results of the explorations were alternative methods and tools that use the body 
as a central variable in fashion design. The research culminated in the development of 
conceptions of the body in design processes that increase the design possibilities by 
introducing new concepts, tools, and methods. The body alternatives developed provide 
an openness in terms of design thinking and introduce conceptions of the body that can 
facilitate or improve design practice. The results have implications for design methods 
and contribute to methods in general and fashion design education programmes in 
terms of how they facilitate design processes.
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The human body has been considered to be an active element and is a common star-

ting point of fashion design processes. However, during these processes, understan-

ding of the body and how it is used to design is often confined by the body’s standard 

spatial and structural characteristics. The research presented in this thesis aimed to 

examine body alternatives in fashion design processes in order to explore and open 

up for alternative body expressions for developing silhouettes for clothing.

Alternative aesthetic approaches and understandings of the body as a design tool 

were researched through experimental explorations, reflections, dialogue, and 

discussions. These created an embodied dialogue between thought and execution 

which was further developed and informed by the EDI (Embodied Design Ideation) 

framework for analysing and refining understandings of the interactions between the 

body, materials, and movement. These explorations and their outcomes bridge the 

theory of research for the art and research for art and design. 

The explorations were based on the varied ways in which the body is perceived 

during body-material interactions, and were explored through movement, human-

technology interfaces, and an exploratory workshop conducted at the Swedish 

School of Textiles. These explorations expanded our understanding of the body’s 

aesthetics in relation to material interactions and embodied experiences. The explo-

rations questioned our preconceived conceptions of the body and facilitated a process 

of re-learning these through fashion design.

The results of the explorations were alternative methods and tools that use the body 

as a central variable in fashion design. The research culminated in the development 

of conceptions of the body in design processes that increase the design possibilities 

by introducing new concepts, tools, and methods. The body alternatives developed 

provide an openness in terms of design thinking and introduce conceptions of the 

body that can facilitate or improve design practice. The results have implications for 

design methods and contribute to methods in general and fashion design education 

programmes in terms of how they facilitate design processes.
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To the reader,

This text documents the research into alternative approaches and conceptions of the 

body in fashion design processes. In writing it I investigated, revisited, developed, 

and analysed my research process. The journey so far has been self-exploratory in 

terms of finding existing paradigms, exploring my artistic skills, constantly making 

decisions, critically reflecting, and developing a research programme in the category 

of artistic research in the field of fashion design. 

Re-think…?

Observe…

Explore…

Reflect…

Re-structure…?

Action!

Experiment…

Outcome…

Reflect…

?



9  

From 2012 to today…

My participation in a one-month residency entitled ‘Idea of Fashion Ed. II: Crossovers 

between Art & Fashion’ at the Khoj International Artist Association studio in New 

Delhi, India in 2012 instilled in me the importance of blurring the boundaries bet-

ween art and fashion. Terms such as ‘body art’, ‘clothing as an extension of the body’, 

‘fashion’, ‘wearable’, ‘architecture’, and ‘installation’ emerged during the discussions. 

This led to explorations of what a perfect body size is, why we have mannequins 

in certain body sizes, and why we refer to the concept of a perfect body size. The 

residency concluded with the creation of a knitted tubular bodily form, along with a 

series of sketches and visual documentation. 

The works were further developed by reflecting and writing about them for ‘Open 

Design for E-very-thing’ exhibition space at the 2016 Cumulus Hong Kong confe-

rence. The work inquired into the notions of beauty, body sizes, and mannequins as 

references for the construction of clothing, on the basis that the design of garments 

involve the simultaneous presence and absence of the body. The installation setup 

included a human-sized knitted tubular form and a projected human silhouette that 

was trying hard to ‘get into’ the knitted form. The works thus also explored body-

material interactions. 

I have always been interested in finding and implementing a diverse range of teach-

ing and learning methods. I am curious about the challenges of teaching students 

about design methodologies for fashion design processes, and to what extent and 

in which forms historical, technical, aesthetic, ethical, commercial, and ideological 

perspectives need to be introduced to students. My observations of studio teaching 

and learning practice showed the need to allow students openness in terms of design 

thinking to facilitate the development of their research and design work. 

My artistic explorations and role as a researcher and practitioner over the last couple 

of years have been stimulating. I found a difference in aesthetics when exploring 

ideal forms of the human body and its movements, changing the visual expression of 

materials through embodied explorations. This made me reflect on and research the 

idea of re-learning understanding relating to the body in order to explore alternative 

body expressions in fashion design processes.

RESEARCH MOTIVATION
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Figure 1. 36” 24” 36”. Knitted tubular form, the outcome of a one-month residency 

entitled ‘Idea of Fashion Ed. II: Crossovers between Art & Fashion’ at the Khoj 

International Artist Association studio in New Delhi, India in 2012.

RESEARCH MOTIVATION



13  

Figure 2. 36” 24” 36”. Knitted tubular form and body (Series 1), the outcome of 

a one-month residency entitled ‘Idea of Fashion Ed. II: Crossovers between Art & 

Fashion’ at the Khoj International Artist Association studio in New Delhi, India in 

2012.

RESEARCH MOTIVATION
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Figure 3. 36” 24” 36” - Knitted tubular form and body (Series 2), at the ‘Open Design 

for E-very-thing’ exhibition space at the 2016 Cumulus Hong Kong conference.
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The human body has been considered to be a starting point and have a significant 

role in design ideation in the field of fashion design. How the body is approached in 

terms of anatomy, physiology, expression, knowledge, physical skills, lived expe-

rience, and social and cultural contexts suggest the wide variety of conceptions of 

the body and its use in design processes (Loke & Robertson, 2011, pp. 181–184). The 

role of the lived body has been interpreted and represented in diverse ways (Ibid., p. 

181). This encourages exploration of methods in order to propose new perspectives 

on the body in design (Mentis et al., 2014, pp. 1069¬–1074). These methods stimu-

late new forms of interaction and design (Wilde, Vallgårda & Tomico, 2017).

New perspectives on and concepts relating to the body are primarily drawn from phe-

nomenology (Merleau-Ponty, 1996), which is a philosophical inquiry that refers to 

‘lived experience’, although through changing approaches and definitions it has been 

declared to be more a way of thinking than a method. This relates to the concept of 

“re-learning to look at the world” by developing methods to explore interactive in-

terfaces that place the body at the center of the process (Wilde, Vallgårda & Tomico, 

2017, p. 5159). These interactive interfaces also facilitate reflection on movement 

as a fundamental form of perception (Sheets-Johnstone, 2011). The concept of ‘re-

learning’ within this research was used to explore alternative understandings and 

behaviours of the body in design processes. 

1 .1 . THE BODY AND FASHION

Until the 1960s, fashion was more about exploring and finding new aesthetics that 

would transform the existing body into an ideal silhouette, but the establishing of 

these physical ideals in fashion is still being questioned today (Teunissen, 2009, p. 

17). Without the presence of the body ‘fashion’ does not exist, and the most notewor-

thy aspect of fashion is that it is, first and foremost, embodied (Van Dongen, 2019, 

p. 20). In recent decades fashion has explored the expression of ideas and concepts, 

moving away from being simply a design style for the body and instead facilitating 

exploration of new ideas regarding our relationships with our bodies (Teunissen, 

2009, p. 12).

Fashion shapes our lives, materials, and objects in terms of current cultural catego-

ries and expands the meaning of being and propositions for living and generates new 

cultural categories (Thornquist & Bigolin, 2017, p. 7). ‘Fashion’ has many definitions, 

THE BODY IN  
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 but it often associated with clothing or garments when used in the context of design 

(Chun, 2020, p. 97). Ancient ways of dressing suggested that a piece of fabric was 

undefined in shape until it was used to dress the body (Lindquist, 2015, p. 59).  

“Without the body, those garments lose their meaning and become just a piece of 

fabric” (Broby-Johansen,1953, p. 47).

Dress translates fashion into something that is identifiable, but the body provides 

meaning through wearing (Entwistle, 2015, pp. 1–4). The relationship between body 

and fabric is strongly interrelated and mutually stimulated through everyday inte-

ractions. This influences how we move and perceive our bodies and those of others 

(Thornquist, 2015, p. 43). 

The formal and constructive experience of everything is changing, “from imitation 

of reality to the construction of reality: art as an act of knowing” (Celant, 2009, p. 

201). For many philosophers, thinkers, and artists who explore the fashion field, 

identifying the known signs of both material aspects and the visual language of style 

involves moving into new areas of experimentation (Marchetti & Quinz, 2009, p. 

117). In-depth study of these aspects is just the beginning: we can expect many more 

ways and media within artistic research and fashion that will help us to explore our 

own bodies and those that we perceive to be discovered. 

1 .2 . THE BODY IN DESIGN AND ART

The body is a central point of reference in design and art (Brand et al., 2009). The 

notion of the body has been explored by practitioners and researchers from many 

different perspectives: some works have focused on the role of the body and its size in 

relation to designing, while others have explored the artistic possibilities of experi-

mental explorations in diverse ways.

 This is illustrated in the work of designers such as Hussein 
Chalayan,Shelley Fox, Rei Kawakubo, Martin Margiela, Issey 
Miyake, Dai Rees, Helen Storey, Simon Thorogood, and Viktor 
& Rolf. These designers have all, to varying degrees, adopted a 
conceptual approach, and have shown their work within galleries, 
non-traditional, and emergent fashion spaces. (Bugg, 2015, p.

The human body is the starting point for many design processes. The works of Viktor 

and Rolf (2005) give a new sense to the scale of the body in fashion by creating a 

contrast between two physical extremes – gigantic and miniature: by replacing the 

mannequin with dolls that were scaled down in size, the illusion of the visual tool in 

fashion is disrupted (Clark, 2009, p. 186). Englen’s (2000) magnificent jacket, or scu-

lptural form, with five sleeves questions the perfection of the body (Teunissen, 2009, 

p. 16), while Maison’s work is significant in terms of reflections on the deviation from 

the standardised body prescribed by the broad fashion system (Debo, 2008, p. 14). 

The avant-garde art movement of cubism was a modern conception of design, 

graphic art, fashion, and cinema that explored these aspects both linguistically and 

practically. The abstract forms of cubism created an autonomous reality of their own, 

giving a new insight into objects seen, analysed, and experienced. The movement 

mediated traditional ways of representing and seeing a body. Picasso (1912) had a 

novel perception and understanding of the body: by cutting out images and arrang-

ing (and disarranging) them, he created new possibilities and relationships with seen 

and experienced objects (Celant, 2009, p. 201). Similarly, surrealism created a new 

relationship between the body and objects, leading to new, centaur-like figures that 

were part object, part human (Ibid., p. 204). Coppens’ No Reference (2008) constitu-

ted fundamental research into the creative process, and divided the human body into 

33 pieces to explore the possibilities and form of each part, and in order to design 

accessories based on these (Quinn, 2009, p. 286). This project explored our under-

standing and existence of form, and how only some parts of the human body are used 

to shape new insights into design processes. The experimentation with collages and 

abstract shapes and printing techniques explored the notions of form and silhouette 

in relation to the body (Malmgren de Oliviera, 2012). 

