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Abstract 

Visual dominance. Our human perception, that with great authority, powerfully influences and controls all 
of our senses. In turn, our minds try to acquire and maintain meaningful perceptions in what we are 
experiencing, may that be in a chaotic world, a cacophony in colour or vibrations in patterns. This project 
explores disturbances in pattern and colour and how these elements can deceive the eye. Playing with 
elements such as opacity, layers and transparency the nine outfits presented in this project attempt to 
explore the principles of Gestalt psychology to create disorder and confusion. Significantly, the project 
discusses our perception of pattern and colour and how with small measures these components can 
outsmart our senses, highlighting the importance of psychological methods and techniques in design rather 
than scientific or mathematical.  
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“It is only when we are able to see the structures within which we operate, that we can begin a process 
of freeing ourselves from previously unseen forces and ultimately mastering the ability to work with 

them and change them.” 

Peter Senge, 1990. 
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1. 10 Introduction to the Field 

The human mind has an eternal fascination with the unfathomable. Seduced into what is there and 
what is not there. No matter how primal, optical illusions ignore intellect, background or culture and 
mislead any visual perception. Its most common art form is called trompe l’œil, French for fooling the 
eye, and refers to “works of art designed to deceive the viewer, if only momentarily, into believing 
that the artist’s fictitious representation is real” (Seckel, 2004, p.9).  

Trompe l’œil has been used in various different ways in fashion design, from the bowknot sweater of 
Elsa Schiaparelli (Figure 1) to the printed motifs of Mary Katrantzou (Figure 2). But these illusions 
are not exclusively there to deceive. The art of trompe l’œil also comments on the societies we live in 
or want to live in. This notion could also be described as where “the blatant contrast between the goal 
pursued (creating a realistic experience) and the means used (skilfully manipulating perspective) 
clearly illustrates the mechanisms of trompe l’œil and, more importantly, addresses the role of art in 
society” (Boldt-Irons, Corrado, Virgulti, 2008, p.101). 

Regardless of how the art form is used, the trick of trompe l’œil only lasts momentarily. It is the fact 
that illusion outsmarts our senses, and only in a brief moment, that it indicates that it is not reality. 
According to Boldt-Irons et al. (2008, p.107) “[b]eing aware of the illusion the spectator attempts to 
read and interpret the artwork by identifying the details and techniques creating the illusion at play”. 
This means that our minds eagerly seek the elements used to trick our senses, producing awareness 
and a critical eye to the variables used to deceive. 

 
Figure 1. Elsa Schiaparelli’s illusory bow-knot sweater. 

 
Figure 2.  Mary Katrantzou’s trompe l’œil 

effects. 
 



 37 

 
Figure 3.  Andrea Pozzo’s trompe l’œil (1691-1694). 

 
Figure 4. Charles E. Gilbert, Alles ist eitel (1920). 

 

While still being an illusory effect widely used within fashion design, deception and disguise have a 
long history. The art of trompe l’œil goes back to the Roman, Renaissance and Baroque ages, bringing 
elements of fantasy into the real world (Seckel, 2004, p.10). Rooms, objects and people were often 
incorporated in order to play with the setting and in turn deceive the viewer. One example is the 1691- 
1694 work of artist Andrea Pozzo who was commissioned to create a painted dome adjacent to the 
second story of the flat ceiling of Church of Saint Ignazio in Rome (Figure 3). Although extremely 
detailed, the illusion only works when standing at only two points in the church hall (Seckel, 2004, 
p.10). Still, our visual perceptions are misled and an illusory depth transforms the once flat ceiling, 
making us wonder how we could fall for the trick.  

Closely related to the term is the use of double imagery, where a painting or an image creates two 
motifs. This is seen in the 1920s work of Charles E. Gilbert, where the image of two women dining at 
a table forms an image of a skull (Figure 4). Similar to the work of Andrea Pozzo, this technique is 
dependent on our visual system’s familiarity and understanding of perspective and depth and all the 
parameters such as colour, lightness and darkness that are used in relation to these (Arnheim, 1964). 
But even though we know the truth about what we are observing, either it being a flat ceiling modified 
to trick us or a skilled way of managing contrasting colours, why is it that our visual perceptions force 
us back into the illusion? Boldt-Irons et al. (2008, p.49) describes the power and tension of illusion as 
a situation where  

the viewer is aware of being caught in a sort of liminal zone between visual experience and physical reality, 
and experiences an elevation of the senses through the strength of the optical illusion. We feel the fall, and 
while we are perhaps frightened by it, we also take great pleasure in understanding the power of the illusion 
to shift our sense of reality.  

 

Regardless of its adoption to art or design, the general principles of illusory effects derive from our 
behavioural patterns and our mind’s affinity to categorisation (Norman, 1988). A sweater is not a 
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sweater merely because we say so, but because its form, shape and material help us identify its 
characteristics. When certain parameters of how the sweater is presented are modified, either it being 
distorted, dismantled or two-dimensional on the body, our minds receive interpretation difficulties. 
What once could easily be assorted and classified has now become scattered and alien to our order-
centred judgement.  

Whenever an illusion occurs, whether it is a transformed garment or an illusory surface, we have 
trouble identifying the relationships between the variables causing those illusions.  But what would 
occur if we would pay more attention to these principles? What if we could prevent our minds from 
creating interpretation shortcuts when perceiving and categorising a jacket or a collar, letting the mind 
sustain the tension between illusion and reality? If being more aware of the principles used to cause 
illusion, would it enable us to gain more control over the artistic expression? 

Our perception of two-dimensionality and three-dimensionality, and their individual properties, are 
significant for the development of this work. These visual dimensions are dependent on our visual 
judgement and our mind’s self-organising tendencies (Tuck, 2010). One of the ways to explore our 
visual preconceptions, why an object with its colour and pattern is perceived two-dimensional or 
three-dimensional, is through the principles of cognitive psychological approaches to design. By 
investigating these different principles it will be possible to control and monitor the illusions as well as 
supporting some of the arguments regarding the relationship between an illusion and the elements 
behind its effect.    

Moreover, the illusory effects carried out throughout the project will be illustrated in different levels in 
order to convey static and organic representations of garment in relation to pattern and body. This 
means that at one point the illusory effect can be greater than the next. A sequential aspect, if you will, 
that will be incorporated in order to explore several layers of eye deception, conveying tension 
between the garment and its viewer. Also, selected variables will be incorporated to the work 
rendering a visual frame for the project. These elements will be treated as constants and explored in 
various ways in relation to the different principles behind the illusory effects.  
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1. 11 Design Program 

The scope of the project has its base in the design program. The design program involves a set of 
related measures that together formulate a long-term aim. In this case the aim of the design program is 
to investigate illusion through garment, where several different projects set the foundation and 
derivative for the ongoing project that we discuss in this paper. In short, one could say that the design 
program sets a frame in which different examples and experiments are carried out in order to answer 
the questions what, how and why. Within this design program, it is investigated what illusion is in 
relation to garment, and how this can be investigated to come closer to the why, the motive of its 
importance for future work.  

The following projects encouraged the need and importance of a design theory (see chapter 2. Theory 
behind the Design). Therefore, each project is seen as a part of the process of opening up the design 
space in such a way that a framework could be built.  Online dictionary (2015) tells us that, similar to 
the very definition of the word program, the design program ultimately collects a series of instructions 
and is therefore “a plan of things that are done in order to achieve a specific result”. Thus, the previous 
projects lie as a base for the one discussed in this paper, investigating two-dimensionality and three-
dimensionality in garments and their respective contrasting effects and relationship to the body. 
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1. 11. 1 First Project of the Design Program 

 
Figure 5. Using projection as a sketching method. 

What referential aspects are needed for us to perceive a garment? Even if these are taken out from 
their traditional representations, a simple contour line or material can give us hints of how to 
categorise it. The investigation of how we perceive contours, colour, illusory effects, two-
dimensionality versus three-dimensionality, derive from the garments explored in the first and second 
project of the design program.  

To begin with, the first project aimed towards exploring two-dimensionality in garments, using the 
flat-sketch as a common denominator in which opacity, transparency, scale and colour were 
investigated. The main focus was to study what would happen if a design process would stop in a two-
dimensional state and what expressional impact that would have when presented on the body.  

In the first project, projection was implemented as a fast sketching method in order to easily become 
aware of proportions and scale (Figure 5). Through projection, it became easier to mimic the flat-
sketch’s qualities in future material experiments. The thickness of contours, colour intensity and 
details could easily be monitored and altered through projection in order to reinforce the sketch’s two-
dimensional qualities. Letting the body become a part of the sketching method was also an easy way 
of retrieving information about the impact two-dimensional garment representations could have on the 
body. In turn, the contrasting effects that occurred between a flat projection of a garment and a 
physical, three-dimensional body became easy to perceive, resulting in an effect of a virtual and 
cartoon-like garment representation in direct relation to a physical and three-dimensional surrounding.   

Throughout the design process, several techniques within knitwear were implemented in order to 
evaluate how two-dimensionality could be expressed through a traditional technique. Using knits as a 
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constant for the exploration of two-dimensionality was significant for the development of the project, 
as it was believed that knits could challenge the traditional expression of the flat-sketch. 
Simultaneously, the knitted flat-sketch could challenge the traditional view of knitwear. For example, 
Figure 6 to Figure 14 illustrate different machine flat-knitted techniques, where embossed contour 
lines and garment details such as pockets, collar and lapels challenge the traditional representation of a 
flat-sketch. Each of the examples investigates this aspect through different knitting techniques, 
ultimately resulting in the sample portrayed in Figure 14.  

In the illustrated samples, the embossed structures were an added feature in order to highlight the 
flatness of the structure, emphasising the contrast between two-dimensionality and three-
dimensionality. Fibres such as Pemotex, monofilament yarns and Lurex were combined with wool, 
cotton and viscose yarns in order to create stiffness and flatness. Furthermore, reprogramming 
combinations and incorporating multiple yarns qualities lead to the structure of a relief pattern, making 
the samples rigid in such a way that additional reinforcements such as fused or printed coatings were 
excluded, letting the material support itself. Thus, the embossed contour lines not only added to the 
two-dimensional effect, but also assembled the structure as a whole. 
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Figure 6. Material developments I. 

 
Figure 7. Material developments II. 

 
Figure 8. Material developments III. 

 
Figure 9. Material developments IV. 

 
Figure 10. Material developments V. 

 
Figure 11. Material developments VI. 

 
Figure 12. Material developments 

VII. 

 
Figure 13. Material developments 

VIII. 

 
Figure 14. Material developments 

VIIII. 
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Figure 15. Knitted flat-sketch in 

motion. 

 
Figure 16. Knitted flat-sketch, front 

view. 

 
Figure 17. Knitted flat-sketch, side 

view. 

 
Figure 18. Knitted flat-sketch, semi-

back view. 

 
Figure 19. Knitted flat-sketch, back 

view. 

 
Figure 20. Knitted flat-sketch, semi-

side view. 
 

In short, the process of developing materials for the different examples of the first project of the design 
program involved trial-and-error approaches in most of the produced knitted samples. Each of the 
examples had similar approaches to material developments, either it being an investigation of 
embossed contour lines, transparency, scale or colour intensity. For example, Figure 15 to Figure 20 
illustrate one of the tryouts were embossed contour lines and scale were explored and developed 
simultaneously. Similarly, the rest of the examples were carried out in a similar manner where the 
processes of projection lead to a material exploration, which in turn were juxtaposed with the body.  
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Figure 21. Transparency in knits. 

 
Figure 22. Solid colours and two-

dimensionality. 

 
Figure 23. Knitting with a motif. 

 
Figure 24. Two-dimensional solid 

colours and gradients 
 

The garments illustrated on the images above are examples of different archetypes that originate from 
a design process that stops in a two-dimensional state, with respective garment details that aid the 
categorical system. For example, Figure 21 demonstrates the effect of transparency in combination 
with contour lines that together define the shape of a shirt-dress. Mimicking the idea of projecting flat-
sketches on the body, Figure 21 resembles a sketch with low opacity. Through this, the effect allows 
the two-dimensionality to interact with the body and engages in a contrast between the physicality of 
the body and the cartoon-like, virtual garment.   

Another example is the blue coat illustrated in Figure 22 that investigates the aspects of proportion and 
scale of a two-dimensional garment. As in the case of the flat-sketch, the garments appear larger and 
more voluminous than their three-dimensional equivalent. The three-dimensional garment’s ability to 
encircle the body suggests another type of scale and closeness to material and motion – aspects that 
flat portrayals of a garment lack. Therefore, the perception of two-dimensional scale was carried out as 
an attempt to put emphasis on this aspect. The body is sandwiched in-between the structure of the blue 



 45 

coat in order to observe the contrasting expression of static and rigid illustrations in comparison to the 
body.  

Figure 23 and Figure 24 both deal with the use of colour alterations and patterns and how highly 
saturated colours can reinforce the perception of two-dimensionality. The colours used are reminiscent 
to that of the naivety of a sketch, adding cartoon-like connotations along with scaled up sleeves and 
shoulder lines.  

In sum, the main logic behind the project was based on the idea and purpose of the flat-sketch, where 
contour lines, details, colour intensity and shape enhancement reinforce its statement and serve as a 
representation of how the garment ideally should look like. Expressed through knitwear, the garments 
were juxtaposed with the body, in order to convey the contrasting effects between two-dimensional, 
static garment representations and a physical, moving body. Each example explored an individual 
technique, either with several yarn combinations, quantities of these or stitch lengths and were results 
of traditional knitting techniques translated and reinterpreted for a different purpose and idea of 
garment portrayal.  

The contrasting effects of the cartoon-like garment versus the body not only lead to a deeper 
understanding of how to develop and explore material and colour, but also in what way the project 
could lie as a base for further work and investigations of perception and interpretation. With the 
knowledge obtained from the first project of the design program, the second project questions and 
examines, if only primitively, our perception of two-dimensionality and three-dimensionality and, in 
turn, slowly brings us closer to the extent of the area of illusory effects that are discussed in this paper.  
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1. 11. 2 Second Project of the Design Program 

 
Figure 25. Half-scale draping with 

thick contour lines. 