Bågander’s (2009) sculptural conception of the body and dress explores the lines 

and structures of these in relation to a geometrical system, providing a generic model 

for dress (Thornquist & Blomgren, 2012, p. 116). The work presents an alternative 

perspective on garments and the body by questioning the existing definitions through 

dynamic interactions (Wurm et al., 2004). The dressed sculptures (static bodies) of 

Lundberg explore the scale of the body and its form by positioning it in contrast to 

space, sizes, and form (Thornquist & Bigolin, 2017, p. 143), while Larson’s dressed 

plants (2017, p. 13) propose a new perspective on and understanding of the body 

and form. The sculptural works of Antony Gormley (2011) deconstruct the human 

body and propose a theoretical perspective on man’s existence (Thornquist & 

THE BODY IN FASHION DESIGN 
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to sense bodily movement, and ubiquitous computing infrastructure helps to collect 

and represent contextual data. This provides opportunities to support embodied 

interactions and understand the varied perception of the body in design (Marshall et 

al., 2013, p. 1).

1 .3 . THE BODY IN FASHION DESIGN METHODOLOGY 

The role of the human body in fashion design methodology depends on how indi-

viduals’ approach work processes when ideating and developing designs. It also 

depends on the tools and design methods that are used during the process, and in 

which order they are used. The term ‘method’ here relates to how one ‘does’, refer-

ring to a particular way of approaching (Raebild, 2012). The existing, standard ways 

of approaching design processes in fashion design involve developing sketches, selec-

ting materials and block patterns, draping to explore a silhouette while referring to a 

mannequin or the body, stitching, and, finally, fitting the design on the human body. 

The role of the human body in design processes both in academia and industry is 

limited, as designers generally prefer to work with an image of the ideal body rather 

than a real, moving body (Van Dongen, 2019, p. 21). The mannequin is the funda-

mental creation of the body (Vinken, 2009, p. 84). It is considered to be a prior and 

pre-model for the design development and further sculpting of the body (Thornquist 

& Blomgren, 2012, p. 82), and is the most common conception of the body referred 

to during fashion design processes. 

When we refer to the outcomes of fashion design processes, we talk about garments, 

i.e., shirts, coats, trousers, etc. (Barthes, 1967). The process involves the making of a 

block pattern to achieve the required silhouette. This not only defines the functions 

of garments but provides information that refers to body shape, i.e., the trousers 

are supposed to have two legs and similarly the sweaters two arms, and a torso 

(Kawamura, 2004). 

The outcome or garment type is generally decided upon at the beginning of the pro-

cess, influencing the creative process and limiting exploration of the silhouette of the 

garment by referring to the human body shape. The term ‘silhouette’ can refer to a 

“complete outfit (worn by a model), sometimes refers to an abstract representation of 

a form (a sketch), may be used to denote both dress and body or only to describe 

 Blomgren, 2012, p. 78), raising the questions of where we begin and end (Van 

Dongen, 2019, p. 17). Anne (1975) considers fashion to be a form of performance 

art on the basis that it is visual art that represents the individual, physical self as its 

medium (Teunissen, 2009, p. 18). Shelly fox explores exhibition space to show her 

works as Bugg describes:

Shelley Fox is a good example as she has increasingly started to 
show her work in exhibition contexts as well as in contemporary 
dance. Fox, in a lecture at the opening of her Philadelphia Florist 
(2006) exhibition, discussed her particular approach and her disil-
lusionment with the fashion industry. She said that she has “pulled 
out of seasonal selling because other opportunities came through” 
she also identified that in new contexts such as galleries she “didn’t 
need to sell it and so she could be more creative. (Bugg, 2015, p. 16)

Similarly, the parody of a fashion show consisting of body parts by Louise Bourgeois 

(1978) featured living, walking sculptures. Her explorations resulted in a new way to 

perceive the body and fashion (Herkenhoff, 2009, p. 241).

Larsen argues that abstract bodily articulation is an outcome of convergence between 

materials, movement, and the body, caused by interaction between the body and 

materials (2016, p. 127). The relational connections between bodily aesthetics and 

the complexity of movement are investigated in relation to changes to the forms of 

garment, thus focusing on changes in terms of experiences of the body (Bågander, 

2017). The relationship between materials and the body, and the mediation of this 

relationship through both analogue and virtual channels and speculative experi-

ments, records human movement using motion-capture technology (Smitheram 

2015, pp. 243–257). The use of digital and virtual software changes our understan-

ding of both the body and materials, argues Smitheram (2016, pp. 1–9).

The body, movement, and kinaesthetic experience are fundamental to the develop-

ment of research activities, meaning designers and researchers must build bodily 

experience (Loke & Robertson, 2011, p. 183). Embodied interaction as a concept 

has been used in the field of design to analyse and evaluate interactions between the 

body and technology (Marshall et al., 2013, p. 1). These concepts have also been 

explored in the fields of fashion, product and interactive art, and mixed, virtual, and 

augmented reality (Larssen et al., 2007, p. 607). A range of new technologies is able 
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 form” (Landahl, 2013, p. 30). 

Understanding and representation of the body’s silhouette are changing due to 

increasing digitalisation and its use in both academia and industry. The most promi-

nent examples are created using computer-aided design (CAD) software, which often 

utilises digital avatars. These are alternatives to the human body that can be starting 

points in CAD processes. 

There are various ways of approaching the design processes in fashion; for example, 

Miyake and Yamamoto introduce new perspectives to garments and the body by 

redefining what clothes look like and can look like (Kawamura, 2004). Karan and 

Toledo work directly with fabric, flat patterns, and three-dimensional draping met-

hods (Dieffenbacher, 2013, p. 10). Lindqvist (2015) explores a kinetic method of gar-

ment construction and proposes an alternative paradigm for pattern cutting, while 

Morinaga’s ‘A REAL UN REAL AGE’ exhibition provided new insights regarding the 

body. His explorations are structural, taking on geometric forms, but when worn the 

garments become unbelievable. Morinaga’s explorations change the perspective on 

the body, as the geometrical shapes produced during the process of making inform 

the expressiveness of the clothing produced.

Berglin et al. argue that ‘basic elements of fashion design concern the expressiveness 

of clothes as they dress the body; the silhouette, line, texture, etc. But it also concerns 

the expressiveness of the acts that define given clothes in use’ (2007, p. 1). This pro-

vides an insight into how embodied aspects have a significant role in fashion design 

which need to be actively incorporated in both fashion design research and design 

processes. The term ‘design research’ is relatively new, particularly in relation to 

fashion, and is relatively under-developed (Nixon & Blakley, 2012). However, during 

recent years there has been a growing interest globally in fashion design research 

(Skjold, 2008). Nixon and Blakley (2012) advocate for the importance of fashion 

design’s domain-specific knowledge and methods and argue that these must be a 

focus in order for the field to reach its potential.

Malmgren de Oliviera (2018) explores the act of seeing as a methodological tool in 

creative processes. Her research considers the act of seeing to be central in defining 

relationships between form and material, and she argues that the act of seeing directs 

acts of doing within design processes, leading to design expressions. Peterson’s 

(2020) research investigates what dress can be when non-standard processes of 

form-giving and production are used. Her explorations focus on the significance of 

craft knowledge in relation to the initial stages of processes of making dress. Her re-

search suggests alternative methods of form-giving by proposing reversed crafting as 

a way of making dress. Having trained as a designer and worked in institutions which 

offer design education, I believe that very few offer students multiple, individually 

tailored choices with regards to developing their methods, especially at the beginning 

of their education. My experience as a practitioner and now researcher tells me that 

there is no right or wrong method of approaching design. However, I am intrigued 

by the idea of exploring and understanding the design process by researching it. 

Dieffenbacher argues that, within the global fashion education system, design re-

search is a necessary tool (2013, p. 7), and continues: 

Fashion thinking involves harnessing the vast array of skills at the 
designer’s disposal while embracing the chaos of the process itself. 
This might include upending traditional approaches or re-appro-
priating them to unearth new ways of creating and making clothes. 
(Ibid., p. 10)

Nixon and Blakley’s (2012) ‘fashion thinking methodology’ involves recognising 

and developing history and organising design thinking in order to comprehend the 

present and predict the future. In order to explore diverse ways of learning in fashion 

design, a phenomenographic-inspired approach needs to be employed (Drew, Bailey 

& Shreeve, 2001). 

Phenomenography was developed in Sweden during the 1970s as 
an empirical method for researching within higher education […] 
and can be seen as a package solution in the sense that it offers both 
a research approach and methods for producing and analyzing data. 
(Raebild, 2014, p. 4)

Phenomenography defines ways of thinking, experiencing, perceiving, and interpre-

ting aspects of reality. The thought inspires my curiosity when it comes to viewing 

the role of the body in fashion design education programmes. Are we training stu-

dents to design clothes or create fashion? To be makers or, creators or both?  

(Dieffenbacher, 2013, p. 11) Reflecting on this in relation to the empirical study, 

I concluded that it is rare to see openness be encouraged in design thinking. When it 

is, this is the result of institutional vision, training, and how aesthetics is integrated
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variety of design expressions cannot be developed based on the existing starting 

points. However, the body as an object and as a form is rarely tempered in fashion 

design (Roll, 2014), resulting in predictable expressions being produced. In practice, 

existing fashion design methods are essential building blocks, but I was intrigued 

by exploring body alternatives as a starting point for the research presented in this 

thesis. 

The human body was the central element and starting point of my explorations, 

which blurred the boundaries between fashion, art, and design. My research is a 

process-oriented progression. From my point of view, goals and aims are always con-

ceived by a researcher but develop as a result of exploration. Through a practice-led 

experimental approach, the research programme primarily explored the following 

question: What can a body be in the context of fashion design development? This 

stood in contrast to the question: what is a body in the context of fashion design 

development? The research programme explored alternative approaches to and con-

ceptions of the body in fashion design processes, questioning preconceived notions of 

the body and initiating a dialogue regarding how the varied ways in which the body 

can be perceived provide alternative perspectives on fashion design processes. How 

do alternative approaches and conceptions of the body provide openness in design 

thinking and facilitate the development of body-related expressions for clothing 

silhouettes within fashion design processes? I was interested in finding out what a 

body could be rather than what a body is, and so this inquiry explored the idea of 

sketching the body in several ways. 

The objectives of the research presented in this thesis were:

•to explore and propose body alternatives in fashion design processes. 

•to expand our understanding of the body’s aesthetic qualities in relation to material 

interactions and embodied experiences. 

•to introduce concepts, tools, and methods for defining bodies that can facilitate or 

improve design processes.
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into fashion design education programmes. This is also since most fashion design 

schools either belong to or have grown from institutions specialising in technology or 

textiles studies, which influence design methods and ways of working. 

The fashion design departments at Fashion Institute of Technology, 
New York; Hong Kong Polytechnic, Hong Kong; Manchester 
Metropolitan University, Manchester; Moscow State University 
of Design and Technology, Moscow, or fine art schools, e.g., Art 
Academy, Vilnius; Central St. Martins College of Fashion, London; 
La Cambre, Paris; Parsons, New York […] There are also a few 
examples of fashion departments that stem from home econo-
mics, e.g., Bunka College of Fashion, Tokyo; Buffalo State College, 
Buffalo. (Berglin et al., 2007, p. 2). 

The quality of fashion design education programmes varies, and there is a diverse 

array of institutional backgrounds. Wingler (1969) and Naylor (1985) observes that 

aesthetics in the fashion category is often taught and incorporated into curricula in 

relation to the Bauhaus tradition. However, some institutions focus on fashion sket-

ching rather than incorporating artistic training into teaching. 

This led me to ask: do we provide openness in design thinking to students when it 

comes to teaching and exploring fashion design processes? Many new methods and 

processes have been explored in fashion design and implemented in fashion educa-

tion programmes. However, there is still a need for improvisation when it comes to 

providing openness in design thinking. As expressed by Kimbell (2011) that Chun 

describes:

 “Thus, conducting an empirical study that explores the practice 
of fashion design is required to understand how fashion design is 
situated differently or similarly to design practice, which is often 
described as ‘design thinking’” (Chun, 2020, p, 97). 

The human body is the starting point of many design processes, and is often referred 

to in terms of the standard body approximation, i.e., mannequin, block pattern, etc. 

This limits students’ design thinking when it comes to developing methods of crea-

ting design expressions during design processes. This does not mean that a wide  

THE BODY IN FASHION DESIGN



  3231  

This thesis builds on my previous explorations of the body in the context of research, 

bring an alternative perspective to the body, material interactions, and movement 

using digital technologies. The experimental explorations presented in this thesis 

contribute to the discourse on relearning understanding of the body and exploring 

alternative body expressions in fashion design processes.
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1.3.1. THE BODY AS SKETCH
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Figure 4. The ‘nine heads’ reference for fashion sketching, wherein the body is divi-

ded into nine equal sections from the head to the ankles. The height and width of the 

head is used as an index for the dimensions of the rest of the body.

Figure 5. A basic fashion croquis (digital sketch) developed based on the ‘nine heads’ 

reference, which exaggerates the proportions of the standard body. This is usually 

done in order to achieve an elongated and dramatic silhouette. 
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1.3.2. THE BODY AS MANNEQUIN
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Figure 6. A standard female mannequin (generally without a head, arms, and legs), 

which is used as a reference body in fashion design processes for draping fabric when 

creating a silhouette for a garment. 



41  

THE BODY IN FASHION DESIGN

  42

Figure 7. A standard male mannequin, used as a reference body in fashion design 

processes for the fitting of garments. It is a rigid, headless structure that allows how 

garments look on a human form to be assessed.
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1 .3 .3 . THE BODY AS BLOCK PATTERN
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Figure 8. Manual pattern pieces with horizonal and vertical guidelines for the front 

and back of the torso and legs. They show the shape and measurements of the body. 
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Figure 9. A final CAD pattern with horizontal and vertical guidelines that shows the 

shape and measurements of the body.  
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Figure 10. A T-shirt represents the existence of the body and refers to the shape of the 

torso. The garment was developed and named based on the T shape of the torso. The 

garment is made of knit material that fits well on the body because of its stretchabi-

lity, and so highlights the silhouette of the body. 
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Figure 11. Trousers represent the existence of the body and refer to the legs. The 

garment not only reflects a function but refers to body shape and highlights the 

silhouette of the body.
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1 .3 .5 . THE BODY AS DIGITAL AVATAR
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Figure 12. A digital human-body translation that was the outcome of use of a body-

machine interface. This involved use of the PoseNet machine-learning model.
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Figure 13. A digital human body translation made using the Perception Neuron Pro 

motion-capture system. A body in physical space was connected to a body in digital 

space within a mixed-reality installation.
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Figure 14. A body reference made in the ClO3D software as a starting point for the 

construction of garments, dress, and clothing silhouettes.
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-A mixed-method approach was used to create the installation. This incorporated 

textiles, digital tools, body-material interactions, and documentation. 

2 .2 . ANALYSIS OF EXPLORATORY EXPERIMENTS

The design research presented in this thesis was an exploratory journey that utilised 

a practice-led approach. It reflected on existing paradigms and developed my artistic 

skills through exploratory experiments, reflections, and dialogues. The research 

programme was undertaken through theoretical and exploratory experiments. The 

experiments are not presented in chronological order of the steps in the process in 

this thesis. There was a strong link between the programme, theory, and exploratory 

experiments and the order changed continually depending on what was being explo-

red at any given time. 

The process began with me being self-reflective and critical, questioning what this 

research was intended to achieve. 

The design research provided methods for critically reflecting on and exploring 

responses by using theory as a tool. The foundation of the design theory was constant 

critical thinking and systemic inquiry (Friedman, 2003). Redström’s (2017) ‘transi-

tional theory’ offers a wide approach to understand design theory; it is comparatively 

fluid and dynamic, providing an alternative approach to theory building through ex-

perimentation, practice, and making. This reflects on the initial thoughts of questio-

ning the main argument and the potential of this research and developing a research 

programme.

Redström (2011) elaborates on the idea of the research programme and suggests 

that it is important to be open to unexpected influences and to the idea of trans-

forming the process. His perspective on research programmes primarily relates to 

research practice covering artistic parameters. This encouraged to think about and 

reflect on existing practice in developing my research programme. Redström argues 

that one of the important aspects of a programme is that it should provide space 

for interpretation. This contrasts with the hypothesis, which is often very specific. 

Interpretation is constant during a research process – just as we interpret he pro-

gramme through exploratory experiments, the interpretation of the experiments is 

analysed through the results achieved. Furthermore, we interpret how these 

2 .1 . METHODS FOR EXPERIMENTAL RESEARCH

A variety of qualitative research methods were used to conduct the artistic research 

practice presented in this thesis. In order to explore new approaches and develop my 

methods and tools, IDEO method cards were utilised at the beginning of the research 

process. ‘Personal inventory’, ‘still-photo survey’, ‘time-lapse video’, ‘bodystorming’, 

and ‘drawing the experience’ were all methods that were also utilised early on. 

‘Mixed methods’, ‘speculative design’, and a ‘workshop’ were used later as part of the 

qualitative research approach, providing a creative spark to the research process. 

-The personal inventory method analysed my existing artistic practice and identified 

the body as a common element in all of the experiments. It was utilised and further 

developed during the sketching explorations, workshop, and collaborative projects. 

-The still-photo survey method was utilised frequently as it provided strong visual 

evidence of the explorations of the body based on various perceptions and contexts. 

-The time-lapse video method was used to record and capture body movements and 

body-material interactions in space.  

-Drawing was used to reflect on the outcomes of various exploratory experiments, 

both in terms of written reflections and continuing further with development th-

rough thought. 

-Bodystorming was used as an embodied ideation technique, and provided first-hand 

experience of ideation processes, enhancing design ideas. 

-A workshop was held in order to develop new concepts for and perspectives on defi-

ning the body. Critical thinking was applied to the workshop to develop a discourse 

on body alternatives as starting point in fashion design processes. 

-The speculative design approach was used to speculate on future possibilities for 

body alternatives during the workshop. It was also used to test body-material interac-

tions, the body in the digital realm, through human technology interface.

-Sketching explorations were used to investigate the varied perceptions of body and 

material interactions.
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experimental system, arguing that ‘epistemic things’ are knowledge that has not 

been discovered and ‘technical objects’ are ones that are clearly defined. For him, the 

position of both is interchangeable, depending on the context. Epistemic things can 

become technical objects, just as technical objects can become epistemic things. This 

happens by changing the context.

The research programme brought theory into reality through exploratory experi-

ments; similarly, the exploratory experiments required a theoretical framework in or-

der to achieve concrete results. The exploratory experiments presented in this thesis 

were designed based on the following factors: 1) The development of the installation 

setup as a design tool and method; 2) the implementation of an EDI (Embodied 

Design Ideation) framework for structuring and analysing the exploratory experi-

ments; 3) the implementation of the theory of the research for the art, and research, 

for the art and design theory to analyse the practice of my research program. 

The exploratory experiments that involved human technology interfaces were 

informed by the EDI framework proposed by Wilde et al (2017). This was chosen to 

assist in the development of a method of exploring the body, materials, and move-

ment both visually and using motion-capture technology, and consists of four steps: 

Disruption -> destabilisation -> emergence -> embodiment. EDI methods make use 

of the body and its senses to support and develop the early phases of a design pro-

cess, providing ideation, speculation, analyses, and embodied interaction processes. 

My research programme bridged the concepts of ‘research for the arts’ and ‘re-

search for art and design’ (Borgdorff, 2015; Frayling 1993). This emerged from 

the experience of when and how the exploratory experiments became artefacts. I 

also referred to the concept of ‘interpretation’ (Redström, 2011. P. 4) within artistic 

research programmes, which relates to how we interpret a research programme and 

plan exploratory experiments that result in a knowledge-generating outcome within 

design research. In line with both Borgdorff and Frayling, I feel that the research pro-

gramme developed and evolved over the course of the research process of making, 

and so the making and analysis of artefacts (as the production of new knowledge) 

was an important aspect of my research practice.

The sketching explorations resulted in research artefacts. Nimkulrat (2013) states 
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exploratory experiments belong to one programme. 

The initial sketching explorations led to reflection on alternative understandings of 

the body and body expressions. The other explorations led to body expressions being 

translated into digital forms, which were further explored through material interac-

tions and digital technologies. These changing expressions led to exploration of the 

conceptions of the body and questioning of existing alternative body references used 

in fashion design processes. The artistic explorations of the body further inquired 

into alternative approaches to and conceptions of the body in fashion design proces-

ses. The explorations of body alternative developed the research programme by in-

quiring what a body could be within fashion design processes. Through this research 

programme, the exploration of alternative approaches and conceptions of the body 

provided openness in design thinking, leading to the development of body expres-

sions in fashion design processes. The investigations of body alternatives explored 

the idea of sketching the body in diverse ways through practice-led design research.

During the research process, it was observed that the exploratory experiments had 

a significant role in the conducting and development of the practice-led design 

research. This further generated knowledge and theory, following the diverse design 

domains and methodological directions. Structuring my thoughts based on Schön’s 

ideas of experiments added to my understanding of design experiments and how 

they help to outline a research programme and develop it at different stages during 

the process (Bang & Eriksen, 2014). Referring to theory in the context of experimen-

tal design, Bang et al. (2014) argue that a research programme is a frame and foun-

dation for design experiments, giving possibilities for more than undirected explora-

tions as it opens up for surprises and new insights. A research programme establishes 

a ‘provisional knowledge regime’ (Bang et al., 2014, p. 4.3), in that it states core 

research issues, perspectives, and aims. The research programme and experimental 

system affect, develop, and mature alongside each other. 

The use of digital technology in the exploratory experiments introduced an element 

of surprise. The outcomes of the use of the digital tools provided alternative perspec-

tives on the body and body expressions. This made me reflect on Scrivener’s (2011, 

pp. 135-150) thoughts on artistic research in relation to Rheinberger’s theories. He 

highlights the importance of ‘epistemic things’ and ‘technical objects’ within the 
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in motion. The exploratory experiment was conducted using a human technology 

interface, created using the PoseNet machine-learning model in order to understand 

body movement expressions. This further highlighted how the body is translated into 

the digital and explored alternative expressions of the body through the exploration 

of body movement.

Exploratory Experiment 2 was developed based on the sketching explorations and 

emerging concept, ‘textile as body’ from the aforementioned section. This was under-

taken by exploring textiles as a body alternative in a mixed-reality installation setup 

that made use of the Perception Neuron Pro motion-capture system to record the 

expressions of the textile body, along with the body-textile expressions both in the 

physical and digital. The motion-tracking sensors and software captured ephemeral 

bodily movement and translated it into the digital environment, where textile move-

ment possibilities were explored. The exploratory experiment suggests the installa-

tion as a design tool and method for creating alternative body-textile expressions.
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“artefacts can serve as inputs into knowledge production and as outputs for knowled-

ge communication”. As inputs, artefacts provide insights in order to start a research 

project and inspire data analysis, which is useful when formulating a research ques-

tion. As outputs, artefacts highlight whether a research problem needs reformulation, 

and demonstrate experimental knowledge of the creative process by strengthening 

the findings articulated in writing. 