 
Figure 26. Half-scale draping, using 

backside of sample I. 

 
Figure 27. Half-scale draping, using 

backside of sample II. 

 
Figure 28. Half-scale draping with 

irregular contour lines. 

 
Figure 29. Half-scale draping with 

flat-sketch. 

 
Figure 30. Half-scale draping with 

flat-sketch, stretching material. 
 

The next project of the design program involved the juxtaposition of two-dimensional garments and 
their three-dimensional equivalents. The main interest was to see whether the juxtaposition could 
result in smooth transitions between the two garment representations. Also, it was significant to 
explore whether or not these transitions were instantly discoverable to the viewer and if these could in 
fact sustain illusory perceptions between what is two-dimensional and what is three-dimensional.  

In the project’s earliest stage, several knitted samples were produced to study how the shape of the 
body could challenge the way we perceive two-dimensional structures (Figure 25 to Figure 30). The 
flat-sketch was abstracted to an illustration of thick contour lines stretched over a half-scale 
mannequin in order to observe whether flatness could be perceived in one angle to later be 
transformed into a raised or three-dimensional structure when presented in a different angle. For 
example, Figure 30 illustrates a knitted flat-sketch placed on top of a half-scale mannequin. When 
presented from front, the knitted motif on the sample is perceived as flat. However, as the mannequin 
is presented from the side, the shape of the mannequin can easily be perceived, an elementary and 
primitive, if you will, exploration of our perception of two-dimensional and three-dimensional 
garment representations.  
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Figure 31. Exploring knits and 

woven. 

 
Figure 32. Exploring knits from first 

design program together with 
woven. 

 
Figure 33. Styling woven jacket with 

knitted example.  

 
Figure 34. Cardboard coat. 

 
Figure 35. Cardboard coat and 

woven jacket I. 

 
Figure 36. Cardboard coat and 

woven jacket II. 
 

Nevertheless, as the previous project examined knitwear it was believed to extend the design space in 
such a way that preconceived ideas of a flat-sketch were additionally challenged. Figure 31 to Figure 
36 illustrate the process of draping with a woven suit-jacket in combination with knits to later explore 
the suit-jacket in relation to a cardboard version of a coat. Although not used in the end result of the 
project, each of the ideas and approaches lead to a deeper understanding and acknowledgement of the 
importance of an extended research area, nourishing and motivating the design process. Subsequently, 
the process of opening up the design space became of great importance to the process of exploring 
illusory effects, reinforcing the methodology and theoretical approach to the main project of this 
paper. 
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Figure 37. Introducing the tartan. Projection as a sketching method. 



 49 

 
Figure 38. Continuation of projection. 
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Figure 39. Tartan exploration in knitted 

and on screen-printed structures.  

 
Figure 40. Knitted structures in 

relation to transfer-printed woven 
ones.  

 
Figure 41. Transfer-print on 
foam in relation to tailored 

jacket.  
 

Moving on, sketching methods from the first project of the design program were implemented to the 
second project. For example, projection was incorporated, where the suit-jacket was projected with its 
two-dimensional equivalent. Illustrated in Figure 37 and Figure 38, the different cut outs conveyed 
what could be perceived as expected cuts in the flat-sketch, such as cut outs of lapels and collar, and 
non-expected ones where cuts outs could be perceived as random and incautious to the two-
dimensional form. In addition, the ones perceived as random served as an attempt to investigate the 
amount of cut outs needed in order to lose the referential aspects of the flat-sketched suit-jacket. 
Interestingly, as the flat-sketch was cut in different ways, it was still possible to perceive a holistic 
shape of the sketch, despite the fact that contour lines and details were removed. 

As several cut outs of the flat-sketch were made, it was decided to use the ones that underscored 
differences in scale and proportions of when a garment is portrayed as flat and when it is applied to the 
body. The so-called gap or proportional difference between the two different garment figurations 
clearly conveyed the clash between two-dimensionality and three-dimensionality and were, 
subsequently, further developed into live examples. 

Illustrated above, Figure 39 illustrates the connection of a knitted two-dimensional structure and a 
woven screen-printed one. The closeness in colour merge the two, yet as the knitted tartan pattern fails 
to connect to the printed one, the cut out parts of the knitted structure become easier to grasp and 
differentiate. Additional shadowing effects dropped from the knitted cut out jacket to the woven one 
underscore the contrast between the flatness of the knitted piece and the bodily fitted construction of 
the jacket. Nevertheless, this example was successful in terms of sustaining visual tension between 
two-dimensionality and three-dimensionality and illustrates, through the cut outs, the spatial difference 
of the two.  

Similar to Figure 39, Figure 40 and Figure 41 illustrate similar attempts to illustrate a gradient 
between two-dimensional structures and three-dimensional ones. While the three-dimensional jacket 
of Figure 41 explores another approach to the tartan pattern, the jacket in Figure 41 illustrates one 
solid colour in order to expand the design space, giving entry to alternative approaches.  

The following examples demonstrate ideas of exploring pattern, scale, colour depth, placements of cut 
outs and different garment developments and presentations within the same archetypical range. In 
addition, the examples of the first and second project opened up opportunities and doors to 
explorations of our visual categorical system together with the elements that affect it - lying as a 
foundation for the current project that is discussed in this paper.   
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1. 12 State of the Art 

1. 12. 1 Fiona O’Neil 

 
Figure 42. Fiona O’Neil’s sketched body. 

Fashion design has always had an affinity for drawing. Whether it is a flat-sketch or a fashion 
illustration, the visual language of the sketch communicates mood, technical guidelines and 
proportions.  The 2014 Central Saint Martins graduate collection of Fiona O’Neil not only illustrates 
the take on romanticism and proportions of a fashion illustration, but also its two-dimensionality. The 
use of different shades of colour, lightness and darkness and the relationship between these aspects 
make us perceive a sketched anatomy and ideal of the human body in relation to the real, physical one. 
As a result, there is an immediate contrast and therefore an immediate illusion of where the real shape 
of the human body ends and begins.  

The use of black colours in relation to an organic use of purple, blue and red shades conveys an 
illusory depth. This can be seen in the colour’s presence in the contours and where it highlights a new 
waistline. However, we perceive an immediate conflict in depth as the garments are presented on the 
natural shades of the human body. This effect indicates that “depth perception, lightness perception, 
contour perception, and their interactions can be influenced by various factors (Kogo, Drożdżewska, 
Zaenen, Alp, Wagemans, 2014, p.53) If we were to measure their differences and relation to each 
other we can fully grasp the mechanisms. In this case, one of the mechanisms involves a moving 
human body, making the contrast between a physical depth and an illusory one even greater. 
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1. 12. 2 Noa Raviv 

 
 

 
Figure 43. Noa Raviv. 2D versus 3D. 

 
 

 

In her 2014 graduate collection, Noa Raviv plays with our perception of two-dimensional and three-
dimensional figures and structures. With the use of black and white colours to highlight depth we see 
the garments presented in front of us as difficult to fully grasp in a physical form. The use of black 
lines both indicates a static and organic appearance and we are left with what-is-what in terms of two-
dimensionality and three-dimensionality. This notion could be further explained by the fact that we 
constantly compare each line and shape in order to judge what it is we perceive. For example, the 
elements that are illustrated with black and white lines are compared to the shell-like structure close to 
the neck. It is through these comparisons that we can make judgements of what is physical and tactile 
depth and what is an illusory one.  

According to von Goethe and Eastlake (1840, p.6), “[a] dark object appears smaller than a bright one 
of the same size”, making the viewer perceive depth in Raviv’s garments as the black lines are used in 
different angles. Furthermore, we distinguish the black lines in the shell-like structures as shadows, 
depending on their angle and position, which is another element of illusory depth.  

Raviv clearly demonstrates the relationship between black and white surfaces, playing an additional 
trick on us when presenting chosen parts of the garments as transparent. In contrast to the work of 
Fiona O’Neil, we can fully grasp where the real body comes in as well as the real shape of it. What we 
have trouble understanding is whether the garments are real or in fact a computer sketched collage. 
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1. 12. 3 Carolina Herrera 

 
Figure 44. Carolina Herrera’s dismantled print. 

 

 

The Spring/Summer 2015 collection of Carolina Herrera explores the use of print and how prints can 
be dismantled and deconstructed on a garment. In this collection, traditional silhouettes are being 
presented with an unconventional presentation of print placement where the prints appear to crack and 
fall apart. The viewer identifies the print based on colour and previous presentations of it. We realise 
by looking at the far right image in Figure 14 that it is a crackled flower, even a rose, not only because 
of its colours but also by referring to the image in the middle.  

From organic to inorganic, the collection exemplifies an educational presentation of various 
techniques, escalating the effect to make sure that the viewer follows the process. For example, the 
details of the red rose are presented in different ways, from a simpler print placement, as in the image 
in the centre of Figure 44, to a tile mosaic one presented to its right. These applications contrast two-
dimensional printing techniques with three-dimensional ones, creating assorted techniques and 
approaches to one motif.  Throughout the entire presentation, the viewer has been introduced to what 
is perceived to be realistic and is able to balance the commonsensical with the experimental and 
virtual.  
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1. 12. 4 Anrealage 

 
Figure 45. Anreleage’s shadow illusion. 

 

In their Spring 2015 collection, the garments of Anrealage illustrate illusory shadow effects and 
surfaces. Using contrasting colours in their garments the viewer has difficulty to distinguish a real 
shadow from an illusory one. At a glance, the garments appear to have been hit with a strong light 
exposure, yet as additional garments are presented it becomes clear that there is a play between reality 
and fantasy where the viewer’s preconceived ideas of shadows on a garment are being targeted.  

Similar to the work of Carolina Herrera, the collection of Anrealage clearly presents the theme for the 
viewer. Even though the shadowing effects are illustrated differently within each garment, it is 
straightforward and simple for the viewer to follow the process of illusion. Moreover, the collection 
goes through an educational pattern, or sequence if you will, similar to the work of Carolina Herrera 
that adds to a continuance in terms of the theme of eye deception 
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1. 12. 5 In Comparison to Project 

The works discussed above are similar to this project in terms of illusory effects of two-dimensionality 
and three-dimensionality. In each collection the viewer needs to distinguish between a flat and a raised 
structure, whether these derive from the straightforwardness of Fiona O’Neil’s work or the shape 
complexity of the work of Noa Raviv. Similarly, the illusory depth added to the garments in all of the 
works above not only portray the affinity for colour, prints and placements, but the curiosity to a 
diverse presentation of print in relation to garment. Therefore, as the collections are individualistic in 
terms of atmosphere and design they share common concerns regarding traditions and the expected.  

In contrast to this work, the use of colour and prints in the works of the designers discussed are fixed 
and situated on the garments. In other words, the garments serve as canvases for the illusions to occur. 
For example, Fiona O’Neil paints directly on the garment; Carolina Herrera uses conventional print 
placements although still aiming to deviate from a traditional print. Anrealage uses hues and tones 
between black and white to cast an illusory shadow on their garments, at times the shadowing effects 
are intertwined with the underlying garments and at other times it is merely a matter of fill colour. It is 
in Noa Raviv’s work that the notion of a garment as a canvas starts to fade and alternative definitions 
of shape and form can be discussed.  

In comparison to the works mentioned, this project intends to combine underlying garments with 
prints in such a way that the derivative of the print and the origin of garment perceptually battle 
hierarchal order. With the use of transparency and layers, the body becomes an additional illusion 
reinforcement as movement is incorporated to the layers. It is through movement that all these 
elements will serve as a clear contrast to the static ways of breaking a pattern and creating illusion.  
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1. 13 Motive 

There are several psychological design principles used to shape everything from the society we live in 
to the piece of paper in our hand. Psychological methods and principles are frequently used in various 
design fields such as interactive design and product design. Each of the principles originates from fact 
that our minds want to make the easiest interpretation possible. In other words, the mind is lazy and 
prefers an analysis shortcut rather than a detour in judgement. Well-designed objects are easier to use 
and understand than poorly designed ones. According to Norman (1988, p.2) “[t]he human mind is 
exquisitely tailored to make sense of the world. Give it the slightest clue and off it goes, providing 
explanation, rationalization, understanding.” Either these clues can come from different psychological 
principles or they are based on our cognitive understanding of our surroundings.  

Fashion is merely described as a social force influencing the behaviour of individuals.  Fashion design 
within an educational system, however, is different and may aim to discuss other aspects rather than 
the universality and rapidity that fashion is related to. It can discuss theoretical and practical 
methodology, visual appeal, practicality, atmosphere, inspiration, potential wearer and audience. 
Rarely does fashion design verbalise cognitive psychological principles that are widely used within its 
neighbouring fields. 

Still, these cognitive psychological principles are used daily and at times incorporated to the fashion 
design education. Nevertheless, some of these psychological principles and notions are rarely, if ever, 
articulated or defined (Nicewonger, 2015). Rather, these are obliviously treated in the background, 
overlooked. Instead, notions such as proportions, scale and convergence are established, parted from 
their psychological methodology, used to create coherence and visual appeal within a collection of 
garments. Interestingly, these elements go hand in hand with some of the key cognitive psychological 
principles. Be that as it may, the grounds and motive of these other used words are left for the 
practitioner to cipher. 

Common practical elements used in a design work are the use of colour, pattern and form. These are 
incorporated, manipulated and altered in different ways, yet they remain proportional and dependent 
on each other. If we were to use one pattern with its colours in relation to one form and through that 
investigate cognitive psychological principles we could easily put pressure on our visual perceptions 
from not interpreting the average to forcing the mind to decode and analyse what is being perceived 
and how it is being perceived.  

If we were more acquainted with cognitive psychological principles, is it possible, then, to gain more 
control over the artistic expression? By being aware of the different elements and how these are 
affected the expression, its motive, influence and logic, may be discussed and concretised.  
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1. 14 Aim 
The aim is to explore the Gestalt laws in relation to the tartan pattern through archetypical garments, 

transparency and layers as an attempt to create illusion. 
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2. Theory behind the Design 

How we choose to explain or use ideas require a theory. Like any other theory, the practice that 
derives from fashion design is based on a set of principles on which activity is based. In other words, it 
is a theory of perception, interpretation, action and self-reflection.  We need theory in the sense that 
idea can be connected to practice. According to Loschek (2009), “[t]hese constructs and appellations 
are schemata and concepts with which we can structure perception and recognition, thus becoming 
capable of action” (p.10),. The insights constitute knowledge, enable experience and nourish activity 
and process.  