2 .3 . LIST OF EXPLORATORY EXPERIMENTS 

The research practice was organised into three main sections: 

1.The initial explorations used the workshop to explore conceptions of the body. The 

workshop was conducted with first-year fashion design Bachelor’s degree students 

at the Swedish School of Textiles. The aim was to re-contextualise the understanding 

of the body and explore body alternative within fashion design development. The 

purpose was to re-think and re-discover the pre-conceived conceptions of the body in 

design processes. 

2.‘Rethinking the body in relation to fashion design methods’ explored alternative 

conceptions of the body through sketching methods. A series of drawings were 

created by blinding, to achieve alternative depictions of the human body. Ephemeral 

digital interfaces, material intersection, movement, and an installation using objects 

of diverse shapes and form along with knitted tube were all utilised as sketching met-

hods. Textiles were used as body substitutes to create alternative body expressions. 

The sketching method led to the emergence of alternative conceptions of and ways of 

perceiving the body. Two of the emerging concepts from the sketching explorations 

were further explored through exploratory experiments to suggest alternative tools 

and methods that can facilitate or improve design processes. The descriptive writing 

on exploratory experiments in a form of research paper are added as appended 

publications.

3. Tool and method development 

Exploratory Experiment 1 was developed based on one of the sketching explorations 

and emerging concept, ‘the body as moving structure’ from the aforementioned sec-

tion and explored the spatial levels and structural characteristics of the body 
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My observations made me curious to find out about various ways of thinking in 

fashion design processes. In order to understand the diverse array of possible ways 

of thinking, a workshop was held with fashion design students in order to explore 

body alternatives in design development. The workshop aimed to stimulate students’ 

analytical and conceptual skills by inquiring into their preconceived understanding 

of the body, exploring their ways of thinking and re-contextualising their conceptions 

of the body in fashion design. A further aim was to move away from existing concepts 

in design practice and propose alternative ones. The discourse on body alternatives 

provided a diverse perspective on fashion design. The workshop was documented 

and analysed, and reflections on this are included in this thesis.

The workshop was conducted at the following institution: 

1.Swedish School of Textiles, University of Borås. First-year bachelor’s degree fashion 

design students, October 2020 (on campus). 

The two-day workshop involved discussions, short exercises, group work, supervision 

sessions, and a presentation of the outcomes of the workshop. The tasks were plan-

ned so as to retain focus on the four categories of learning, i.e., directed, exploratory, 

productive, and reflective (Law, 2017). The studio structure of learning posited by 

Hetland et. al (2013) was used. It was important to not influence the students in 

terms of any expected outcomes at the outset. A facilitative tool in the form of me 

verbalising my thoughts during the process stimulated dialogue, discussions, and 

questioning. 

3 .1 . METHODS

 WORKSHOP DETAILS

Total hours: 13, days: 2, participants: 14, groups: 7 (2 in each group).

Facilitators: 1

TASKS 

Day 1: The students were directed to explore body alternatives as starting points 

INITIAL EXPLORATIONS
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The day began with a slideshow showing 30 artworks by artists and designers, which 

was intended to help the students to reflect on fashion design practices. The students 

were given one minute to reflect on these and make a list of words that expressed 

their thoughts. The exercise involved looking at the visual material and reflecting 

on what they could see. The works included examples by Rickard Lindqvist, Christo, 

Jeanne Claude, Erwin Wurm, Ulrik Martin, Antony Gormley, Mithu Sen, Joseph 

Kosuth, Mathew Grubb, Daniel Carl, Aga Klepacha, and Maciej.

The choice of works was based on subject, concept, context, material, and medium: 

each approach the body as a central reference. The thoughts of the students as 

expressed during the supervision session the previous day were kept in mind during 

the selection of the 30 artworks. This exercise helped the students to further nurture 

their concepts

EVALUATION CRITERIA

There were no formal evaluation criteria. The workshop was planned in a manner 

that ensured each participant’s involvement. Everyone proposed concepts that could 

be further developed. The reflections on the outcomes were made based on observa-

tions made during the discussions on Day 1, what the students expressed during the 

supervision session, and their outcomes. 

The two-day workshop was part of a course titled ‘Form and Material 1’, which is an 

introductory course held during the first semester of the first year of the Bachelor’s 

degree programme in fashion design. 

3 .2 . FINDINGS 

The discussions were thought-provoking and resulted in overarching concepts. The 

discussion on Day 1, which was held at the beginning of the workshop, concluded 

with the students sharing their perceptions and expressions on paper. The respon-

ses to the question ‘what comes to mind when you hear the word ‘body’?’ included 

drawings featuring dots, lines, curves, and less identifiable shapes, and words such as 

‘anatomy’, ‘object’, ‘silhouette’, ‘volume’, ‘human body’, ‘curves’, and ‘machine’.

for fashion design processes.  

Day 2: Expected result: a sculptural visualisation or body alternative, which was in-

tended to function as a starting point for the design project. The students were asked 

to provide 250–300-word written reflections on their outcomes.

Material: As per need

Submission deadline: End of Day 2.

DAY 1

The session began with the students being asked ‘what comes to mind when you hear 

the word ‘body’?’ The students were given an A4 piece of paper, no instructions, and 

one minute to respond. The discussion regarding the outcome of this task was stimu-

lated by the following questions:

•What is your understanding of the body in fashion design?

•Do you think the conceptions of the body needs to be redefined? If yes, why? If no, 

why not?

•What could be a body alternative in fashion design processes?

The students were directed to explore body alternative as starting points for fashion 

design processes. They were given 90 minutes to discuss their thoughts and develop 

ideas on how to propose an alternative to the body in fashion design.    

SUPERVISION 

Fifteen-minute supervision sessions were held with the students to discuss their 

progress. The discussions that took place during these were based on the sharing of 

thoughts and questions relating to what, why, and how they planned to develop their 

work further. 

DAY 2

INITIAL EXPLORATIONS 
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Table A: An overview of the students’ responses to the one-minute task on Day 1.

INITIAL EXPLORATIONS 

STUDENTS ASSOCIATION EXPRESSION

S1 Doll Text, 

unidentifiable shape, 2D

S2 Human body Line, 2D

S3 Human body Teardrop, 2D

S4 Human body Cone, 2D

S5 Silhoutte Form, 3D

S6 Curves, Line Curves, Line, 2D

S7 Machine Text, 2D

S8 Object Text, 2D

S9 Volume Text, circle, 2D

S10 Curves Curves, 2D

S11 Object Unidentifiable shape, 2D

S12 Anatomy Circle, 2D

S13 Space Cube, 2D

S14 Gravity Dot, 2D

The students visualised their association in sketches on paper. Interestingly, one stu-

dent of the total fourteen transformed their paper into a form to express the idea of 

the body. The students discussed their spontaneous thoughts, and all had visualised 

the body in a standard size and scale. The discussion continued in response to the 

following questions:

What is your understanding of the body in fashion design? 

Students’ reflections 

-A starting point, something to dress, bad ideals, positive shape to create negative 

shape, gravitation…

Do you think the conceptions of the body needs to be redefined? If yes, why? If no, 
why not?

Students’ reflections

-Bodies are changing with time – societies are developing – they influence the change 

in the body.

-There is a lot of movement as we move our bodies all the time.

-Why is there a need to re-define when the existing one works?

-If we want a human to wear the garment, body measurements are important.

What could be a body alternative in fashion design development? 

Student’s reflections

-Is fashion design also art? This question makes me change my current thinking 

about fashion.

-The functional form of art, and art as fashion.

-Fashion moulds with society moving forward. Futuristic way of thinking.

-The starting point for creating form and silhouette.

-We grow up with this understanding.

-Can we ignore the purpose of the mannequin? The body is a part of dressing that 

cannot be ignored.
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After the session, the students were set to work in pairs.

The discussion of different artworks on Day 2 was interesting in terms of how each 

student conceived of the works in different ways. Some observed the technique used 

to create them, whereas others focused on form, context, space, or scale. Many of the 

students connected this task to the discussion on Day 1 regarding notions of the body.

3 .3 . RESULTS 

The students worked in pairs and developed some interesting concepts through con-

stant dialogue, discussions, reflections, and experimental explorations. 

Table B: An overview of the concepts explored by the seven groups.

INITIAL EXPLORATIONS 

GROUP CONCEPT

G1 The object as body

G2 The soul as body

G3 The ice as body

G4 The plant as body

G5 The air as body

G6 The sculpture as body

G7 Morphable body
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INITIAL EXPLORATIONS 

Figure 15. G1’s outcome, ‘the object as body’, combined a male mannequin and 

chairs. The group explored the idea of extending a mannequin by attaching objects 

(chairs) to create an alternative body silhouette. In contrast to an ideal silhouette, the 

sculptural form was dressed to point out the variety of types of silhouettes facilitated 

by accessories.
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INITIAL EXPLORATIONS

Figure 16. G2’s outcome, ‘the soul as body’, was an installation setup that explored 

what makes an object a body instead of just an object. The group visualized their 

concept by reflecting on the idea that the body was none to them but rather anything 

of the involved objects, a sign that something has been present, something that we 

add or associate to the object using our imagination.
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INITIAL EXPLORATIONS

Figure 17. G3’s outcome, ‘Ice as body’, reflected on the idea of trapped water and how 

the form of an ice sculptures goes through different stages. The change in tempera-

ture of the air affects the ice sculpture, resulting in diverse forms. This relates to the 

alternative body silhouettes in terms of the concept of constant change in the expres-

sion of form.
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INITIAL EXPLORATIONS 

Figure 18. G4’s outcome, ‘the plant as body’. The dressing of the plant stem and base 

with a stretchable textile explored the idea of a plant being a dressed body. The use of 

the botanical print on the textile created a contrast between the real and unreal. 
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INITIAL EXPLORATIONS 

Figure 19. G5’s outcome, ‘the air as body’. A plastic bag filled with air represented 

the idea of draping and conceiving of the air as body. Quick prototyping was used to 

create a shape that questioned the existence of the body. The holding of the bag by 

the participant became a part of the ‘garment’ and created ambiguity: was the body 

holding a plastic bag or a body?
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INITIAL EXPLORATIONS

Figure 20. G7’s outcome, ‘morphable body’, explored the movement aspect of the 

human body by incorporating an object with similar properties to the body, such as 

being static, whilst also possible to morph by external forces. An umbrella was used 

to construct layers of textiles, reflecting on the morphable aspects of the body.
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3 .4 . DISCUSSION 

The workshop suggested that the students felt that the role of the body and how it is 

understood are the most important aspects of fashion design. However, there is great 

potential for investigating and re-contextualising our understanding of the body in 

fashion design processes. This workshop was intended to help students un-learn their 

preconceived notions of the body, and question what a body can be in fashion design 

processes. Critical thinking and dialogue were used alongside the speculative design 

method to help the participants to speculate on future possibilities for body alternati-

ves in fashion design development. 

The initial task on Day 1 primarily involved discussion, which provided new insights 

into the body and suggested a diverse array of diverse shapes and forms. It was 

interesting to observe how the students approached and shared their perceptions 

during the one-minute task. All except one followed the standard way of approaching 

a design process of sketching and brainstorming; the other transformed the given A4 

piece of paper into a form. 

Table C: An overview of the student’s response to the 60-sec task, reflections expres-
sed using basic elements of designs both in drawing and text.