The theory presented in this project deals with our perception of objects, colour and pattern in our 
surroundings. It discusses our mind’s internal constructs of awareness and self-organising tendencies. 
The ability to see or become aware of something lies in our brain’s power of imagination and each 
individual’s willingness to accept what is perceived. Examining the principles behind these factors 
enables practice encouraged and boosted by theory.  

2. 1 Visual Dominance 
Design is in its broadest sense created to appeal or to provoke. It is created not only to meet the need 
but also to engage, question and tempt. Why we are drawn to certain objects and how these speak to us 
are based on several psychological aspects. Is it because of certain stimulus that reaches us or is it 
because we see what we expect to see (Pylyshyn, 1999, p.341)?  

We constantly visually interpret our surroundings, making statements about objects in relation to their 
environment (Arnheim, 1964, p.1). The left shoe is bigger than the right. The collar is too big around 
the neck. The proportions of the coat are off in relation to the body. No object is completely unique or 
isolated, at least it is not perceived that way. Seeing something, whether it is a garment, building or a 
mountain, means “assigning it a place in the whole: a location in space, a score on the yardstick of size 
or brightness or distance” (Arnheim, 1964, p.2). This means that we make visual judgements in every 
act of seeing. Loschek (2009) describes this further by adding that “[i]nterpretation and theoretical 
references convey the value of what has been perceived and have a reciprocal effect on perception, in 
the sense of ‘you only see what you know’” (p.11), meaning that what we perceive beyond the 
familiar is categorised and valued differently.  

Whenever we see something we organise. The mind demands visual order, often referred to as 
harmony. When observing an image or an object that we do not understand we grasp for the concept 
of totality (Tuck, 2010). This means that we may have not completely understood all parts of what we 
are observing, but our visual perception is intelligent enough to fill in the blanks to serve us the visual 
context. In other words, “[t]he brain does not reproduce external realities; it provides internal 
constructs of reality” (Loschek, 2009, p.9), where the act of interpretation is undertaken and devised 
by our brain’s criteria for evaluation. How we organise, categorise and how the brain evaluates 
information can be explained by cognitive psychological approaches.  
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2. 1. 1 Gestaltism  

It has been said that the whole is greater than the sum of its parts. Perceiving an image or an object as 
a whole is greater than the sum of its components that in turn create the image. In terms of Gestalt 
psychology, that saying is controversial. According to Gestalt psychology the whole is different than 
the sum of its parts.  It is not greater, better or more complete. It is just different. The elements 
involved to create a whole are important separately and together. Gestalt psychologist Kurt Koffka 
(1955) argued that no problem of a system could be solved separately without paying attention to the 
solution of the whole. He stated that “summing is a meaningless procedure, whereas the whole-part 
relationship is meaningful” (Koffka, 1955, p.176). He argued that the whole has a different existence 
in the perceptual system. The mind itself has self-organising tendencies to identify what is being seen 
in an image or an object and Gestalt psychology tries to get a grip of and understand the laws of our 
ability to acquire and maintain information. 

Within the context of design there are different principles related to Gestalt psychology. Each of these 
is used to create order, balance and functionality in relation to our perceptual system.  Proximity, 
being the first, involves grouping, which is used to signal organisation. The law of proximity tells us 
that objects that are near each other are perceived as grouped together (Koffka, 1955, p.164) (Figure 
46). Even though the circled dots are close together on both the right and left side of Figure 46, our 
visual perception draws conclusions and compares which ones are closer and which ones are further 
away. Therefore, “proximity results in the perception of a looser aggregation of several separate but 
related objects” (Levitin, 2002, p.197).  

Moving on, the second principle is similarity, where a perceptual grouping is in focus. The law of 
similarity occurs when we segregate objects from each other, judging by their appearance (Koffka, 
1955, p.654) (Figure 47). For example, if multiple triangles are evenly or unevenly spread on a sheet 
of paper accompanied by multiple circles, we tend to group the triangles and circles separately, where 
one group belongs to the triangles and the other belongs to the circles. Subsequently, acknowledging 
this notion and giving it more influence in our designs we can manoeuvre the viewer’s perception and 
in turn the expression of a pattern.   

Next, the law of prägnanz, or figure-ground, is the principle where the mind wants to make the easiest 
interpretation possible, seeing what we perceive at first glance. Figure 48 illustrates this where the 
images that we see first are either the contours of two faces in profile or the image of a vase that the 
contours of these faces create together. Even though we see the image as a whole, we differentiate 
between the figure and the ground. Koffka (1955) questioned our perception by asking: “[i]f things are 
shaped, may we conclude that the framework is not?”, (p.177). This means that in this case, when 
directing our gaze to Figure 48, we distinguish between the faces and vase and therefore prioritise our 
perception. Our perception constantly switches between figure and ground. When getting more 
acquainted with this relationship, we can easily navigate the mind into determining what is content and 
what is background.    
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Figure 46. The dots close to each 
other are perceived as grouped. 

 
 
 

Figure 47. The objects that look 
similar are perceived as grouped. 

 
 

 
 

Figure 48. Rubin’s Vase. 
 

 
 
 

Figure 49. We perceive symmetrical 
lines collectively. 

 
 

Figure 50. We interpret movement to 
the circles. 

 
 
 
 

Figure 51. We perceive a holistic 
shape. 

 

Similar to the law of proximity and similarity, Figure 49 illustrates the law of symmetry that describes 
the act of when the viewer perceives figures or objects as one entity. The two irregular lines in the 
middle of Figure 49 are perceived as “good” or “interesting” figures, but not seen as grouped (King & 
Wertheimer, 2005, p.54), whereas the curved symmetrical lines to the right and left sides of the image 
are seen as organised. Interestingly, it does not matter that the symmetrical lines do not meet. Our 
minds still perceive these as assembled and can make up pairs of three different arrangements, where 
two are symmetrical and one is unsymmetrical.  

Another principle is common fate, which is described as “items or objects moving (or appearing to 
move) in the same direction as related to each other, more so than elements that are stationary or 
appear to be moving in different directions” (Wood & Keller, 1996, p.257) (Figure 50). This means 
that objects that move are perceived as one unit. Our visual perception categorises these objects with a 
common fate.  

The sixth and last element is closure, where objects, lines or images create a holistic shape even 
though these are cut or dissected. In other words, “[t]he law of closure identifies the tendency to 
perceive a complete or incomplete part or whole so as to attain maximum stability, balance, or 
symmetry in the entire configuration” (King & Wertheimer, 2005, p.155). Figure 51 explains this 
effect where the image shows a square and a circle without closed paths, yet our minds help to fill in 
the gaps and perceive two known geometrical shapes.  
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2. 1. 2 Cognitive Illusion 

As mentioned earlier, our visual understandings of our surroundings are based on our assumptions of 
it. With the categorising tendencies of our visual perception, it is easy to trick our minds if we 
manipulate these tendencies. It is when we manipulate these that illusion can occur. According to Pohl 
(2004, p.2) “[t]he main feature of a phenomenon for it to count as an illusion thus is that it leads to a 
perception, judgement, or memory that reliably deviates from “reality””. Consequently, cognitive 
illusions appear involuntarily, meaning that there are no specific instructions or deliberate will 
involved, “[t]hey just happen” (Pohl, 2004, p.2). Interestingly, when we fall prey to a cognitive 
illusion we rarely understand what has happened and this is due to the fact that “[i]llusions mock our 
belief that what we perceive, remember, and know is in perfect accord with the state of the external 
world” (Pohl, 2004, p.3).   

 

Illusory Contours and Surfaces 

Moving on, an illusory surface, also known as a subjective contour, emerges when objects surrounding 
a particular surface create a shape in its central region. If we look at the image in Figure 52 we can 
easily see the different Gestalt laws coming together. The three black dots, each with a similar cut out 
shape, form a shape of a triangle, due to their individual position. Interestingly, we see the triangular 
shape merely because of the fact that we can perceive its edges. However, the visual journey does not 
end there. We also perceive the invisible triangle as a holistic shape of its own positioned in front of 
another 180 degree turned triangle (Kogo et al., 2014). The fact that there is a hierarchy in position is 
another illusory trick that the mind plays on us.  

Furthermore, it has been pointed out that “depth-order computation plays a key role in creating the 
illusion” (Kogo et al., 2014, p.53) meaning that our visual system constantly compares and processes 
in which order objects are set. In other words, “interpretations are required to establish a coherent 
percept” (Kogo et al., 2014, p.53) where the colours, lines and geometrical shapes in Figure 52 each 
play an individually significant role in order for us to perceive an illusory contour at all.  

Kanizsa (1976, p.155) explains subjective contours as “the phenomenon of virtual lines” meaning that 
even though we cannot see the lines, they remain a part of our visual experience and are therefore 
equally real as a visible line. Still, what are the factors involved for this formation to occur? To explain 
this in detail, Kanizsa (1976, p.156) concludes that: “the region that is bounded by the subjective 
contours appears to be brighter than the background, even though the visual stimulation provided by 
both regions is exactly the same”. This means that we perceive the illusory formation of the triangle as 
lighter than the body colour of the entire image. Simultaneously, we segregate the illusory white 
triangle from what we perceive to be its background, even though the background and triangle share 
the same colour. Also, Kanizsa (1976, p.156) explains that “the region within the subjective contours 
appears as an opaque surface that is superposed on the other figures in the illustration” meaning that 
there is perceptions of hierarchy in place, making us see the illusory triangle as if placed on top of the 
black coloured formation.  
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Figure 52. Illusory contours in Kanizsa’s two 

subjective triangles. 

 
Figure 53. Illusory depth. 

 

According to von Goethe and Eastlake (1840, p.2), “[i]n the same manner as the retina generally is 
affected by brightness or darkness, so it is affected by single bright or dark objects”. The relationship 
between lightness and colour is demonstrated in Figure 53, where we clearly perceive depth in a 
ranked order. In the example, there is an illusion in perception, depth and lightness, all of which 
interact with each other. The image tells us what is closer to us and what is further away, but we 
cannot tell how much. If we focus on Figure 53 and the darker grey square in the middle segment of 
the first image to the left, we perceive the depth coming outwards. Changing our focus two squares 
down, to the square with identical lightness, we perceive the depth as going inwards. The same thing 
can be done to the image to the right.  

We learn from these examples that “[t]he eye cannot for a moment remain in a particular state 
determined by the object it looks upon (von Goethe & Eastlake, 1840, p.13). For example, following 
guidelines of how to look at Figure 53 reveals another visual perspective than that of the first used. 
The example therefore shows two sides of the same coin. When focusing on certain parts of Figure 53, 
the eye is “forced to a sort of opposition […] and thus ever tends to a whole, whether the impressions 
are successive, or simultaneous and confined to one image” (von Goethe & Eastlake, 1840, p.13).  

With the knowledge obtained from these examples, what would occur if we could use some of the 
principles in relation to colour, pattern and garment? Will the different principles show resistance or 
aid the chosen patterns, colours and archetypical garments in the investigation of the effects of 
illusion? 
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2. 2 The Tartan Pattern in Relation to 
Project 

Associated to the punk era, beloved by royalty and traditional to the Scottish, the tartan pattern’s 
simple construction is multivalent and capable of complexity. Online dictionary (2015) defines the 
tartan as a “[c]ross chequered repeating pattern (or “sett”) of bands, stripes, or lines of various colours 
and of definite width and sequence, woven into woollen cloth […].” In this project, the tartan pattern 
is used as a motif due to its layers, colours, symmetrical and repetitive lines, making the pattern simple 
to perceive at a glance but complex once manipulated in scale and repetition.  

The intention is not to put emphasis on the pattern’s origin or its connotations but rather to delve into 
its components in order to investigate its relationship to the Gestalt laws. In this project it is believed 
that the tartan pattern fulfils the criteria for the illusory effects to occur. It is not only repeated, but also 
adamant in structure and weave. Its level of recognition is high in terms of heritage and use in fashion 
design and is therefore suitable to use in opposition to our mind’s categorical system. 

2. 2. 1 The Effect of Colours and Layers 
If we would interpret the different visual elementary units of the tartan pattern we would conclude that 
it consists of multiple colour combinations and layers of these. In turn, these colour combinations and 
layers are used in horizontal and vertical lines, altering the shade of each colour every time colours 
intersect. Interestingly, the proportions of the horizontal and vertical lines affect the way we perceive 
the pattern. Glynne, Hackney and Milton (2010, p.162) describes this as a “proportionate width of the 
different coloured stripes, of the actual appearance of tartans and demonstrations of the changing 
relationship between figure and ground according to how the width of a stripe is varied.”  
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Figure 54. Figure-ground in scaled-up two-coloured 

tartan. 

 
Figure 55. Figure-ground in a repeated two-coloured 

tartan. 
 

If we would go back to the previous mentioned principles of Gestalt psychology we could anticipate 
that the effect of figure-ground depend on “edges that align in space” and that these “appear to belong 
together” (Behrens, 1998, p.301). In a two-coloured tartan pattern the perception of figure and ground 
is constantly changing, making it difficult for us to decide and distinguish between them. This is 
evident in Figure 54 as each of the horizontal and vertical shapes presented carry the same proportions 
in size. We could also say the same for Figure 55, where the pattern is repeated. In other words, each 
of the colours presented carry the same amount of positive and negative space.  

When looking at Figure 54 and its up-scaled tartan pattern we perceive the tartan lines as squares. 
Even though the squares are intersected with narrower lines, we still categorise the black, white and 
grey tones as lines. This is evident as we observe the tartan in a repeated state, such as in Figure 55. 
Even though there is a change in contrast and opacity, we make out the horizontal and vertical lines of 
the tartan due to their subjective contours. Remery (2010, p.139) describes this as a relationship 
between “narrow and broad lines, which seem to lie on top of each other, forming a hierarchical 
network” referring to the figure-ground perception of Gestalt psychology.   