The students expressed their thoughts through dots, lines, curves, shapes, forms, and 

text, reflecting the basic elements and principles of design. Redström (2017) defines 

design as the use of geometrical shapes to express the functionality of everyday 

things, giving new possibilities for exploring body-material interactions. Finding and 

visualizing body alternative in geometrical shapes gave the students new perspec-

tives on and possibilities for their design processes. The workshop method gave the 

students an insight into the potential for creativity and helped them to develop new 

design methods for their own design processes. Although this was a challenging task 

– as any understanding of the body is always associated with the physical body in 

reality – new concepts emerged during the workshop. 

INITIAL EXPLORATIONS
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EXPRESSION DOT LINE CURVE SHAPE FORM TEXT

TEXT 

&

SHAPE

LINE 

& 

CURVE

NO OF 

STUDENTS
1 1 1 5 1 2 2 1
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INITIAL EXPLORATIONS

Figure 21. An outcome of the one-minute task by S1, in response to the question 

‘what comes to mind when you hear the word ‘body’?’ Written reflections and sket-

ching were used by the student to share their perception of the body.
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INITIAL EXPLORATIONS

Figure 22. An outcome of the one-minute task by S2, in response to the question 

‘what comes to mind when you hear the word ‘body’?’. Sketching was used by the 

student to share their perception of the body.
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INITIAL EXPLORATIONS 

Figure 23. An outcome of the one-minute task, in response to the question ‘what 

comes to mind when you hear the word ‘body’?’. The paper was transformed by the 

student into a form to share their perception of the body.
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 with the growth of the plant.

G5 explored the concept of ‘Air as body’. The group began by discussing the body as a 

positive space and asked how it can be translated into a negative space, and whether 

it is possible to create a body from a negative space. They wanted to explore forms 

that are not dependent on other objects. They quickly prototyped by filling a plastic 

bag with air and draped on this, thus using air in the manner of a body. Further, 

they explored the plastic bag by dressing it to create its shape, thus questioning the 

existence of the body. By holding the bag one of the participants became either part 

of the ‘garment’ or just a body holding a plastic bag, which is more obvious.

G6 explored the concept of ‘the sculpture as body’. The group was interested in iden-

tifying materiality and its existence. They focused on creating a form using materials, 

questioning the existence of the proposed outcome. The sculptural form suggested 

body alternative. 

G7 explored the concept of ‘morphable body’. The group focused on the movement 

aspect of the body. Initially, they reflected on existing objects as alternatives, but 

found them to be too static. The human body is morphable but can also be static – it 

can be seen in shapes and curves and created diverse forms through movement. 

Applying forces to the human body changes its shape and how we perceive it, and so 

the group chose to incorporate similar properties, such as being static but also pos-

sible to change as a result of external force. An umbrella was utilised to construct and 

build layers of textile surfaces on top. 

The participants’ interactions during the workshop allowed them to rethink their 

understanding of the body by developing alternatives to it. When I reflected on the 

outcomes of the workshop and the concepts introduced by the participants, I conclu-

ded that there was great potential in further exploring and investigating what a body 

could be in fashion design development. However, the suggested concepts can be 

seen the starting points for a design process. 
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G1 explored the concept of ‘the object as body’, proposing a sculptural form consis-

ting of chairs and a male mannequin. The group chose a mannequin as a starting 

point, and later reflected on the fact that it is already an alternative to the human 

body. They extended the mannequin by attaching chairs to it, creating a different sil-

houette. The group worked with contrast and diversity, and to contrast with the ideal 

body the sculptural form was dressed to highlight the diversity in all bodies. 

G2 explored the concept of ‘the soul as body’. The group started by thinking about 

what makes an object a body instead of just an object. They concluded that bodies 

seem to be related to motion, which gives objects context. The group asked, ‘when 

there is a notion of soul, does that embody a thing?’ The soul can be visualised in 

many ways – for example: Is the person sitting on the chair a body? Is the fabric on 

a chair a body? What is the body then? A human body while sitting or just the fabric 

without human body? The chair? The space in between or around them?To the 

group, the body is not defined by its form, shape, structure, or size, but something 

that we add to an object through our imaginations. 

G3 explored the concept of ‘the ice as body’. The group questioned the relationship 

between space and the body, and asked the following questions: What makes a body? 

How far can our minds go? Does a body need to be tangible? Why is air not a body? 

By proposing the concept of the ice as body, the group reflected on trapped water 

and how the form of an ice sculptures goes through different stages. The change in 

temperature of the air affects the ice sculpture, resulting in diverse forms.

G4 explored the concept of ‘the plant as body’. Initially, this group was adamant that 

they did not want to re-think the body and create an alternative to it as they didn’t 

feel the need since they eventually have to develop a collection of garments for the 

body at the end of the three years of their degree. They insisted that garments are 

made for the human body and asked who refers to an alternative. They were introdu-

ced to the concept of ‘Design as art: Creativity in design’ (Aytac-Dural 2012, p. 104), 

which brought up the concept of creativity, which is commonly associated with the 

arts. “There is no doubt that design is also an artistic endeavour and requires a high 

level of imagination and fantasy as the prerequisites for the creative process” (Aytac-

Dural 2012, p. 105). In order to study and develop new expressions and forms, the 

group explored the concept of the plant as body: by dressing a plant with stretchable 

textiles, a plant became a body, and the textiles changed their form 

INITIAL EXPLORATIONS
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The workshop with first-year Bachelor´s degree fashion design students not only 

stimulated their analytical and conceptual skills but encouraged them to rethink the 

role of the body in fashion design processes. The discourse on re-contextualising our 

understanding of the body contributed to reflections on existing methods and our un-

derstanding of the body’s aesthetics in relation to material interactions and embodied 

experiences. This led to the sketching methods, which explored an existing alterna-

tive to the body in the form of a mannequin and traditional sketching methods. The 

outcome of this led to a study of the body’s aesthetics (spatial and structural charac-

teristics) by using a human technology interface, which translated the movement of 

the body, proposing alternative body expressions. This digital outcome was related to 

the student’s visualisations of the body created during the workshops, i.e., the dots, 

lines, shapes, and forms. This directed the planning of the exploratory experiments 

based on varied materials, techniques, and installation setups, wherein the percep-

tion of the body was explored through alternative body expressions and conceptions 

of the body. 

4 .1 . METHODS

The exploratory experiments were based on the following approach:

RETHINK – OBSERVE – EXPLORE – REFLECT – ACTION – OUTCOME – REFLECT

 4.1.1. The initial inquiry revisited my existing archive of mannequin documentation 

to reflect on existing alternative body in fashion design practices. The images of man-

nequins are from fashion design education institutes and design houses. The idea of 

the body as a mannequin related to existing and altered bodies used in fashion design 

processes.

4.1.2. The traditional sketching method of drawing was used, although the process 

was altered in that the person drawing was blindfolded. Blindfolded Drawing Series 

1 was created using paper and a felt-tip pen. The purpose was to organically draw 

without intentionally making or altering a body sketch that looked like a human 

body.

4.1.3. Blindfolded Drawing Series 2 was created using paper, a needle, and thread. 

This technique limited the expression achieved due to hand movement being restric

RETHINKING THE 

BODY IN RELATION 

TO FASHION DESIGN 

METHODS
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RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS

ted.

4.1.4. Blindfolded Drawing Series 1 and 2 led to further explorations of the propor-

tions and aesthetics of the human body. In order to study the body’s aesthetics (the 

spatial and structural characteristics of the human body), the PoseNet machine-

learning model was used in an installation setup along with a camera and computer. 

This was used as a sketching tool to translate and document moving bodies digitally 

due to its availability online.

4.1.5. A series of objects that were posited as alternatives to the body were docu-

mented in relation to form, geometry, scale, structure, being, and existence in a 

physical space. The objects were used as references, and a starting point for further 

exploration. The idea was to open and question our understanding of the body, body 

alternatives, and existing definitions of the body.

4.1.6. A combination of materials including a plastic pipe, a wooden plinth, and a 

knitted tube was arranged and juxtaposed in an installation setup in order to explore 

alternative perceptions of the body in relation to contrasts created by the use of dif-

ferent materials, scales, and proportions. 

4.1.7. A sphere with a diameter of 65 cm was explored as an alternative to the body 

by dressing it in a knitted tube, investigating an alternative silhouette. 

4.1.8. A machine in the knitting lab was explored as an alternative to the body by 

draping it in a knitted textile. The aim was to explore alternative silhouettes by recon-

textualizing the meaning of both material and machine.  

4.1.9. A 7.5-metre-long textile was created as a body substitute. The length of the 

textile was chosen based on ancient ways of dressing the body with a long piece 

of fabric. The exploration involved both the presence and absence of the body and 

explored the possibilities of form by changing the arrangement of the textiles to 

embody body expressions.  
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Figure 24. The legs of the display mannequin were placed upside-down, redefining 

the purpose of the body part. This explored the possibilities of understanding the 

form of each body part and provided alternative ways of rethinking the silhouettes of 

existing garments for this body part. For example, trousers are assumed to have two 

legs, and are always designed to be worn in a specific way. This restricts exploration 

of the expression of the garment at the beginning of a design process.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 25. Custom-made, altered mannequins at a design studio. The alteration of 

the standard size of mannequin by adding layers of textile materials reshaped the 

existing body alternative. These sculptural forms provided possibilities to design for 

specific shapes and alter or sculpt the reference body. They also suggested the crea-

tion of body extensions as part of body-alteration practices.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 26. An installation setup of display mannequins. The fact that they were not 

dressed in garments brings into question the existence of the body alternative and its 

purpose. The context and number of mannequins led to a rethinking of the purpose 

and use of mannequins in fashion design processes.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 27. A mannequin head and torso in a storage unit. Their placement created a 

dialogue with the space around them that explored the existence and being of things 

in space. This further reflected on the relationship between objects and spaces or 

rooms in terms of how context leads us to reflect on the space around a body. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS



  116115  

Figure 28. A display mannequin torso. This was the only part of the body of the 

display mannequin that was possible to view directly or analyse in order to start 

exploring the notion of the silhouette. The placement of the mannequin torso on the 

floor added a new dimension in that it did not restrict the continuation or limit the 

expression of the silhouette during the process. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS



  118117  

4.1.2.
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Figure 29. ‘The front’. The expression contributed to analysis of and reflection on 

body proportions and sense of scale, highlighting the contrast in diverse shapes. It 

is a body expression that is based on the perception of a full body front and has a 

rounded shape. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 30. ‘The sideways’. This body expression embodies both oval and triangular-

shaped bodies. Seen from a certain angle, it suggested exploring alternative silhouet-

tes in fashion design processes.
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Figure 31. ‘The moving body’. This body expression embodies the moving body in a 

circular movement. The movement expression explores the idea of viewing the body 

in motion as a starting point in fashion design processes.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 32. ‘Stock-still’. The drawing has a static expression and explores dynamic 

form without any movement; completely still. The expression seems to be frozen, 

while a body is in movement, and refers to the silhouette of the body wherein it is 

difficult to identify the start and end. The expression relates to dynamic forms as 

starting points in design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 33. ‘Doll-like’. This drawing has a sense of playfulness and depicts a small 

figure or stuffed toy. The expression explores our understanding of the body and 

its representation, as well as the illusion of the standard scale of the visual tool in 

fashion design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 34. ‘Irregular geometry’. This drawing translates the visual expression of the 

body into irregular geometry, resulting in a silhouette based on referential points.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 35. Linear Drawing 1, which has long diagonal and horizontal lines. The lines 

intersect, creating body expressions that visually split the image into an upper half 

and a lower half. The linear expression can be used as a starting point for developing 

a silhouette in a fashion design process.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 36. Linear Drawing 2 has diagonal lines and loop-de-loop. The combination 

and placement of the lines visualise the linear body in motion and how this can be 

used to create expressions in fashion design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS



  138137  

Figure 37. Linear Drawing 3 has vertical, horizontal, and diagonal lines and dashes 

and dots. The lines explore the inward dynamic and aesthetic possibilities of the 

expression of movement. These aesthetic possibilities can be considered to be a foun-

dation of design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS
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Figure 38.  Linear Drawing 4 has diagonal and horizontal lines. The lines imply direc-

tion and movement, and the expression is one of motion and tension. This led to an 

understanding of explorations of stretchability in relation to silhouettes for fashion 

design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 39. Linear Drawing 5 has diagonal lines. The placement of the lines creates 

an asymmetrical harmony that converges and separates. The expression carries the 

concept of asymmetry, which can be considered at the beginning of a design process.  

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 40. Linear Drawing 6 has vertical and diagonal lines. The expression reflects 

on the pliability of direction in movement. The lines intersect and relate to body 

expressions of both the body and dress. This refers to the delineation of the silhouette 

in fashion design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 41. The five dots are a digital translation of a body made using the PoseNet 

machine-learning model. The body was translated from 1 meter, and only a glimpse 

of the head was captured. The output setting was to show points and a line. 

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 42. The body was translated from 1.2 meter, and the machine captured only a 

glimpse of the head and shoulders. 

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS



  152151  

Figure 43. The body was translated from 1.8 meter, capturing the torso, shoulders, 

hips, and elbow. 

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 44. The body was translated from 2.5 meter, capturing the torso, shoulders, 

hips, and elbow. The points that make up the torso of the body were joined to make a 

geometrical shape.

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 45. The body was translated from 3 meters, capturing the three spatial levels 

of the human body: the upper body (torso, shoulders, hips), middle limbs (elbows 

and knees), and distal limbs (feet and hands). The human body translation provi-

ded the possibility to further study the body as a moving structure in fashion design 

processes. 
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Figure 46. ‘Glass’ (Object Series 1). The placement of this particular object highlights 

the scale and three-dimensionality in the space and draws attention to the object. 

This refers to the relationship between the body and glass in that there is more to the 

object than can be seen and felt, and makes viewers envision the functions they nor-

mally associate with the object. This suggested using visual representations of objects 

as a starting point in design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 47. ‘Stool’ (Object Series 1). The attention placed on the object in this pho-

tograph relates to the relationship between a body and an object in that an object is 

associated with certain purposes and activities. The stool makes the viewer reflect on 

the presence and absence of a body, suggesting the existence of a correlation between 

the representation of an object and that which an individual sees in that representa-

tion. This suggested using a visualization of a physical object rather than the object 

itself as a starting point in design processes.

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 48. ‘Broom’ (Object Series 1) explored the narratives associated with an 

object, in this case the function and performative characteristics of the object in parti-

cular. This suggested taking a dramatic perspective on exploring conceptions of the 

body in design processes.

RETHINKING THE BODY IN RELATION TO FASHION 
DESIGN METHODS



  166165  

Figure 49. ‘Signboard’ (Object Series 1) alters the range of activities normally asso-

ciated with the object when viewed in a different context. This suggested using visual 

representations of objects as a starting point in design processes.
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Figure 50. ‘Metal structure’ (Object Series 1) focused on using a three-dimensional 

structure as a body alternative, and suggested this particular structure as a starting 

point for extending the human body, which could be used to reframe its scale and 

shape.

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 51. ‘Wooden plinth’ (Object Series 1) focused on using a three-dimensional 

structure as a body alternative, in this case solid shapes that can be used as building 

blocks by placing one on top of another. This suggested a way to reframe the scale (in 

terms of dimensions) and shape of the human body.
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Figure 52. ‘Dried roots, origin’ (Object Series 1) draws attention to visual changes 

resulting from the passage of time. Here, the idea of the origin of life directs the 

viewer’s attention to a specific point time. This suggested using visual representations 

of the body as a starting point in a wide range of design processes.
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Figure 53. ‘Diagonal lean’ (Plastic Pipe and Knitted Tube 1) contrasted materials, 

scales, and proportions with another object in an installation setup. The arrangement 

explored variations in expression to investigate the possibilities of silhouettes within 

design processes. The arrangement metaphorically embodies diverse body postures 

as a starting point for design processes.
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Figure 54. ‘Diagonal elevation’ (Plastic Pipe and Knitted Tube 2) contrasted propor-

tions and scale with space in an installation setup. The expression provided a temp-

late to work with and a reference sketch for a silhouette for a design process. 
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Figure 55. The Wooden Plinth and Knitted Tube 1, contrasted materials to create 

a stimulating effect. The combination suggested that the selection of materials be 

rethought in order to generate alternative forms by referring to the concept and mea-

ning that this exploration creates. This could be beneficial as the starting point of a 

design process.

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 56. The Wooden Plinth and Knitted Tube Series 2 explored the draping of a 

knitted tubular structure on a wooden plinth. This process re-contextualised and 

de-familiarised our understanding of the use of objects and selection of materials 

and revealed the form and shape of the plinth both visually and physically. This al-

lowed form to be explored in order to achieve alternative expressions during a design 

process.

RETHINKING THE BODY IN RELATION TO FASHION 
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Figure 57. The Wooden Plinth and Knitted Tube Series 3 combines two wooden 

plinths of different sizes by placing one on top of the other. The draping process high-

lighted structural qualities such as shape and volume, along with the pleats and folds 

of the draping. This work utilised the traditional method of draping but provided 

possibilities for exploring alternative expressions in design processes.



  186185  

4.1.7.
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Figure 58. Sphere and Striped Tube Series 1 explored the idea of other forms being 

regarded as a body using a sphere with a diameter of 65 cm. The knitted tubular 

structure consisting of nude Lycra explored contrasting materials and sizes. The 

draping of the elastic material on the sphere reflected the challenges and pliability 

that need to be considered when developing a silhouette, along with the interactions 

between the body and dress. 
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Figure 59. Sphere and Striped Tube Series 1 explored the idea of movement and rear-

rangement to document other dimensions of the draped sphere. 
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Figure 60. Sphere and Striped Tube Series 1 explored the idea of movement and rear-

rangement to document other dimensions of the draped sphere.
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4.1.8.
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Figure 61. Machine as Body Series 1 explored existence of machine and its relation. 

The process of draping the machine in the knitting lab explored the possibilities of 

fabrication. The draped, knitted material recontextualised the meaning and purpose 

of both material and machine. The manual movement of the draped part of the 

machine changed both the physical and visual expressions of the material, leading to 

further possibilities for exploring alternative expressions for design processes. 
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Figure 62. Machine as Body Series 1, Movement Expression 1.
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Figure 63. Machine as Body Series 1, Movement Expression 1 (side view).
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Figure 64. ‘Hang’ (Textile as Body Series 1) was a woven textile (7.5 metres) that 

was used as a body substitute. This exploration investigated the expressions that a 

material can achieve through placement and arrangement in space. It also explored 

alternative expressions of materials in relation to the presence and absence of the 

human body. Different material interactions resulted in a diverse array of silhouettes. 
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Figure 65. ‘Throw’ (Textile as Body Series 1) was a woven textile (7.5 metres) that 

was used as a body substitute.
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Figure 66. ‘Drop’ (Textile as Body Series 1) was a woven textile (7.5 metres) that was 

used as a body substitute.
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sing what makes an object a body instead of just an object. This further inquired 

into associations with objects and the notion of the soul, i.e., that which embodies a 

thing. The objects contrasted with one another in terms of scale, form, material, and 

existence. The selection of the things was a reference and a starting point for further 

exploration.

The plastic rod, wooden cubes, plastic sphere, and machine were used to explore 

alternative forms of the body in a physical space. A knitted tubular structures 4.5 

metres in length that was both plain and striped was juxtaposed with the bodies. 

Each exploration resulted in alternative bodies which might not be possible to ac-

hieve using the human body. The plastic rod created a sense of scale. The installation 

setup and changing placement of the perceived body, on which the tubular structure 

was draped, explored the contrast of both form and scale. The wooden cubes were 

used to explore body expressions by referring to both height and visual weight. The 

draping of the white knitted tubular structure on the wooden cubes created varied 

silhouettes. The difference in the sizes of the wooden cubes changed the visual ap-

pearance of the material. Similarly, changing the placement of the draped, striped 

knitted tubular structure created alternative body expressions. This highlighted how 

the visual expression of the striped, knitted structure changed the visual expression 

of the perceived body and material.

A 7.5 metre textile was used as a body substitute, reflecting both the presence and ab-

sence of the body. It explored body expressions that were largely the result of draping 

on the human body or its alternative, i.e., a mannequin. The textile was a substitute 

for a body and the room was a substitute for material, highlighting the negative space 

between both. The change of in arrangement of the body substitute explored varia-

tions in form and visual and tactile expression. 

4 .2 . FINDINGS 

Exploring the concept of the mannequin gave insights into the idea of alternative 

bodies. The variation in terms of mannequin types reflected the idea of using certain 

body parts in fashion design processes. The upside-down placement of the legs of 

the mannequin redefined the idea of designing for specific body parts and provided 

openness with regard to design, taking the new form of body parts as a starting point. 

The alteration of the mannequins using layers of foam or textile materials reshaped 

existing alternatives to the body. The sculptural alternative became the starting point 

to for design for a specific body. Similarly, the installation consisting of a display 

mannequin without clothes explored ideas relating to the existence and purpose of 

the body.

Blindfolded Drawing Series 1 explored body expressions that are not normally 

referred to in design processes. The achieved expressions were varied and led to the 

visualisation of the moving body. Contrasts between the body parts were observed, 

and these explored existing and novel body expressions. Words such as ‘abstraction’, 

‘form’, ‘geometry’, ‘structure’, ‘scale’, and ‘movement’ arose while reviewing the out-

comes. The method provided openness, which was used to organically draw without 

making or altering a body sketch that looked like a human body. 

The tools used for Blindfolded Drawing Series 2 limited the produced the outcome 

of the expression as hand movement was limited. The sketches were linear, and the 

expressions were stick figures. Lines are the clear fundamental basis of the body, and 

the figures are abstract rather than pictorial representations of the human body. The 

linear expressions imply direction and movement, creating asymmetrical harmonies 

through lines that converge and diverge. The drawings were two-dimensional, but 

some of them appeared to express three-dimensional body movements. 

The ephemeral body-machine interface translated a moving human body into diverse 

expressions based on the settings of the software. The dots and lines translated the 

human body into a linear moving structure. This translation of the human body gui-

ded how and where body movement occurred. 

The reflections on the outcome that resulted from Blindfolded Drawing Series 1 led 

me to explore and document a series of objects perceived as bodies. This idea was 

developed during the workshop while interacting with the students and discus-

RETHINKING THE BODY IN RELATION TO FASHION 
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4 .3 . RESULTS 

These explorations led to the following concepts: 

Table D. An overview of the concepts that emerged from the exploratory experi-
ments.