2. 2. 2 The Effect of Transparency  
We know from previous Gestalt laws mentioned that shading influences our perception of depth and 
shape of an object. In this case, shading is perceived as an element of transparency. If we could 
impose transparency on a tartan pattern, we could perhaps establish illusory perceptions of opacity 
into a traditional pattern that itself consists of transformations of lightness and darkness in colour. In 
addition, by incorporating layers of transparency it could be possible to mimic the opaque colour shifts 
of a traditional tartan. 

When observing Figure 54 and Figure 55, we see different levels of opacity. It is this change in 
opacity that makes us perceive the different levels of hierarchy in a tartan pattern and, as mentioned 
earlier, a constant battle between negative and positive space. But what if we could produce such a 
state where the battle of positive and negative space becomes even greater, where there is an 
additional difficulty in distinguishing between what is positive and what is negative? As our visual 



 65 

system demands spatial organisation (Koffka, 2013, p.260) and transparency is an element that could 
influence the brightness or darkness of a target (Wandell, 1995), it could be possible to create visual 
interference. Would it, then, be possible to infer the presence of garments or body? 

 

 

 

 

 

 

 

 

 

 

 

  
  
Wandell (1995) describes that visual interferences are “based on the interpretation of image data as 
arising from objects in a three-dimensional world”. He adds that “[e]ven judgments that seem simple, 
such as brightness, may depend on interpreting the scene as consisting of objects in a three-
dimensional world” (Wandell, 1995).  This notion brings us back to the very foundation of visual 
dominance, our exquisitely tailored auto-categorised mind and our visual perception’s continuous 
comparison and interpretation of our surroundings.  

In his book Foundations of Vision (Wandell, 1995, Figure 11.7b), Wandell explains these 
interferences as a matter of spatial transitions, where a negative or positive space smoothly transcends 
into or away from one another. This can be seen in Figure 56 where “transparency cues […] are 
enough to infer the presence of a rectangle” (Wandell, 1995). This means that we interpret the colour 
alterations in each of the four individual circled discs presented as corners of a rectangle. The smaller 
discs in the centre of the image are of the same colour as the corners, making the rectangle easier to 
spot even though it is merely a subjective contour.  

2. 3 The Principles in Relation to Garment  
The works of Fiona O’Neil, Noa Raviv, Carolina Herrera and Anrealage relate to the principles of 
Gestalt psychology. Whether it is intentionally done or not, the illusory effects carried out are in direct 
proportion to our preconception of our surrounding, regardless if it involves a placed print on a 
garment, a cast shadow or two-dimensional expressions of dress. As we have come to understand it, 
the trick is to use those preconceived ideas to create illusion. Since that aspect has been covered, the 
interesting aspect occurs when these principles coincide in one single image, such as in Wandell’s 

Figure 56. Illusory rectangle.  
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example (Figure 56) and in each of the designer’s mentioned earlier.  As an attempt to stress this 
aspect, Figure 57 illustrates the different principles in relation to each of the designer’s collections.  

 
Figure 57. The principles in relation to designers mentioned.  
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3. Method 

3. 1 Knowledge through Making, Making 
Through Knowledge 

Planning, doing, reasoning and acting are not separate (Koskinen, Zimmerman, Binder, Redstrom, 
Wensveen, 2011, p.2). In fact, these are constantly challenging and communicating with each other. 
According to Koskinen et al. (2011) when a practitioner constructs something, other problems and 
discoveries occur, aspects that otherwise may have gone unnoticed. In turn, “[t]hese observations 
unleash wisdom, countering a typical academic tendency to value thinking and discourse over doing” 
(Koskinen et al., 2011, p.2). In other words we make because we know, or we know and therefore we 
make. Either way, this process encourages action, where the action itself is based on our tacit 
knowledge where we practice without conscious thought, “motivated by emotional, personal and 
subjective concerns” (Barrett & Bolt, 2014, p. 143). Thus, we do not come to know this project 
specifically through theoretical contemplation. Rather, we come to theoretically know it after we have 
understood it through action.  

Most commonly, the process of practical work produced in a design space involves prototyping 
(Binder, De Michelis, Ehn, Jacucci, Linde & Wagner, 2011). It is in this state that knowledge will be 
obtained. However, this project will focus on suggestions of different examples due to the fact that the 
project does not seek a finished product or definitive end result. Rather, the focal point is the range of 
different examples produced within the same conceptual framework, and it turn, a selection of nine 
examples that together represent suggestions of how illusory effects through garments can be 
investigated and illustrated. 

By entering the process of producing examples, it is significant to reflect as each example substantially 
provides knowledge. Through reflection, we can learn from our practice-based exploration. By 
engaging in reflection-in-action it is therefore important to not separate between knowing and doing 
(Binder et al., 2011, p.9). This means that what is practically produced needs to be experienced. 
Whether this experience concerns scale, colour opacity or impact on setting, it creates additional 
involvement, which is fundamental for understanding (Binder et al., 2011, p. 10).   

The concept of research through design requires openness and expansion to the design space in order 
to produce knowledge (Binder et al., 2011, p.15). In order to create, tolerance needs to be established 
to be able to assess the examples without restriction. Without restriction it is possible to learn and to 
question the examples’ individual roles (Mäkelä, 2007). Therefore, the different examples will not 
only suggest answers to the questions of the project but will also embody other, and perhaps, greater 
roles. According to Mäkelä (2007) “[this] can also be seen as a method of collecting and preserving 
information and understanding. Thus, the process of making and its products are strongly connected 
with the source of knowledge” (p.158). This means that the role of the example also can be seen as a 
methodology and idea of “knowing through making” (Mäkelä, 2007, p.158). The different outcomes 
in the project will constantly be dependent on each other and their individual derivative will set their 
imminent result throughout the involvement of reflection and action. Knowledge, in turn, will be 
gained as we move on from one example to the next. In addition, the different examples carried 
through are studio-based research. According to Bolt & Barrett (2014) this type of research is “[a] 
dialogic relationship between studio practice and […] critical commentary in writing […] [and that it] 
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is crucial to articulating and harnessing the outcomes of these materialising practices for further 
application” (p.5).  

With this in mind, a necessary theory has been established in order to guide the practical work 
(Koskinen et al., 2011, p.5). For that reason, the practice-based investigation carried out in this project 
may go under the term constructive design research. According to Koskinen et al. (2011), this refers to 
“design research in which construction – be it product, system, space, or media – takes center place 
and becomes the key means in constructing knowledge” (p.5). Similar to the words of Mäkelä (2007), 
the outcomes of these prototypes are linked and reinforce prior knowledge, therefore nourishing the 
conceptual framework of the project.  

3. 2 Hermeneutic Approach   
Translated from Greek, hermeneutic means to interpret or to make clear and “is the study of the theory 
and the practice of understanding and interpretation” (Given, 2008, p.385). In this case, using a 
hermeneutic approach means, “reflectively explicating the assumptions, prejudices, or understandings 
in which we already live” (Packer & Addison, 1989, p.9). In other words, within the conceptual frame, 
what are the most reasonable grounds for action (Starrin, Svensson, 1994, p.76)? 

According to Starrin and Svensson (1994, p.75-76) one has to understand that the practitioner’s 
actions are intentional. This means that the actions that are taken are not caused by the circumstances 
outside the practitioner’s control, but that s/he relates to what is happening within a set norm and 
frame. According to Ödman (2007, p.26) we have a pre-understanding of what it is we are 
interpreting. It is through this that conditions of reason and action occur, due to how the framework, 
and our pre-understanding of the elements thereof, is interpreted.  

When creating flexibility and openness to the design space, how do we know how to interpret the 
different examples produced? When an example of a garment is made we need to interpret its illusory, 
proportional and aesthetic qualities - the active word being interpret. We also need to interpret in 
which direction to take the following examples, either being the direction of colour or scale 
modifications, or a question of layers.  

Having produced a number of different examples, each containing individual sets of colour 
investigations, suggestions of proportions and layers, we need to make sense of how to place this in 
the conceptual framework. We need to know which elements to discard, which to keep and how to 
continue. The point of interest is not to create a universal truth or to prove a relationship between the 
elements that are worked with. Rather, the main objective is “deciding which debates and discussions 
are worthy of engagement, and which are unlikely to be fruitful” (Porter & Robinson, 2011, p.6). With 
a hermeneutic approach it is possible to sustain an open climate to the different examples made in 
order to draw conclusions of the most reasonable and rational cause of action.  

3. 2. 1 Hermeneutics in Practice 
The practical methodology in the project is developed and used for interpretive inquiry and suggested 
into a so-called hermeneutic circle. The circle is an iterative process where the design process of the 
project is repeated in order to approach the aim.  It can be seen as an act of putting together a puzzle, 
where each piece highlights a clearer picture (Ödman, 2007, p.97). At first, it may seem difficult to 
conjure up structure and meaning, but as several pieces connect a whole is created. Throughout the 
process of putting the puzzle together, it becomes clearer which pieces should be connected, where the 



 69 

once most mystifying pieces obtain an apparent role. It is in this concept of totality that interpretation 
and action are performed to eventually close the circle. The process evolves from a clear picture to a 
clearer one where the circle represents an ongoing contextualisation and de-contextualisation, form 
totalisation to de-totalisation, moving from its individual parts to the whole and from the whole to its 
parts (Ödman, 2007, p.99). The process of the hermeneutic circle, then, stresses the importance of the 
context and how it is crucial in terms of interpretation and understanding.  

The first phase of the circle is “discovering an appropriate workable perspective from which 
interpretation can proceed” (Packer & Addison, 1989, p.3). This means developing a frame for the 
project and through that frame build a platform to interpret the different elements used. In this project, 
the first phase involves the established theory and all the practical elements chosen such as the tartan 
pattern, colour, material, transparency, opacity and different suggestions of archetypical garments. It is 
in relation to this framework in which the different puzzle pieces are acknowledged.  

Next, the second phase is “the conduct of inquiry within that perspective” (Packer & Addison, 1989, 
p.3) where some of the ideas and elements will go under closer scrutiny and proceed through practical 
development. This means that the selected elements for the project are inserted into an iterative 
process, as these are experimented with, put together, disconnected and re-connected to gain a clearer 
picture of different illusory effects.  

Thirdly, the last phase contains “critical reflection upon and evaluation of the interpretive account that 
is the outcome of the inquiry” (Packer & Addison, 1989, p.3), where the examples made are evaluated 
in their theoretical and practical constructions. Without anticipatory beliefs of the greater picture, 
putting together the puzzle pieces of the project would seem unimaginable, yet the different parts are 
significant in order to interpret the entirety of the context. Therefore, there is interdependence between 
the selected elements and the whole (Ödman, 2007, p.99).  The hermeneutic circle, then, envelops 
these stages as “[t]he interplay between individual hypotheses and the analysis as a totality […] in 
which the parts give rise to the whole and the whole provides a context for evaluation of the parts” 
(Stolorow, Atwood, Branchaft, 1994, p.18).   

Phase 1: A Divergent Search 

According to Jones (1992), exploring possibilities and applying critical thinking is an early stage 
applied to the design process. This phase is called the process of divergence and is explained as “the 
act of extending the boundary of a design situation so as to have a large enough, and fruitful enough, 
search space in which to seek a solution” (Jones, 1992, p.62). In other words, the problem formulation 
is tested to discover limits, consequences, and paradoxes.  

In the case of observing and exploring the possibilities within an illusion it is important to question 
what is valuable and what is feasible as well as dependencies within elements. It is in this first phase 
of the hermeneutic circle that the different principles of Gestalt psychology will be studied and 
acknowledged and put in relation to the selected practical elements.  

Phase 2: Transforming the Ideas 

As the theory behind the design has been mapped down, the practical level of the design process is 
done through transformation. According to Jones (1992) “[t]his is the stage when judgements of 
values, as well as of technicalities, are combined in decisions that should reflect the political, 
economic and operational realities of the design situation” (p.66). Joined with the hermeneutical 
approach, it is significant to acknowledge that through the phase of transformation “one cannot 
achieve an optimal solution, only an optimal search” (Jones, 1992, p.38). Hence, the conduct of 
inquiry is to diversify the different elements at hand in order to increase the interpretational aspects. 
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This reinforces a more palpable transformational study, opening up to more founded suggestions of 
which examples are most reasonable to select for additional work.  

When dealing with the transformational phase, an open design space needs to be created. As 
mentioned earlier, it is significant to extend the design space in such a way that the elementary units of 
the project can be viewed in alternative ways (Binder et al., 2011, p.89). It is only then that critical 
variables can be identified and constraints recognised (Jones, 1992, p.66). With the operative words 
being modify, simplify or eliminate, the practical working method will be done in two-dimensional 
fast sketching methods and three-dimensional garment sketching workshops, producing full-scale 
examples in order to be able to fully grasp and interpret the effects each example renders. Through 
this, flexibility and greater observance to the design space will be created.  

It is in this state of transformation where reprogramming some of the elements may be of great 
importance for the direction of the work. In the words of Binder et al. (2011), “reprogramming refers 
to how ideas are generated by the factual but recognized and transformed into something different” 
(p.89). Therefore, it is in this second phase where experimentations of the different Gestalt principles 
along with layers, colour opacity and transparency are significant for the credibility of the 
interpretations made. Binder et al. (2011) further explains the different views as resting “on the 
designer’s ability to perceive the novel within the familiar, to discover relations between seemingly 
incongruent objects and notions” (p.41). In other words, in order to make a selection of examples to 
ultimately discuss, we must first create a range through the state of transformation, investigating 
multiple areas of the framework, even if that would mean to “shift perspectives, to carry out 
experiments, to present and perform [or] to have time and space for free play and day-dreaming […]” 
(Binder et al., 2011, p.41-42). Either way, the second phase involves experiencing the practicalities of 
the stated theory and is significant in terms of interpretation aspects and the process of reasoning.  

Phase 3: Converging Variables 

The problem formulations and questions are identified in the stage of convergence (Jones, 1992, p.70). 
It is in this phase where a greater understanding of the context and its parts are established. Jones 
(1992) states that “[t]he designer’s aim becomes that of reducing the secondary uncertainties 
progressively until only one of many possible alternative designs is left” (p.68). Thus, this third phase 
of the project is the stage where prototypes and models are built to become more concrete and 
detailed. It is also at this stage where unforeseen problems can occur at which the design process must 
shift back to the second phase, reconsidering and re-testing the variables. 
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3. 3 Combining Theory and Practical 
Methodology through Heat Transfer 

Printing  

In order to be able to use the different laws of Gestalt psychology in combination with the tartan, heat 
transfer printing, as a practical methodology, will be incorporated in the project. Letting prints take 
part in the investigation, it is believed that opacity levels, transparency and colour shifts can be 
thoroughly researched. Heat transfer printing also enables flexibility in motif, patterns and colour 
tones, features that are significant in order to allow and sustain an open design space.  

Drafting patterns and colours digitally can develop several interpretations and explorations of a tartan 
pattern. Exploring the different tryouts through projection, it is possible to scale, compose and arrange 
patterns and colours in such a way that it can be anticipated how these could be implemented in 
garments (Thornquist, 2010).  

3. 4 Inductive Reasoning 

According to Koskinen et al., (2011) a theory needs to be established in order for research to occur. 
The theory in this case is built upon Gestalt psychology and through inductive conclusions. It is 
generalised that the elements used to cause illusion can ultimately be applicable to other sets of 
colours, patterns or layers. Thus, inductive reasoning means that the knowledge obtained can be 
expanded (Herms, 2000). Having a strong inductive argument means that “[t]he premises support the 
conclusion in such a way that, if the premises are assumed to be true, then (based on that assumption) 
it is probable that the conclusion is true” (Herms, 2000, p.2). It is therefore possible to predict certain 
aspects of the project by interpreting the different Gestalt laws’ relationship to the examples produced, 
and through that, assume certain patterns. Even though inductive arguments are not necessarily true or 
provide any proof, they use “specific cases to arrive at general principles” (Herms, 2000, p.2). Arthur 
(1994, p.407) explains this further by adding that  

[a]s feedback from the environment comes in, we may strengthen or weaken our beliefs in our current 
hypotheses, discarding some when they cease to perform, and replacing them as needed with new ones. In 
other words, when we cannot fully reason or lack full definition of the problem, we use simple models to fill 
the gaps in our understanding. Such behaviour is inductive.  

 

Throughout the process of applying the theoretical background to the process of producing examples, 
criteria of when and if to continue, alter, pause or conclude the design process need to be settled. 
When do we know when to stop? If the theory behind the design were to be about one or few simple 
conditions that have low levels of abstraction, then perhaps the project would have a narrower frame 
and could thus suggest more accessible approaches towards how to start and when to conclude. 
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However, in this case, the translation of theory to garment does not end there. The decisions of form, 
colour, proportion and selection of these have high levels of abstraction and are perhaps more difficult 
aspects to validate, both in terms of how these decisions work individually and collectively. Therefore, 
in the process of decision-making, the act of drawing conclusions can be formulated through inductive 
reasoning. We need to know how to reason when dealing with a complicated situation and in order to 
do so the reasoning benefits from our mind’s ability to look for patterns (Arthur, 1994).  

With inductive reasoning in mind, the relationship between transparency, layers, colour and form will 
be carried through in the process of creating examples. The first example produced will carry a 
significant role in terms of the direction of the project. In other words, the first example will set the 
guidelines for the following one and therefore the direction of obtained knowledge. Subsequently, the 
amount of examples discussed in this paper will generate a hypothesis to draw conclusions from 
(Backman, 2008, p.54). In consideration to this, the inductive arguments will be stronger as the 
number of examples increase.  
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4. Development 

4. 1 Creating an Open Design Space 
To begin with, the first explorations of illusion were developed based on previous projects of the 
design program where the merge of two-dimensionality and their three-dimensional equivalents were 
investigated. Therefore, the information and knowledge gained from previous projects were 
incorporated to a two-dimensional sketching phase where the different sketched examples intend to 
highlight the Gestalt laws. In some sketches the flat-sketch is cleaved into two parts (Figure 59, purple 
sketches), referring to the law of closure, proximity and similarity. In other parts the flat-sketch is 
combined with a tartan pattern, suggesting different elements of proportion and, in turn, exploring the 
same Gestalt laws but with different approaches (Figure 58, blue tartan sketches). At other times, the 
flat-sketch of the coat is combined with additional garment types, such as a short skirt and an 
elongated one in order to get a grip of alternative layering effects and transparency (Figure 61).  

Even though it is difficult to grasp what truly works as an illusory effect in a three-dimensional setting, 
the two-dimensional sketching phase evoked several ideas of how to potentially combine, split and 
proportionally work with garments. For example, the different cut out effects alter in terms of shape 
and layers, suggesting multiple levels of opacity (Figure 60, blue tartan sketches). If translated to a 
three-dimensional sketch the layering effects of the cut out shapes could provide illusory hierarchal 
order and depth. Therefore, the information obtained from the work in previous projects of the design 
program encouraged the process of the two-dimensional one.  

Moving on, Figure 62 illustrates a continuation of the two-dimensional sketching phase, this time 
incorporating new colours and an enlarged tartan pattern. The intention of this sketching phase was to 
open up the design space further, allowing additional ideas to come to light. In previous projects of the 
design program, knitting techniques were integrated for a study of illusory and contrasting effects 
between garment and body. Similarly, the illustrations of Figure 62 are reminiscent of the general 
expression and approach and do therefore not succeed in opening up the design space further. Rather, 
the process of the two-dimensional sketching phase appeared to make it narrower, where it became 
easy to edit and lock ideas to one sketching medium. Therefore, it was decided to end these sketching 
processes and integrate three-dimensional ones to be able to interpret, rediscover and reprogram these 
to create a range of examples.  
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Figure 58. Early design sketches, part 1. 

 
Figure 59. Early design sketches, part 2. 

 
Figure 60. Early design sketches, part 3 

 
Figure 61. Early design sketches, part 4. 
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Figure 62. Continuation of the flat-sketch. Illustrations of figure-ground. 
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Figure 63. Paper cut out 
flat-sketch on coloured 

calico. 

 
Figure 64. Cutting away 
pieces from the calico. 

 
Figure 65. The new 

proposed flat-sketch on 
body. 

 
Figure 66. The new 

proposed flat sketch, back 
view. 

 

 
Figure 67. Cutting away 
pieces from entire flat-

sketch. 

 
Figure 68. Exploring law of 

closure in relation to the 
flat-sketch. 

 
Figure 69. Exploring law of 

closure with small 
measures. 

 
Figure 70. Exploring 
smooth transitions. 

 

First, the three-dimensional sketching phase started off with the flat-sketch and material selection 
being treated as constants in the exploration. As the previous projects incorporated knits, it was 
decided to explore the potential in the material in relation to illusory effects. Throughout the 
workshop, garments, fabrics and paper were treated as a fast sketching method in order to enlarge the 
design space for a transformational search. It was believed that this three-dimensional sketching 
method could aid the design process in terms of determining when and how an illusion occurs in a 
three-dimensional setting.  

During the exploration, the cut out paper flat-sketch was mounted on coloured calico (Figure 63) and 
was differently connected to its underlying equivalent coat. The main objective was to investigate 
whether or not smooth transitions between two-dimensionality and three-dimensionality could occur. 
The first example conveys an irregular cut out shape of a flat sketch secured on the coat (Figure 64). 
From front, the flat-sketch appears two-dimensional, almost attached to the body (Figure 65). The 
back view, however, illustrates different shadowing effects, making it easier to differentiate between 
what is two-dimensional and what is three-dimensional (Figure 66). As some parts of the calico were 
cut away, the paper contour lines of flat-sketch remain and assist us to be able to perceive a holistic 
shape, underscoring what could be perceived as transparency or a void.   

Figure 67 illustrates the process of examining different merges of two-dimensionality and three-
dimensionality where paper, fabric and garment are incorporated to study the law of closure. In this 
image, the flat sketch’s lapel area and right sleeve are mounted on top of the coat underneath. 
However, the example was unsuccessful in terms of creating a smooth  
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transition between two-dimensionality and three-dimensionality. Nevertheless, the smooth transition 
could be perceived in Figure 70, where the lower part and sleeve of the flat-sketch is connected to the 
lower part of the coat. Due to the placement of the flat-sketch, there are no shadowing effects 
rendering any three-dimensional shape. This allows for a gentler passage between flat and raised 
surfaces, adding to a first exploration of the law of figure-ground.    

Opening up the design space in this manner not only allowed a more overt approach to material 
combinations but also granted for playfulness to come to light. All examples stress this notion as the 
flat-sketch of the coat is treated differently in an unconfined setting. Also, this approach was 
significant in order to come in contact with the different Gestalt laws in a playful way. For example, 
the middle image of Figure 69 displays a cut out flat-sketch of a collar, investigating illusory effects 
with small measures and elements. With help from the regular representation of a coat, we are able to 
recognise the law of closure at play. We are also able to group the coat and the flat collar with the help 
of the law of similarity, even though one is three-dimensional and one is two-dimensional. The small 
amount of coloured calico in the collar is therefore directly grouped with the rest of the coat.  

 

 
Figure 71. Using a flexible approach to material.  

Next, the introduction processes of creating an open design space lead to a deeper search in the 
perception of transparency, deriving from the discussed example in Figure 66. While still exploring 
two-dimensionality via the flat-sketch, the paper cut out representation of it was mounted on a 
monofilament transparent weave (Figure 71). In this example, the three-dimensional equivalent of a 
coat was left out in order to explore different approaches to two-dimensionality and three-
dimensionality. By placing the transparent flat sketch on the body, the contrasting effects of the 
physical body and the static representation of garment were evident. The angle of the flat sketch not 
only enhanced its flatness, but also conveyed its detachment to the real world, resulting in a more 
virtual garment figuration.  



 79 

 



 80 

 

 

 
Figure 72. Exploring alternative combinations with found material.  

Moving on, the traditional black contour lines of the flat sketch were replaced with cut out white ones 
(Figure 72). The main reason behind this exploration was to slowly move away from the traditional 
representation of the flat sketch. While this attempt may be viewed as a minor step towards alternative 
representations, it was significant to the latter examples made where the flat sketch gradually altered in 
its portrayal.  

Figure 72 illustrates the white flat sketch mounted on a monofilament weave, first placed on a body 
and later placed on top of a green coat of sheer transparent fabric. In this example, it was important to 
view the coat in a different material in order to change perspectives and therefore grow less attached to 
the previous example of it.  

When seeing the middle image of Figure 72, the top part of the coat and flat sketch seem connected, as 
if being joined together to one garment. As the placement of the monofilament weave conjures up an 
angle, we perceive the lower part of the flat sketch as if disconnected to the underlying garment. This 
notion brings us back to the law of common fate, where elements appear to have a direction and are 
therefore grouped together. Interestingly, the smooth transition between the different Gestalt laws are 
evident in this example where law of symmetry, figure-ground, similarity and proximity constantly 
nourish the self-organising tendencies of the mind (see 2. 1. 1 Gestaltism).  

In accordance with the first phase of the hermeneutic circle, a large frame needed to be built from 
which interpretation could proceed. Therefore, the process of transparency lead to alternative 
approaches to layering effects in the form of a workshop. It was decided to use the monofilament 
weave for additional explorations, this time incorporating the tartan pattern. This step was significant 
to step away from the flat sketch in order to open up the design space further. The following examples 
explored the effect of a transparent print on top of an opaque identical one (Figure 73). In these 
examples, the effects suggest higher colour intensity, where the two tartan patterns meet, and aids to 
reinforce details of the coat.  
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Figure 73. Arranging a workshop.  
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Figure 74. Side view of lapel. 

 
Figure 75. Lapel from front. 

 
Figure 76. A coat and a dress 

incorporated. 
 

As the monofilament weave was loosely draped on top of the coat, it slowly extended from the 
mannequin, resulting in a smooth transition of colour intensity, two-dimensionality and three-
dimensionality. This can be seen in Figure 74 where the underlying layer is a constructed coat with an 
identical tartan pattern to the transparent printed layer on top. In this figure, the side image of the coat 
and the draped monofilament weave are connected through a horizontal cut. This makes the lapels of 
the coat underneath to become highlighted as an additional transparent layer is added.  

Another example of this transition is in the example of Figure 75, where the monofilament weave is 
gathered around the neck of the mannequin to explore shape. This example turned the monofilament 
weave three-dimensional and flexible in contrast to the underlying coat. As an effect, the underlying 
coat appears flat in comparison, reminiscent of a two-dimensional figure. In addition, the smooth 
transitions between three-dimensionality and two-dimensionality are evident in this example. Similar 
to Figure 74, these transitions suggest illusory depth.  

Figure 76 explores how the investigation of shape can result in reminding of a known archetypical 
garment. The monofilament weave is draped as a dress and put on top of the coat to explore the 
elements of figure-ground. Not only is the law of figure-ground aided with the help of the tartan 
pattern, but also the intensity of colour that appears when two different shapes meet at one place to 
later become disconnected.  

It can be argued that the different examples made in the workshop lead to successful and unsuccessful 
tryouts in terms of exploring the different Gestalt laws. The open design space lead to a deeper 
understanding of the different elements found, incorporating these in additional tryouts and workshops 
in order to gain a fruitful divergent search.  

As mentioned in the Methods-chapter, the elements were tested to discover limits, consequences, and 
paradoxes. Therefore, not all examples of the workshop were successful in terms of illusory effects, 
yet each of the examples nourished the design process and the understanding of when illusory effects 
occur. Draping abstract, organic shapes with the monofilament weave, for example, resulted in a 
complex undefined shape and did not enhance illusory effects at all. Thus, these different tryouts were 
significant in order to build a convincing frame. 

To continue, additional workshops were held where all the different elements found and used in 
previous examples were incorporated. The coloured calico along with its mounted flat sketch of a coat, 
cut out shapes of the two-dimensional coat and the paper flat-sketch with its green sheer equivalent 
were all combined with the monofilament weave and its printed tartan pattern. Together, these 
elements established an idea generator, where new suggestions of illusory effects were developed. In 
this stage it was important to experience how the Gestalt laws could be illustrated in a different 
manner than previous suggestions. Also, it was significant to exercise several garment figurations 
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without any preconceptions of an end result. The only objective was to expand the frame and propose 
new examples from the variables found.  