4 .4 . DISCUSSION 

Rethinking the role of the body in relation to fashion design methods re-contextu-

alised my understanding of the body. The sketching methods involved rethinking 

preconceived conceptions of the body by exploring what a body could be in fashion 

design processes. These explorations developed alternative conceptions of the body 

through diverse shapes, forms, and concepts. 

The exploration of the mannequin suggested the idea of developing a body alterna-

tive based on accurate human body measurements for each individual, as well as the 

idea of altering or creating body extensions as part of body-alteration practices. This 

process may lead to the development of alternative body which can be starting 
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 points in fashion design processes. This concept proposes the creation of a silhouette 

for a piece of clothing or garment that cannot be visualised or created using existing 

methods.

Blindfolded Drawing Series 1 suggested abstract alternative bodies. Each drawing 

was an original expression that could be further developed into a silhouette for gar-

ment-making. The contrast and variation in terms of the proportions of the drawings 

suggested a sense of scale for visualising the silhouette in relation to garment-ma-

king. The drawings can be split into separate shapes that can be rearranged to create 

silhouettes for alternative garment expressions. Similarly, Blindfolded Drawing 

Series 2 suggested linear body structures. The technique suggests alternative ways of 

approaching sketching methods, replacing regular tools and materials. This method 

explored the idea of using unconventional tools and materials to sketch alternative 

body expressions. 

The use of the body-machine interface to document and understand the spatial and 

structural characteristics of the body suggested an alternative, digital perspective 

on the body. The PoseNet machine-learning model proposed other ways of transla-

ting the body using different settings. This involved viewing the body as a series of 

moving geometrical shapes and finding possibilities to explore the body as a moving 

structure. In order to explore the movement expressions further, technological de-

velopment could be used to find human body movements and translate these in both 

physical and digital spaces. 

The documentation of a series of objects led to the idea of perceiving anything or eve-

rything as a body. A perceived body is defined not only by its form, shape, structure, 

or size, but by something that we add to the object in reality or with our imagina-

tions. This might include associations with an object and its actual function or use. 

The series of objects was a starting point for thinking about, reflecting on, and imagi-

ning forms, shapes, and structures and considering them to be bodies. 

The sketching method used a plastic rod, wooden cubes, a plastic sphere, and a 

machine as bodies within a physical space to identify both materiality and its exis-

tence. The geometrical forms created suggest body alternatives and questions the 

relationship between physical space and perceived bodies. 

The textile as the body substitute directed to further explore possibilities of body 

RETHINKING THE BODY IN RELATION TO FASHION 
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CONCEPTS 

The shape as body

The form as body

The line as body

Abstract body

Ephemeral body

The body as structure 

The body as moving structure 

The body in motion

The tube as body

The cube as body

The sphere as body

the machine as body

The textile as body
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expressions both in a static and moving arrangements. This can be achieved by instal-

ling it into an installation set-up both with a natural or arranged wind source. This 

could explore endless body expressions with the variation in choice of material, size 

and its placement. 

When reflecting on the outcomes of rethinking the body in relation to fashion design 

methods, I concluded that there was great potential in further investigation of what 

a body could be in fashion design development. The concepts explored at this stage 

of the research process could be starting points as body alternatives. Two of the 

emerging concepts ‘the body as moving structure’ and ‘textile as body’ were further 

explored through exploratory experiments to develop alternative tools and methods 

that can facilitate and improve the design processes. 

RETHINKING THE BODY IN RELATION TO FASHION 
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5 .1 . EXPLORATORY EXPERIMENT 1

The sketching exploration described in Section 4.3 explored the aesthetics of a 

moving body to understand its spatial and structural characteristics. Ephemeral body 

movements were investigated through human body movement and technology inter-

face. This highlighted the potential use of human technology interfaces in understan-

ding the body and digitally translating the movement of the human body through 

embodied interaction. Technology was used to document the movement of the body, 

new bodily forms, and expressions in order to further develop a method that can be 

used in design processes. 

5.1.1. SETUP

In order to investigate the movement of the human body using a human technology 

interface, an installation consisting of a computer, the PoseNet machine-learning 

model, and a computer screen was set up along with the camera. PoseNet offers four 

output options for translating body movement: 1. show video, 2. show skeleton, 3. 

show point, 4. show bounding box. The explorations were based on the ‘show point’ 

output option.

5.1.2. PROCEDURE

These explorations were based on a method of rapid prototyping and bodystorming 

that produced first-hand experience of the ideation process, enhancing the design 

ideas. 

The distance between the human body and the machine interface was 4.2 me-

ters. The video documentation of the explorations was viewed and reflected on. 

Movement categories were created by using PoseNet as a sketching tool. The compu-

ter screen and camera recorded the human technology interaction outcomes.

Duration of each exploration: 1 minute 

Exploration categories: 4

TOOL AND METHOD 

DEVELOPMENT
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TOOL AND METHOD DEVELOPMENT 

EXPLORATION BODY MOVEMENT CATEGORIES

E1 Walking towards the setup

E2 Bending 

E3 Jumping

E4 Circular movement 

          Table E. An overview of the planned body movement categories.

5.1.3. RESULTS 

The explorations led to the following concepts:

CONCEPTS

Dots as body

The line as body

The two dimentional shape as body

The three dimentional shape as body

An irregular shape as body

Table F. An overview of the concepts that emerged during Exploratory Experiment 1, 
which explored tool and method development.
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Figure 67. The three spatial levels of the human body: the upper body (torso, shoul-

ders, hips; red dots), middle limbs (elbows and knees; yellow dots), and distal limbs 

(feet and hands; blue dots).
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TOOL AND METHOD DEVELOPMENT 

Figure 68. E1: ‘Walking towards the setup’. ‘Show point’ output setting in PoseNet. 

The sequence of images is top-left (furthest away from the camera) to bottom-right 

(nearest the camera).
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Figure 69. E2: ‘Bending’. ‘Show point’ output setting: show point in PoseNet. The 

sequence of images is top-left to bottom-right.
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Figure 70. E3: ‘Jumping’. ‘Show point’ output setting in PoseNet. The sequence of 

images is top-left to bottom-right.

TOOL AND METHOD DEVELOPMENT 
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TOOL AND METHOD DEVELOPMENT

Figure 71. E4: ‘Circular movement’. ’Show point’ output setting in PoseNet. The 

sequence of images is top-left to bottom-right.
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 material Cristoffe was used as the human body substitute for the exploration. For 
Exploration 1, a 3 x 1.5 metre textile was used on the basis that this is a scale that 

is relatively close to that of the human body. For Explorations 2 and 3, a 3 x 3 metre 

textile was used to move away from the scale of the human body and explore the 

textile’s spatial properties when creating digital movement expressions. Wind machi-

nes were used to blow textiles that were hung from the scaffolding. The number of 

wind machines used in the explorations varied.  

A laptop, the 17 wireless motion-tracking units, an antenna connected to the laptop, 

and the Perception Neuron Pro motion-capture system software were used. 

5.2.2. PROCEDURE 

Three experimental explorations were conducted, and each was subdivided into two 

sub-explorations. The main explorations investigated the positioning of the textile 

material and the distribution of the motion-capture sensors on the textile, while the 

sub-explorations investigated the effect of different numbers of wind machines on the 

movement of the textile. All of the explorations and sub-explorations followed the 

same structure: 1) The textile ‘body’ was attached to the corners of the metal scaf-

folding; 2) the sensors were calibrated using a human body before they were placed 

on the textile ‘body’; 3) a varying number of wind machines was used to cause the 

textile to move. 

The textile was positioned both vertically and horizontally. All four corners were 

attached to the scaffolding using thread in order to explore movement expressions 

in a three-dimensional space. Three different arrangements of the motion-capture 

sensors on the textile were explored. Sensor Arrangement 1 was similar to the human 

body and achieved by placing the sensors near the center of the textile in an arrang-

ement similar to the silhouette of a human body. Sensor Arrangement 2 followed the 

silhouette of the textile, with the sensors placed at the edges to follow the shape of 

the substitute ‘body’. Sensor Arrangement 3 dispersed the sensors across the textile, 

disrupting the kinaesthetic movement potential of the human body. 

Human agency was present in terms of the setup of the installation, positioning of the 

textile, sensors on the textile, and wind machines. The movement of the substitute 

‘body’ was primarily caused by the wind from the wind machines. This caused the

5 .2 . EXPLORATORY EXPERIMENT 2

The sketching explorations explored alternative notions of the body through various 

sketching methods, and led to the development of an installation setup as a design 

tool and method of creating alternative body-textile expressions. This part of the 

research was undertaken as a collaboration with my colleague Jan Tepe, and consi-

dered textiles to be substitutes for the human body. Interactions between the textile 

‘body’ and the human body were explored using digital technology. The importance 

of textile movements and the movement of a digital avatar were investigated. In addi-

tion, the role of the human body as a research artefact was explored, as were digital 

technologies in creating body-textile expressions both physically and digitally.

In order to achieve these aims, a mixed-reality installation was created to connect the 

human body to a textile ‘body’ in both physical and digital space using digital tech-

nology. The Perception Neuron Pro motion-capture system connected the movement 

of the physical textile body and the digital body, allowing the digital body to move 

‘through’ the physical textile. 

My research and that of Tepe overlap in that we have a shared interest in exploring 

the body and movement in fashion design in both physical and digital realities. We 

approach this idea in different ways, and but found common ground during this col-

laboration.

Tepe’s research investigates the emerging intersections of the body and dress and the 

physical and the digital in order to explore alternative expressions, functions, and 

purposes of the body and dress. He conducts experiments and explorations using 

digital and extended-reality technology such as 3D scanners, CAD software, motion-

capture systems, and augmented-reality editors to create body-dress expressions.

5.2.1. SETUP 

A mixed-reality installation consisting of a diverse array of materials was set up. 

Technology was used to connect the textile materials with the digital representation 

of the human body.  

A 6 x 6 x 3 metre cube was constructed using metal scaffolding. A transparent textile

TOOL AND METHOD DEVELOPMENT
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 textile body to move in physical space, and this was the driving non-human factor in 

the movement in the digital space.

5.2.3. RESULTS 

The installation setup developed tools and methods, and led to the emergence of the 

following concepts: 

Concepts

The body as a movement
The body as material 

The body as form 
The body as an expression 

Table G. An overview of the concepts that emerged during Exploratory Experiment 
2, which developed tools and methods.

TOOL AND METHOD DEVELOPMENT
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Figure 72. A transparent textile material (Cristoffe) which acted as a substitute for a 

physical human body.