The second workshop (Figure 77) suggests alternative paths of exploring transparency and illusory 
depth. All examples deceive in terms of what is figure and what is ground. In the examples with the 
flat-sketch’s white contour lines the holistic shape it provides, due to the law of closure, fades at times. 
However, we are still able to perceive the flat-sketch as a whole. At other times, the white contour 
lines are clearly visible, but supported with black contour ones, creating a three-dimensional structure 
and interfering with the traditional flatness of the sketch. Also, the tartan pattern constantly battles 
with our ability to differentiate figure and ground as the blue lines of the pattern match the coloured 
calico. It is in the side views of the different examples that we are able to perceive the amount of 
layers and their hierarchical order.   

Although the examples carried out only were tested with one garment type, the result of the different 
tryouts was interpreted as to be applicable to any archetype. It was also noted that the first example 
made laid out the path and direction for following examples. This means that if we were to create the 
last examples mentioned at first, the outcome would have been completely different. A side note, if 
you will, to the practical hermeneutic design process.  



 84 

 
Figure 77. Workshop as an idea generator.  
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4. 2 Interpreting Examples 
It is important to keep in mind that the methodology behind the hermeneutic circle is an iterative 
process. The different Gestalt laws are continuously tested to various material and colour 
combinations and reprogrammed, or updated, to create range and credibility. To be able to build range, 
the following phase of the design process dealt with a shift of perspective. Linked to the second phase 
of the hermeneutic approach, the different variables found were taken out of their three-dimensional 
setting and put into a new sketching medium. What had been interpreted in the three-dimensional 
sketching phase was further processed and exemplified in the new one, where projection was used to 
interpret some of the ideas found.  

Figure 78 mirrors the interpreted information from the initial phase of the open design space where the 
flat-sketch is projected towards the body. In combination to newly introduced archetypical garments, 
the shift of perspective rendered an idea generator, where one sketch evolved to another, every time 
being the derivative of the first one, either in garment type, colour or proportions.  

Through projection, it became easier to grasp and visualise the expression of transparency and 
different levels of opacity. Although still having the flat-sketch in mind, it was important to test it in 
different ways to generate new ideas for future work.  

 
Figure 78. Projection as a sketching method.  

From the projection, a shift of sketching method was made to the three-dimensional one.  Figure 79 
displays one example of interpreting the information gained from the different projections, where, in 
this example, the monofilament weave is placed on top of a calico coat, making the coat appear to be 
printed in its top and bottom parts. Using the effects of opacity and transparency from the projections, 
the example in Figure 79 embodied a greater picture of the illusory effect. For example, similar to the 
projected flat-sketches, the matte monofilament weave does not reflect light, nor does it appear to be a 
contrasting material to the layer underneath. Both materials communicate and intertwine. In the 
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hemline of the coat, the tartan print of the weave is perceived disconnected, as the hem of the coat is 
shorter than its transparent top layer. It is through this area that the illusory effect stops and allows the 
viewer to identify layers and their individual effects.  

Furthermore, Figure 79 demonstrates the Gestalt laws. We can easily see the law of similarity at play 
where the tartan patterned flat-sketch is grouped from the top part to the bottom part, even though 
there is a large space of transparency in between. Also, the law of figure-ground is evident in this 
example where the viewer perceives an illusory depth. Due to the prints, its material and its placement 
it is difficult to grasp whether the coat is printed or not or if it consists of only one layer. In addition, 
the law of closure aids the viewer to connect the two tartan patterned parts of the flat-sketch, enabling 
a holistic shape to occur.  

Figure 79 is a highly successful tryout of print, placement and material and how these are applicable to 
the Gestalt laws. The calico coat underneath is merely a rapid version of a coat, yet works successfully 
in the illusory context. Within the example, it was also determined that the body played an important 
role and therefore benefited the entire design process. Consequently, it was decided to stay in a three-
dimensional sketching phase in order to be able to clearly perceive the development of the design 
process.  

 
Figure 79.  Returning to live sketches. Combining found variables with garment.  
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Figure 80. Monofilament in layers. 

  

 
Moving on, by using the same coat pattern, a new version of the previous example was made where 
multiple layers of the monofilament weave were integrated. Figure 80 illustrates a monofilament coat 
with a tartan pattern and an additional layer of a monofilament weave with a similar cut out of a flat-
sketch to the one in Figure 79. In contrast to Figure 79, an irregular cut to the area close to the hemline 
was added. This irregularity was tested in order to see if the law of closure, similarity and figure-
ground still could be perceived even though different levels of opacity were illustrated once the layers 
were connected. To that end, the different levels appeared to only aid the grouping process, where the 
multiple layers created darker shades and singular ones remained lighter.  

Similar to the previous example, the print of the flat-sketch had a transparent space between the collar 
part and the areas around them hem. In contrast to Figure 79, this example conveys a blurred 
perception of the underlying monofilament coat due to the transparent section of the top layer. For that 
reason, the underlying coat appears to have a lower level of opacity and does in turn create a greater 
contrast in terms of colour between layers. 

This example is another successful tryout of the effect of transparency and the illusory depth it causes. 
From the example in Figure 80, the viewer perceives proportional irregularities between the top layer 
of the flat-sketch and the underlying garment. Seen in the shoulder part, there appears to be a small 
proportional gap between two-dimensionality and three-dimensionality, making the two-dimensional 
flat-sketch seem elevated or raised. As a result, the illusory depth perceived not only creates a conflict 
of hierarchical order of layers, but also adds to a false and misleading relief structure of the flat-sketch.  

As the flat-sketch had been incorporated in several examples and tryouts it was decided to shift 
perspectives again to be able to visualise the project from another angle. This time, the tartan pattern 
was left out in order to perceive other effects of figure-ground. Therefore, the next example embodied 
double imagery of a shirt (Figure 81) and how with low levels of opacity the effects of figure-ground 
could be observed.  

The example illustrated on Figure 81 consists of a regular sewn shirt, a draped white fabric around the 
waist to clearly display the overlying monofilament layer. On the contrary to previous examples, the 
print on the monofilament weave is a replica of the worn shirt underneath, scaled up slightly to create 
confusion. Also, the colour saturation of the replicated shirt is increased in order to underscore 
distraction and disorientation between print and underlying garment. Through this, the law of figure-
ground constantly shifts the viewer’s attention between what is perceived to be real and what is 
perceived to be an illusion. It also adds another element of deception, where it becomes difficult to 
fully grasp where the real shirt ends or begins.  
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Figure 81. Figure-ground in double imagery of shirt. 

The example in Figure 81 is another strong example of portraying illusion. Although disconnected 
from the tartan pattern, it reinforces the idea of depth and proportional perception. Even though the 
print is tested rapidly in this example, it fortunate in terms of creating smooth transitions and gradients 
in colour, two-dimensionality and three-dimensionality.  

 
Figure 82. Incorporating cut out effects in garment. 

Next, the following tryout investigated a different cut out than those discussed earlier. The main 
investigation intended to execute an inverted version of the cut out prints of the flat-sketch. Figure 82 
demonstrates this where the cut out is performed in the garment and not on the top monofilament 
layer. To describe it more accurately, it was believed that if the cut out material of the underlying 
garment would be replaced with the tartan pattern of the monofilament weave, irregularities in pattern 
would occur. When the additional monofilament layer would be placed on top of the coat the cut out 
section this would cause an increased level of opacity within that section and in turn create an off set 
pattern.  

From the side view of Figure 82, we can see the increased levels of opacity. The cut out area appears 
more turquoise and similar in shades to the lapel and collar that consists of two monofilament layers. 
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In addition, the underlying coat appears smaller in size, even though both of the coats are equal, 
enabling lower levels of opacity to be perceived around the shoulder parts.  

In comparison to previous examples made and due to its failure to communicate multiple illusory 
effects, it was decided to discard the practical working method of the example in Figure 82 and try 
other approaches of cut outs instead.  

 

 
Figure 83. Pink woven 

tartan shirt. 

 
Figure 84. Shirt with flat-

sketch, front view. 

 
Figure 85. Shirt with flat-

sketch, side view. 

 
Figure 86. Shirt with flat-

sketch, back view. 
 

 

As mentioned earlier, the methodology behind the hermeneutic circle is an iterative process, enabling 
repetition to occur frequently. The transformational qualities of this example involve flexibility and 
openness to approaching the flat-sketch in different ways. Therefore, in this example, it was decided to 
bring back the flat-sketch and retest some of the previous ideas gained from the projection and the 
example in Figure 82.  

As the previous cut out investigation lacked illusory effects, it was decided to investigate irregularities 
in cut out patterns of prints. Related to the previous examples, such as in Figure 79 and Figure 80, the 
example illustrated in the images above consists of an underlying pink tartan shirt (Figure 83) with its 
two-dimensional flat-sketch equivalent placed on top (Figure 84 to Figure 86). The flat-sketch consists 
of the same monofilament weave used in previous examples and is here used to investigate 
proportional differences between two-dimensionality and three-dimensionality.  

When placing the monofilament layer on the body it was clear that its two-dimensional properties 
gave a contrasting effect. For example, Figure 84 indicates the contrast between body and garment as 
the head appears to be disconnected, giving the appearance of body and garment being completely 
separated from each other. This effect was due to the fact that the monofilament layer was folded 
underneath the chin, causing less visibility of the neck. Similarly, Figure 85 illustrates the two-
dimensionality of the monofilament print as the remaining monofilament fabric, draped loosely to the 
sides, enhances its flatness.  In addition, Figure 86 demonstrates another contrasting effect where the 
tucked in hair appears to be printed and shifts in opacity.   

The example above underscored the contrasting effects of two-dimensionality and three-
dimensionality and was a strong suggestion of how to incorporate features of the body to accentuate 
illusory depth. It was therefore considered successful as different features of the body, such as hair, 
could be incorporated and aid the perception of figure-ground.  
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It was also significant to try out additional colour explorations with a woven tartan pattern to be able 
to observe the relationship between a woven tartan and a printed equivalent. Although this 
combination may have not affected the two-dimensional qualities, the woven pattern was believed to 
be a more traditional exploration of the tartan without allowing experimental developments to its 
appearance. This experimental approach to the tartan itself was considered as an important factor in 
order to explore its relationship to the Gestalt laws. Therefore, the following examples intended to 
develop an understanding of how such an exploration could take form. 

Figure 87 to Figure 95 illustrate an investigation of layers and print in relation to opacity, material and 
colour. In these examples, it was significant to extend the boundaries within the presentation of a 
tartan pattern. For example, Figure 87 introduces a denser and matte monofilament fabric with a 
scaled-up transfer printed tartan print, used here as a layer on top of an opaque print. The high level of 
opacity was incorporated in order to see if illusory effects could be generated. It was believed, 
however, that the level of opacity was too high and did not succeed to motivate the Gestalt laws.  

Another example is in Figure 88, where a shiny polyester fabric is used as a top and bottom layer. This 
investigation was merely about discovering other material that could work as top layers and if, in turn, 
these could reinforce illusory effects similar to the previous used monofilament ones. The low levels 
of opacity, together with the newly introduced transparent shiny polyester, were successful in terms of 
creating a blurred effect. The negative aspect of the shiny polyester material was that it did not 
distribute light as efficiently as in the previous used monofilament fabric. Rather, the material in 
Figure 88 reflected light and did not create eye-deceiving levels of opacity than the explorations made 
in earlier examples. It was therefore decided to discard any material that had this glass-like shine to it. 

During the process it was difficult to understand how elements such as colour and opacity, along with 
material, were proportional to each other.  Similar to Figure 87, the example portrayed in Figure 89 
fails to convey illusory effects. The materials are the same ones as in Figure 87, yet with a lower level 
of opacity on both layers. Both of the examples illustrate how colour and the opacity thereof are 
strongly dependent on each other in order to deceive the eye. Nevertheless, Figure 90 and Figure 92 
succeed in terms of clearly illustrating the law of figure-ground where as Figure 91 and Figure 94 fails 
to do so. Similarly, the examples in Figure 93 and Figure 95 also portray certain aspects of the law, but 
are too weak to fully deceive the eye.  
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Figure 87. Denser and matte 

monofilament layer on top of opaque 
woven. 

 
Figure 88. Shiny transparent 

polyester on top of another layer of 
same fabric. 

 
Figure 89. Denser and matte 

monofilament layer on top of opaque 
woven. 

 
Figure 90. Dismantling tartan 

pattern and investigating layers. I.  

 
Figure 91. Dismantling tartan 

pattern and investigating layers. II. 

 
Figure 92. Dismantling tartan 

pattern and investigating layers put 
askew. I. 

 
Figure 93. Dismantling tartan 

pattern and investigating layers put 
askew. II.  

 
Figure 94. Dismantling tartan 

pattern and investigating layers put 
askew. III. 

 
Figure 95. Crystal organza layer on 
top of transparent shiny polyester. 
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The exploration of material, colour and opacity was fruitful in terms of trying out different material 
and deciding which to discard for further investigation. It was believed that the crystal organza could 
reinforce the effects of illusion if it were more matte in appearance. Also, it was decided to explore the 
denser monofilament material further and use in relation to garment.   
 

 
Figure 96. Updating. 

   

 
Next, it was decided to reprogram, or update, the example illustrated in Figure 79 and observe the two-
dimensional printed layer on top of a coloured coat (Figure 96). The pastel blue colour of the coat 
helped to enhance the blue tone in the flat-sketch, making it stronger and saturated. Through this, there 
was an immediate contrast between top layer and underlying layer, and it was feared that the large 
differentiation between the two would result in a large contrast between two-dimensionality and three-
dimensionality. Nevertheless, the investigation was successful in terms of highlighting illusory depth, 
creating an elevated appearance to the flat-sketch as it was let to hang loosely from the shoulder down.  

 
Figure 97. Tartan coat. 

 
Figure 98. Tartan coat with 

monofilament layer, front view. 

 
Figure 99. Tartan coat with 

monofilament layer, side view. 
 

Moving on, the workshop illustrated in Figure 73 lead to an investigation of how these elements could 
be portrayed on a body. Figure 97 demonstrates a transfer printed tartan coat where the pattern is 
printed with a low opacity. An identical pattern is then printed on a monofilament material and is 
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loosely draped on the body (Figure 98). This example conveyed illusory depth in such a way that the 
underlying garment appears two-dimensional to the eye. From the side (Figure 99) the lapel and collar 
of the coat have higher colour intensity as both of the patterns meet. This results in a relief-like 
structure, where the viewer perceives disruptions in hierarchical order.  

This example was considered a successful one as it contained multiple illusory effects - from the 
merge of two patterns and the smooth transition between two-dimensionality and three-dimensionality 
to the higher levels of opacity and saturation where the colours meet.   

 

 
Figure 100. Update of transparent shirt.  

Figure 100 demonstrates another version of the previous exploration of the shirt (Figure 81) where a 
blue coloured print is introduced. Similar to the starting idea of the example in Figure 81, the printed 
shirt does not contain a tartan pattern, but does, nonetheless, explore similar relationships between 
figure-ground. The different positions of the body help to illustrate the confusion that occurs when 
trying to differentiate between print and body. In addition, the blue intensity of the blue colour was 
used in order to observe if there would be similar effects of eye deception as the example illustrated in 
Figure 81. As a result, Figure 100 succeeds in illustrating this effect adding elements of the body to 
highlight the illusion.  
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Figure 101. Summary of process, selected examples.  

Summarising the process was believed to be an important aspect of the development phase. It was 
followed by studying and selecting examples that were seen as most successful. In Figure 101, we can 
see the selected examples, earlier portrayed in Figure 80, Figure 96, Figure 98 and Figure 100. From 
the development process, it was believed that these examples were the most successful ones and in 
turn, these were selected in order to build a collection that could demonstrate coherence within 
garments, colour and print and their respective relationship to the Gestalt laws.  
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4. 3 Building Coherence 
 

 
Figure 102. Proposing a line-up. Re-entering the two-dimensional sketching method. 

Returning to the two-dimensional sketching phase was a natural step to summarise some of the 
garments and layers investigated. This sketching process was done primarily to be able to easily view 
coherence and possible alternative designs. With reference to the third phase of the hermeneutic circle, 
this process involved building a collection of examples that were more concrete and detailed.  

From the previous examples made, it was believed that illusion could occur despite any colour. The 
only critical element was its level of opacity and in relation to which material it could act most 
efficiently in terms of illusory effects. Therefore, a fast sketching method was done (Figure 102 and 
Figure 103) in order to view alternative suggestions simultaneously.  
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Figure 103.  Continuation of the line-up. 

 

 

 
Figure 104. Proposition of first line-up.  

Even though not all of the suggestions were convincing in terms of proportion of garments and 
pattern, some of the ideas were selected and collected into an early line-up suggestion (Figure 104). 
Numbering the different garments from 1-9  (left to right) we can see that the first one is reminiscent 
of the transparent shirt exploration from Figure 100. The second and fifth outfit are retrieved from the 
first summary made in Figure 101. Left are six other outfit suggestions that deal with a similar 
approach to illusory effects as the previous examples made. Either these are inverted, scaled-up in 
pattern or consist of multiple transparent layers.   
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Figure 105. Description of proposed line-up. 

To describe it more clearly, the following image aims to characterise some of the illusory elements 
suggested for each outfit (see Appendix for an enlarged image). Numbering the examples in Figure 
105 from 1-9 (left to right) we can see that the first outfit consists of a shirt and a pair of trousers with 
an opaque colour. The garment figuration below the first outfit is a shirt-dress printed on 
monofilament fabric and with a low opacity. This outfit deals with the illusion of garment and body 
and, when presented together, the effect of figure-ground.  

Next, the second outfit presents the tartan pattern, illustrated two-dimensionally on the coat. This time, 
there is no illusion of body. Instead, the illusion is that of the layers and colours of the coat.  

The third outfit investigates similar approaches to layers as the fifth example (Figure 97) and intends 
to add a third layer of transparency with pockets in order to observe disruptions and offset effects in 
pattern. 

Similar to the third outfit, the fourth one also intends to explore disruptions in pattern by using a tartan 
pattern that is smaller in scale underneath a tartan that is larger in scale. The main point of the 
exploration is to manipulate the tartan pattern to explore its potential use in the law of figure-ground.  

The sixth outfit is similar to the second one, in terms of portraying the cut out flat-sketch. The only 
differences are that the sixth outfit consists of three layers and a different garment underneath that is 
not the three-dimensional equivalent of the flat-sketch. This outfit was sketched in order to discover 
multiple combinations within the same technique, increasing the level of confusion and illusory effects 
with the help of multiple layers.  

With reference to the previous cut out explorations it was decided to sketch another example with an 
alternative cut in print. Therefore, the seventh outfit of the line-up proposes a tartan coat with irregular 
cuts in shoulder and side parts. These cuts are not reminiscent of other ones, but are nevertheless 
included to investigate the law of closure further.  
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Since the project had used the appearance of a cut out in print, it was suggested to execute this cut out 
genuinely, cutting out a shape of a dress from a veil. Similar to the previous outfit, this cut intended to 
examine figure-ground and law of closure from a different approach.  

The ninth and last outfit repeats the first one, this time incorporating a scaled-up tartan pattern printed 
on an opaque coat and an additional layer of the same coat printed on a transparent monofilament 
weave. In a similar manner, the ninth outfit proposes disturbances in the law of figure-ground and adds 
to an offset pattern as the monofilament layer is placed on top of the coat.  
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Figure 106. Detail view of coat. 

 
Figure 107.  Coat, semi-side view. 

 
Figure 108. Coat, semi-side view. 

 
Figure 109. Coat with monofilament 

layer. 
 

 
Figure 110. Coat with 

monofilament layer, front view. 

 
Figure 111. Coat with 

monofilament layer, back view. 

 

Moving on, it was decided to change the material and colour of the second outfit proposed in the line-
up. This was due to its colour intensity and the fact that the strong blue colour interrupted the visual 
coherence of the collection. Apart from that, the suggested material combinations also intended to 
comment upon how a more traditional material could communicate with a printed flat-sketch.  

Figure 109 to Figure 111 illustrate the combination of grey wool (Figure 106 to Figure 108) and a 
monofilament weave. As these two materials were presented together, a subtler shift in colour 
appeared, resulting in a smoother transition between two-dimensionality and three-dimensionality. In 
addition, the monofilament weave was draped in the same manner as in previous examples, allowing 
for the bottom part of the layer to drape more loosely and appear more vivid. This was an important 
aspect in order to allow the viewer to differentiate between the two layers and their individual roles.  
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Figure 112. Close up on print.  

 
Figure 113. Draping with 

monofilament weave. 

 
Figure 114. Suggestion of dress.  

 

 
Figure 115. Dress on body, front 

view. 

 
Figure 116. Dress on body, side view. 

 
Figure 117. Dress on body, back 

view.  
 

Moving on, the fourth outfit of the proposed line-up was tested on the same monofilament weave as in 
all of the previous finished examples. The fabric was draped on top of the mannequin (Figure 113) and 
then cut according to the proposed shape in the line-up (Figure 114). When presented on the body, it 
became evident that the underlying dress did not correspond to the expected illusory effect of 
blurriness and confusion. Rather, the underlying dress created a different disarrangement that 
portrayed too high of a contrast between red and black colours as these colours were put on top of 
each other (Figure 115 to Figure 117). For those reasons it was decided to revise the underlying dress, 
using split-complementary colours in order to highlight tension and strong visual contrasts. 
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Figure 118. Revised dress, front 

view. 

 
Figure 119. Revised dress, back 

view. 

 
Figure 120. Revised dress in 

movement. 
 

Subsequently, the use of split-complementary colours allowed for a stronger contrast to arise. For 
example, the black colour in the top red dress conveys a darker shade of green from the underlying 
one. Also, the overlying dress creates tension between the greenish hue underneath and the red tones 
of the overlying monofilament dress.  

Interestingly, the effect of split-complementary colours became highly acknowledged in this late state 
of the process. Using colours adjacent to the colours’ complementary ones, the intensity of the 
interaction between the different shades were thought to be of great use for future work.    
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Figure 121. Scanned patterns and cut 

outs of print. 

 
Figure 122. Cut out coat on 

mannequin. 

 
Figure 123. Cut out coat on 

mannequin, front view. 
 

 
Figure 124. Cut out coat on 

mannequin, back view. 

 
Figure 125. Cut out coat on body, 

front view. 

 
Figure 126. Cut out coat on body, 

side view. 
 

As mentioned earlier, it was proposed to investigate an alternative cut out effect on prints and, this 
time, illustrating it irregularly to investigate the law of closure. During the process, the pattern pieces 
of a coat were scanned (Figure 121) and designed in such a way that when sewn together the areas that 
contained a lower opacity would be perceived as cut. The pattern pieces were then printed on a 
monofilament weave that was denser in structure. 

Placing the coat on the mannequin it became evident that the example was unsuccessful in terms of 
illustrating transparent areas. The dense monofilament layer, along with its areas of prints with low 
opacity, did only allow for a slight transparency to occur (Figure 122 to Figure 124). When placed on 
the body, it became clearer that the material failed to reinforce any illusory effect (Figure 125 and 
Figure 126).  
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Figure 127. Updated cut out coat. 

 
Figure 128. Updated cut out coat, 

front view. 

 
Figure 129. Updated cut out coat on 

model. 
 

Some of the examples made resulted in a shift back to the second phase of the hermeneutic circle. 
Seen in the example above, the cut out effect was explored again, this time with regularly used 
monofilament weave with less density. As in the previous example, the coat was scanned to the 
computer and printed. Although, the main difference was that the material was replaced, it was also 
decided to straighten the lines of the cuts and increase the proportions of the coat, in order to mimic 
the sketch of it. As a result, the coat became too large in size and disconnected to proportional 
coherence of the suggested line-up.  

Figure 127 portrays the updated printed cut out coat, where the underlying garment is a white 
sleeveless shirt-dress. The white shirt-dress was mainly used in order to view the amount of 
transparency. As seen in the example, the expected illusory effect did not coincide with the primary 
vision of it, illustrated in the sketch. Although some aspects of figure-ground were visible, such as in 
Figure 129 with the legs of the model, the idea behind this approach to garment was removed from the 
design process. It was therefore proposed to examine the law of close elsewhere.  
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4. 4 Proposing a Line-Up 

 
Figure 130. First outfit. 

 
Figure 131. Second outfit. 

 
Figure 132. Third outfit. 

 
Figure 133. Fourth outfit. 

 
Figure 134. Fifth outfit. 

 
Figure 135. Sixth outfit. 

 
Figure 136. Seventh outfit. 

 
Figure 137. Ninth outfit. 

 
As some of the tryouts from the first suggested line-up were unsuccessful in their illusory expressions, 
it was decided to rework the line-up and add other features to it. The first (Figure 130), fourth (Figure 
133), seventh (Figure 136) and ninth (Figure 137) outfit remained unchanged. What was brought in to 
the collection was one of the suggestions from the earlier sketches (Figure 134) where the top layer of 
the outfit is a monofilament layer reminiscent of the shape of the coat. The layer itself creates a 
holistic image of a coat, despite its different levels of opacity.  

Figure 132 demonstrates a coat with a burnout effect in front, highlighting the printed dress 
underneath. Illustrated in Figure 138 to Figure 140, the main point of this exploration was to invert the 
cut out, transforming the opaque layer to transparency rather than the tartan pattern. The burnout part 
derives from the shape of the underlying dress presented in Figure 135, which is in turn, remained 
unchanged in its monofilament-layered shape. 
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Figure 138. Burn out cut out coat 

with dress, front view. 
 

Figure 139. Burn out cut out coat 
with dress, side view. 

 
Figure 140. Burn out cut out coat 

with dress, back view. 
 

Another example that was decided to add was the one in Figure 131, where the irregular printed cut 
out effect was replaced with an opaque fabric. Further developed in Figure 141 to Figure 146, the cut 
out appears to be sewn or attached to the white shirt, rather than printed. Moreover, the example 
presented in Figure 131 was an investigation of the law of figure-ground where there is a battle 
between the white colour and the printed area. As seen in the images, the white coloured areas suggest 
figure and the tartan proposes ground. These can also be reversed to underscore perceptual grouping 
and the segmentation of the figure-ground relationship.   

 

 

 
Figure 141. Cut out print on shirt, 

front view. 

 
Figure 142. Cut out print on shirt, 

semi-side view. 

 
Figure 143. Cut out print on shirt, 

back view. 
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Furthermore, the investigation of the examples above and below did not particularly intend to cause 
interference between the distinction of figure-ground. Rather, it was believed that it was significant to 
establish an example that served as a development of previous ideas to enact tension. Therefore, this 
particular investigation was seen as a suggestion of a beginning of a sequential illusory effect, where 
one exploration of the Gestalt laws underscored higher illusory effects than the previous one. Hence, 
the opaque material was seen as an expansion and an alternative suggestion of how the law of figure-
ground could be expressed.  

 

 
Figure 144. Revised cut out, front view. 

 
Figure 145. Revised cut out, semi-side 

view. 

 
Figure 146. Revised cut out, back view. 
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Figure 147. Revised opaque outfit, 

front view, I. 

 
Figure 148. Revised opaque outfit, 

front view, II. 

 
Figure 149. Revised opaque outfit, 

semi-side view. 

 
Figure 150. Revised opaque outfit, 

side view. 

 
Figure 151. Revised opaque outfit, 

back view, I. 

 
Figure 152. Revised opaque outfit, 

back view II.  
 

Moving on, as the previous example was worn and tested, it was believed that its placement in the 
proposed line-up did not qualify in terms of coherence. The proposed investigation of figure-ground 
did not suffice in terms of causing tension and connection towards the other suggested examples. It 
was believed that the sought expression in the sketch (Figure 135), with its larger areas of print in 
comparison to the live examples presented earlier, carried a greater perceptual impact and authenticity 
to the law of figure-ground.  Due to this, Figure 147 to Figure 152 illustrates a revised suggestion of 
how the opaque example could be presented. In the images above, the monofilament layer of Figure 
100 was added as tested in order to review how coherence could be built in relation to coming and 
previous examples in the collection. 
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Figure 153. Revised transparent 

layer, semi-side view. 