Figure 73. The sensors of the mixed-reality installation setup were calibrated using 

the human body. This photograph shows Sensor Arrangement 1. (see next spread)

TOOL AND METHOD DEVELOPMENT
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TOOL AND METHOD DEVELOPMENT 

Figure 74. Sensor Arrangement 1 was similar to the human body and achieved by 

placing the sensors near the center of the textile in an arrangement similar to the 

silhouette of a human body.
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Figure 75. Sensor Arrangement 2 followed the silhouette of the textile, with the sen-

sors placed at the edges to follow the shape of the substitute ‘body’
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Figure 76. Sensor Arrangement 3 dispersed the sensors across the textile, disrupting 

the kinaesthetic movement potential of the human body.
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6 . DISCUSSION 

The practice-led research presented in this thesis aimed to explore conceptions of 

the body in fashion design processes. Chapter 3, which outlined the initial explora-

tions, presented the experimental workshop in which students were challenged to 

unlearn their preconceived notions of ‘the body’. The speculative design method of 

prototyping helped the students to speculate on alternative possibilities by suggesting 

concepts of ‘the object as body’, ‘the soul as body’, ‘the ice as body’, ‘the plant as body’, 

‘the air as body’, ‘the sculpture as body’, and ‘morphable body’. These concepts may 

be seen as emerging concepts and may form, just as the traditional fashion design 

methods, the foundation or starting point for any kind of dress, customized to a 

certain body. There is definitely a pedagogic way of approaching to make traditional 

garments usually taught in design education, however these concepts as outcome 

of the workshop show potential for unidentified pathways. The workshop provided 

students with an openness in terms of design thinking by “upending traditional ap-

proaches or re-appropriating them to unearth new ways of creating and making clo-

thes” (Dieffenbacher, 2013, p.97). The workshop highlighted on the need to further 

explore the practice of fashion design to understand how fashion is situated different-

ly or similarly to design practice (Chun 2020, p, 97). The concern was still there that 

are we training fashion students to be makers or creators or both? (Dieffenbacher, 

2013, p.11). Phenomenography (Raebild, 2014, p. 4) inspired approach was further 

applied to look at various fashion design programs and how aesthetics in fashion 

category was taught. The study concluded that it varies since most of the institutes 

have grown form the institutions specialising in technology or textiles which really 

influence the design methods and ways of approaching the new emerging or establis-

hed programs (Berglin et al., 2007, p.2) 

Chapter 4, presented the idea of ’rethinking the body in relation to fashion design 

methods’, and explored alternative conceptions of the body through sketching met-

hods. These methods opened up for diverse expressions and functionalities, that ena-

bled new expressions. Section 4.1.1. explored the possibilities of understanding the 

form of each body part and provided alternative ways of rethinking the silhouettes of 

existing garments. The explorations presented in Sections 4.1.2. and 4.1.3. suggested 

new perspectives on the body and body expressions which are not possible to achieve 

using standard sketching methods. The sketches deconstructed the understanding of 

the human body and questioned where we begin and end (Thornquist and Blomgren, 

p. 78; Van Dougen, 2019, p. 17). The explorations presented in Section 4.1.4. sugge-

DISCUSSION
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as body’. Exploratory Exploration 1 suggested a method of exploring alternative body 

expressions. The dots were joined together to create lines, creating body silhouet-

tes and diverse shapes. The first attempt at joining dots was E1, in which the body 

walked towards the camera, starting with the top left dot and moving to the right to 

make a line. This method of joining dots created an irregular, geometrical shape. The 

dots were later joined horizontally, dividing the shape into five more shapes. Within 

the existing shapes, the dots were joined again to create 15 new shapes.

The explorations were informed by the EDI framework. The human technology inter-

face disrupted preconceived notions of the human body, destabilising existing visual 

expressions through the emergence of alternative body expressions and providing 

new insights into body expressions. Observation and analysis of the documented 

explorations in relation to categories of body movement suggested that the installa-

tion setup served as a method of proposing alternative body expressions for fashion 

design processes. 

The installation setup provided new ways of interacting with and moving in relation 

to the human technology interface, allowing movement behaviour and patterns to 

be explored. This provided the possibility to understand challenges and develop new 

forms of clothing in fashion design processes. In a larger context, simply reviewing 

the installation setup destabilised our understanding of the potential uses of various 

tools and elements. The framework provided a guideline for generating new EDI 

methods. The installation setup could even be used to disrupt and identify situations 

for destabilising body expressions, while simultaneously reflecting on what emerges 

as a result of destabilisation. This would provide us with a clear understanding of and 

new directions for what has been embodied by each individual during the interac-

tion. The emergence of 17 dots and three spatial levels for the body suggests that this 

is a viable method of analysing body expressions.

sted an understanding of the aesthetics of the body based on its spatial and structural 

characteristics. The explorations presented in Section 4.1.5.  provided an insight into 

how the body is perceived based on the basic design elements of lines, shapes, and 

forms. Similarly, the explorations presented in Section 4.1.6. - 4.1.9. created forms 

through various arrangements of objects and material juxtapositions. These explora-

tions of materials and dressed sculptural ‘bodies’ explored the scale of the body and 

its form by positioning these in contrast to space, size, and form (see also Lundberg, 

2017, p. 13). The explorations further reflected on the possibilities of scale and struc-

ture in relation to materials. All the explorations presented in Chapter 4 involved 

‘rethinking the body in relation to fashion design methods’ and resulted in research 

artefacts that could “serve as inputs into knowledge production and as outputs for 

knowledge communication” (Nimkulrat, 2013). As knowledge inputs, these explora-

tions provided insights that could facilitate further development of the outcomes that 

helped to reformulate the research questions of this thesis. As knowledge outputs, 

these highlighted that the research questions required reformulation. This was based 

on demonstrating the experimental knowledge of the creative process and strengthe-

ning the outcomes (i.e., written outputs). 

My research programme bridged the concepts of ‘research for the arts’ and ‘research 

for art and design’ (Borgdorff, 2015; Frayling 1993). In line with both Borgdorff and 

Frayling, I feel that the research programme developed and evolved over the course 

of the research process of making, and so the making and analysis of artefacts (as the 

production of new knowledge) was an important aspect of my research practice. My 

concern was that the process of making of artefacts and using the artefact themselves 

would lead to the production of different kinds of knowledge in different contexts. 

I have also re-examined my thoughts in my artistic research process in relation to 

Rheinberger’s theories, which stress that technology influences both the results of 

explorations and the researcher’s perception of these. 

The development of tools and methods achieved as a result of Exploratory 

Experiment 1 resulted in ways of documenting and understanding the nature of 

ephemeral body movement and alternative body expressions, which were transla-

ted by the PoseNet machine-learning model. Nine images were extracted from each 

exploratory category of body movement, represented by dotted moving structures in 

relation to four body movement categories. This led to the idea of both viewing the 

human body visually, as a series of dots, and the concepts of the ‘The line as body’, 

‘The 2D shape as body’, ‘the 3D shape as body’, and ‘the irregular geometrical shapes 

DISCUSSION



  248247  

Figure 77. Exploring the body as represented by dots, as an alternative to the human 

body in fashion design processes.
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Figure 78. The emergence of 17 dots and three spatial levels for the body suggests 

that this is a viable method of analysing body expressions.

DISCUSSION
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The development of tools and methods achieved as a result of Exploratory 

Experiment 2 suggested that an installation can function as a design tool and method 

of creating alternative body-textile expressions. The motion-capture sensors con-

nected physical bodies to digital bodies. They are generally used to track human body 

movement. In this installation the sensors were calibrated using a human body before 

they were placed on a textile body. The human body functioned as a research artefact 

as it was needed to calibrate the sensors.  

Disruption occurred through the re-contextualising of the textile material as a human 

body substitute in the physical and digital spaces. This disruption led to the desta-

bilisation of body-textile expressions and proposed new interaction systems. The 

movement of the ‘body’ was the result of wind machines. This led to observations 

regarding the temporary destabilisation of the ‘body’ by the wind machines. This in-

teraction system caused the textile to move in a different manner to the body, leading 

to the emergence of a new understanding of textile expressions.  

The digital representation of the human body was always the same in terms of size 

and proportions. The textile material in the physical space, which was the human 

body substitute, determined and changed the motion-captured body silhouette in the 

physical space through the movement of the textile. The three arrangements of sen-

sors on the textile diverged more from the silhouette of the human body with each 

iteration. This did not influence the form and proportions of the digital body, howe-

ver, and instead determined its movement silhouettes. In this sense, the movements 

materialised the scale of the digital body by changing its movement silhouettes rather 

than form. The translation of the form of a physical textile into a digital body created 

movement silhouettes that could not be achieved using a human body. This can be 

observed particularly clearly by comparing the default from Sensor Arrangements 1 

and 3. While the movements of the digital body of Sensor Arrangement 1 are possible 

to relate to physical body movement silhouettes, Sensor Arrangements 2 and 3 obscu-

red the body movement silhouette of the digital body, leading to what we naturally 

perceive as the human body silhouette. The digital body of Sensor Arrangement 

3 clearly deviated from the digital body silhouettes of Sensor Arrangement 1. In 

this sense, a step was taken away from replicating a human body silhouette using a 

textile form (Sensor Arrangement 1), and instead a textile form was explored as a 

human body substitute by placing the motion-capture sensors at the edges (Sensor 

Arrangement 2) or spread across the textile form (Sensor Arrangement 3).

DISCUSSION
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Figure 79. The process of calibrating the sensors for the Perception Neuron Pro 

motion-capture system.
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Figure 80. The different iterations and sub-iterations of the exploratory experiments 

both in the physical and its translation in the digital. The first, third and fifth rows 

show the movement of the physical textile, and the second, fourth and sixth rows 

show the digital translations of these movements. The outcome was a series of alter-

native body expressions that might not be possible to achieve using a human body.
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In the context of textiles, the animation of digital textile materials was a reference 

through the movement of human bodies. The explorations used physical human body 

movement to move and animate digital textile materials (see also Smitheram, 2016, 

pp. 1–9). This collaborative study explored the possibilities of using textiles as body 

substitutes by using their movement to animate a digital human body. It led to the 

emergence of body-textile expressions that questioned preconceived understandings 

of the body within a fashion design context. Body-dress expressions in fashion gene-

rally relate to concerns about body and dress (Entwistle, 2015, p. 1-4) and the idea 

that the body and dress affect each other (Thornquist, 2015, p. 43). However, this 

research investigated the potential of alternative perspectives on the body in relation 

to fashion design. This resulted in explorations of what a body could be in fashion 

design.

The exploratory experiments provided new insights and reflections on existing 

practices in fashion design processes and led to alternative possibilities for incor-

porating digital technologies in the field. The achieved body-material interactions 

created alternative, artistic perspectives that facilitated relearning notions of the 

body in the context of fashion design. The installation was a design tool and method 

of suggesting body alternatives for academics active in the field of fashion design. 

This expands the available knowledge of the body and textiles and suggests that they 

can be made to be substitutable through the use of digital technologies, particularly 

mixed-reality installations.

The outcomes of the initial explorations and exploratory experiments presented in 

this thesis suggest that it might be challenging to learn about and re-learn understan-

ding of the body and alternatives to it, at least to begin with. However, the concept of 

re-learning suggests the possibility of exploring alternative understandings and be-

haviours of the body. The suggested installation setups are design tools and methods 

that were used to investigate the artistic potential of designing dress. The findings of 

the explorations proposed alternative possibilities for body expressions and suggest 

the use of emerging concepts, design tools, and methods of defining the body and 

developing starting points for the design of dress from different perspectives. This 

contributes to knowledge that can facilitate improvements to existing practices and 

suggests alternatives to the human body, which should be considered as alternative 

starting points in fashion design processes. These outcomes contribute to the dialo-

gue relating to re-learning conceptions of the body in fashion design methodology, 

and to investigations of alternative body expressions in academia that could further.

DISCUSSION

influence our understanding of designing and developing alternative silhouettes for

clothing.

There still remains a question of how to further develop the suggested emerging con-

cepts from the sketching explorations while rethinking the body in relation to fashion 

design methods and exploratory experiments. What are the new expected expres-

sions by using these suggested concepts, tools and methods? What will happen when 

the students actually start implementing these concepts in their design projects? I 

aim to explore these concerns by conducting more workshops and exploratory ex-

periments in the forthcoming PhD. thesis to further develop and suggest outcome as 

alternative tools and methods.
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