 
Figure 154. Revised transparent 

layer in movement. 

 
Figure 155. Revised transparent 

layer, back view. 
 

In terms of the sequential aspect of the collection, it was believed that the illusory effects would have a 
greater impact if each example demonstrated eye-deception in different stages. This would mean that 
one example would be a development of the next, escalating in terms of illusory expression, yet co-
dependent on each other in order to build coherence.  

From the proposed line-up in Figure 130 to Figure 137, the examples illustrated above (Figure 153 to 
Figure 155) explore a lighter version, if you will, of the law of figure-ground. In these images, an 
organza layer is used on top of the shirt and the pair of trousers, where a low-opacity print of a shirt-
dress is visible. In addition, the layer also consists of printed hands, reminiscent to that of its previous 
printed tryouts in Figure 100. Incorporating movement to the example, the outfit becomes similar to 
the sought outcome illustrated in Figure 130.  

This revised example conveys ease and is a demonstration of how with small levels of opacity the 
Gestalt laws can be visible. The light blue colour of the organza layer suggests an illusory depth due to 
the fact that shadowing effects have been added to the print. Equally, the shadows and drape of the 
overlying and underlying material reinforce this illusion, causing interference in terms of what is 
figure and what is ground.  

Next, the examples portrayed in the very beginning of the design process were implemented in the 
collection. Seen previously in Figure 80, the transparent example (Figure 156 to Figure 160) revisited 
the design process as it was argued that it could successfully underscore continuity and escalating 
effects of illusory depth. In the revised images, there are no additional underlying garments. Instead, a 
nude body stresses the transparency and the different levels of opacity, as the example is presented in 
different angles.  

 



 109 

 
Figure 156.  Nude body underneath layers, front 

view. 

 
Figure 157. Nude body underneath layers, semi-

side view. 

 
Figure 158. Nude body underneath layers, side 

view. 

 
Figure 159. Nude body underneath layers, back 

view. 
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Figure 160. New cut out with dress, 

front view. 

 
Figure 161. New cut out with dress, 

side view. 

 
Figure 162. New cut out with dress, 

back view. 
 

With the progression of building coherence, Figure 160 to Figure 162 highlights an added example 
with a cut out. The differences in opacity in the transparent monofilament layer are reminiscent of the 
previous example discussed earlier. However, in this case, a simplified version is developed, 
highlighting illusory depth as the print shifts in colour. For example, the underlying dress is that of a 
different shape than that of its top printed layer. Together, these two layers cause illusory print 
placements as they meet around the top of the torso, playing with the law of similarity and figure-
ground. 

 
Figure 163. Movement in revised 

outfit, side view. 

 
Figure 164. Movement in revised 

outfit, front view. 

 
Figure 165. Revised outfit, front 

view. 
 

Returning to one of the first explorations of the Gestalt laws in the design process, Figure 98 was 
updated in terms of underlying material and shape of overlying monofilament layer. As most of the 
previous examples incorporated a rectangular shape to their respective top transparent layer, Figure 
163 to Figure 165 illustrate a rectangular monofilament layer on top of an opaque coat with low 
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opacity in print. Similar in execution to that of its previous state, this example still succeeds in creating 
illusory depth between both layers, reinforcing three-dimensional aspects of the coat as the lapels are 
covered with the transparent monofilament layer. The differences been opaque and transparent layers 
are visible from the side view (Figure 163) and as movement is incorporated to the example.  

The last example (Figure 166 to Figure 168) illustrates a printed tartan coat with a monofilament layer 
on top. Similar to the examples with printed hands, it was believed that an additional variation of that 
same approach could benefit the collection in terms of coherence. In this example, the monofilament 
layer is only printed in selected parts, where the hands in the front – along with printed cuffs from the 
underlying garment – serve as colour enhancements to the layer underneath. Also, the heat transfer 
printing is done in such a way that there is a gradient. The printed sections on the monofilament weave 
gradually fade out in opacity and merge with the underlying garment.  

 

 

 
Figure 166. 9th outfit, underlying layer, 

front view. 

 
Figure 167. 9th outfit, underlying layer, 

side view. 

 
Figure 168. 9th outfit, underlying layer, 

back view. 
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4. 5 Design Rationale 

4. 5. 1 Reasons behind Design Decisions 
The Gestalt laws of symmetry, proximity, figure-ground, similarity, closure and common-fate have all 
contributed to this project. It is through these laws that decisions such as material, form, colour and 
pattern have been developed and, in turn, interpreted through a hermeneutic approach. The iterative 
process has lead to various amounts of shifts between the second and third phase of the hermeneutic 
circle, yet has through that contributed to a better understanding of why certain decisions were made.   

It has been significant to demonstrate the most common laws used, such as the law of figure-ground, 
in a logical and educational way, while still sustaining complexity within a design. In most of the 
unsuccessful examples, the different Gestalt laws are still evident, yet these are inefficient in terms of 
instructing the viewer when, where and what to focus on. Therefore, it has been important to develop 
examples that could easily disrupt traditional representations of pattern, print placement and ideas of 
garments, whilst still allowing the viewer to retrace the steps back to that preconceived 
representational idea of it.    

4. 5. 2 The Justification for It 
Through inductive reasoning, it has been argued that elements such as colour, pattern and form can 
vary in appearance. Throughout the fact that the project has explored several materials, shades and 
tones, from matte to shiny, from saturated to low opacity, from scaled-up patterns to smaller repeated 
ones, it has been generalised that these premises for an illusion to occur are true regardless of any 
selected constant. Therefore, it can be said that the justification for the decisions made are based on 
statements of probability and in turn, conclusions of probability, generated through hypotheses about 
when an illusion is most efficiently developed and perceived and when it is inefficient and 
disorganised in appearance.   

Moreover, the interpretational aspects of when to draw inductive conclusions are based in the 
hermeneutic approach. This means that the interpretational process is expanded and processed within 
the Development-chapter. The chapter itself is characterised with a chronological order, gradually 
mapping knowledge expansion and improvement of design suggestions through time. In addition, the 
design process enables relativistic interpretations of each example made, where a system (a theory and 
methodology) is built to set the criteria of what, when and how to interpret.  
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4. 5. 3 The Other Alternatives Considered 
The theoretical and practical methodology behind the project could have benefited from a larger 
empirical study, where the different examples produced could have been assessed, interpreted and 
reflected upon regularly by a greater audience. The empirical evidence gained form such an approach 
could have helped to reinforce the credibility regarding the direction of the development, the number 
of examples discarded and approved for further inquiry.  

Furthermore, the project could have benefited from a larger selection of examples, where alternative 
material tryouts, opacity experimentations and colour investigations could lead to a stronger inductive 
argument. For example, studying colour theory and developing an independent one for the project, as 
part or alongside the design theory, could have aided the project as a whole. The colour theory could 
have lead to stronger illusory effects and inductive arguments, such as in the discussion regarding 
split-complementary colours, portrayed in Figure 118 to Figure 120.  

4. 5. 4 Tradeoffs Evaluated 
The iterative process of the hermeneutic circle has had an effect similar to that of a spiral. At times this 
spiral has been constructive and favourable to the design process, as more knowledge has been 
obtained through time. At other times it has been reminiscent of that of a vicious circle. For example, 
some of the discarded examples were replaced with other approaches that were believed to be less 
time consuming. Since the iterative process demands time and repetition, and due to the individual 
time frame of the project, the discarded examples were not accepted as satisfactory and were left 
undeveloped in their original idea. This aspect became controversial and a paradox to the iterative 
design process and the intention of the practical and theoretical methodology. 

4. 5. 5 Argumentation that Lead to the Decision 
There is a dialectal interaction between pre-understanding, understanding and intentionality. This 
means that each example in the project is processed and interpreted in relation to previously treated 
ones. Through this process, there is a pre-understanding (theory) of what is being treated. As action is 
incorporated (producing examples) more knowledge is gained, affecting and constructively developing 
the interpretational qualities. As those areas have been mapped down in the design process it was 
easier to act with intentionality. This means that throughout the experimentation, logic and reason 
evolved as time passed in order to put the Gestalt laws in relation and proportion to the examples and 
theory thereof. The illusion became the object of intentionality, giving meaning to what was being 
experienced.  

In this project, each example has conjured up new interpretational qualities and approaches as 
knowledge has expanded. Therefore, it can be argued that each example delivers new pre-
understandings from which the next example originates. As the process evolved it was concluded that 
there was enough pre-understandings. The knowledge regarding the Gestalt laws’ relationship to 
illusion and garment had been mapped down sufficiently based on the previous examples made. The 
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so-called surprise-factor that occurred when regarding a successful example in the initial phase of the 
project diminished as the distinction between the laws and their relation to opacity, layers, garments 
and body became more and more discoverable and candid. Bluntly speaking, one got the point. What 
once was perceived as unexpected, or a surprise-factor that came to light from an illusory effect, could 
easily be dissected and analysed due to gained knowledge and distinction of the Gestalt laws.  
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6. Result 

6. 1 Presentation of Proposed Finished 
Line-Up 

Developed through a theoretical and methodological approach, the chronological order of the design 
process has lead to an exploration of cognitive psychological approaches to design, integrating fashion 
design. The use of traditional garment representations, such as the white shirt, the pair of trousers and 
the coat, are used as constants and merged to the framework of the investigation. As part of the effect, 
the viewer has preconceived ideas of how prints are traditionally expressed and how garments are 
conventionally presented. Through this, the use of well-known garments has been of great importance 
for the development of this work, as it is believed that these pre-understandings channel tension in 
each of the illusory effects.  

The following page illustrates the proposed finished line-up, consisting of nine examples, or outfits, 
that together investigate the Gestalt laws through archetypical garments, transparency and layers. 
Incorporated with an exploration of a tartan pattern, each of the examples aims to render different 
levels and approaches to illusory effects.  

Throughout the line-up, a sequential aspect is added. This sequence stresses coherence in terms of how 
cut out effects are treated, how layers are overseen and how opacity levels have been explored. In 
combination, these different examples intend to illustrate illusory effects through the law of similarity, 
proximity, symmetry, figure-ground, common fate and closure.  

Furthermore, additional changes have been added to the collection as a whole. This means that 
garments that were considered discarded have been brought back into the line-up, as these together 
suggested a better coherence than the previously suggested one.  
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Figure 169. 1st outfit. 

 
Figure 170. 2nd outfit. 

 
Figure 171. 3rd outfit. 

 
Figure 172. 4th outfit. 

 
Figure 173. 5th outfit. 

 
Figure 174. 6th outfit. 

 
Figure 175. 7th outfit. 

 
Figure 176. 8th outfit. 

 
Figure 177. 9th outfit. 



 117 

6. 2 Outfits in Relation to the Gestalt Laws 

6. 2. 1 Outfit 1 

 
Figure 178. 1st outfit in relation to Gestalt laws. 

 

 

The Law of Similarity 
 

Perceptual grouping occurs in terms of colour. This means that 
the blue shades of the overlying layer are perceived as one unit 
and the white visible colours of the garments underneath are 
perceived as another.  

The Law of Figure-Ground The overlying monofilament layer, with its colour, printed 
shadowing effects and drape of material is in direct conflict to 
the distinction and perception of the qualities of the material of 
the underlying layer. The natural drape of the white shirt and 
trousers underneath serve as a reinforcement of the 
characteristics of what is figure and what is ground in the overall 
expression of example. 
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6. 2. 2 Outfit 2 

 

The Law of Similarity In terms of colour, the tartan pattern of the underlying shirt and 
skirt contain shifts in colour shades, adding to perceptual 
grouping. Furthermore, the tartan pattern contains individual 
representations of the law of similarity, as lines and colour tones 
are grouped separately. 

The Law of Figure-Ground Similar to the first outfit, there is a distinction, yet tension 
between what is figure and what is ground. This tension is 
applicable to the shirt and skirt separately as well as when these 
are viewed together, reinforcing the ambiguity of figure and 
ground.  

The Law of Proximity Elements that are near each other are perceived as grouped. This 
is visible in terms of colour grouping in the example and the 
proximity of lines and colours in the tartan pattern. 

 
Figure 179. 2nd outfit in relation to Gestalt laws. 
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6. 2. 3 Outfit 3 

 
Figure 180. 3rd outfit in relation to Gestalt laws. 

 

 

The Law of Similarity 
 

The tartan pattern of the underlying dress is perceived as one 
unit. Similarly, the white sections of the coat are perceived as 
grouped.  

The Law of Figure-Ground As the coat is transparent in front, the law of figure-ground is 
evident in terms of the tartan dress serving as en element of both 
figure and ground, somewhat seen as an added print feature to 
the coat. 

The Law of Closure The cut out effect, or burnout, of the coat causes transparency in 
front, resulting in higher opacity levels in the lapels and as these 
overlap one another. Together with the opaque hem, collar, 
sleeves and backside of the coat, a holistic shape is still 
distinguished, even though there are elements of complete 
transparency involved.  



 120 

6. 2. 4 Outfit 4 

 
Figure 181. 4th outfit in relation to Gestalt laws. 

 

  

The Law of Similarity The colours that are similar to one another are perceived as 
grouped. This means that we perceive the white colours of the 
underlying dress, black shades of the monofilament layer and 
along with its low levels of opacity separately.  

The Law of Figure-Ground There is an illusory hierarchal order perceived in as the darker 
area of the monofilament layer is juxtaposed with the underlying 
white monofilament dress. This is evident in the top part of the 
torso, as the darker monofilament colour turns lighter and 
suggests an illusory print on the dress.  

The Law of Closure As the monofilament layer is split in opacity levels from dark to 
light, we are still able to perceive a holistic shape.  
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6. 2. 5 Outfit 5 

 
Figure 182. 5th outfit in relation to Gestalt laws. 

 

 

The Law of Similarity 
 

Similar to the previous example, colours that are related to each 
other are perceived as grouped. In this case, the colours of the 
grey coat and the printed areas of the monofilament layer are 
grouped separately. Perceptual grouping also occurs in the 
similar geometrical shapes of the printed areas of the 
monofilament layer.  

The Law of Figure-Ground The printed area of the monofilament layers suggests a print on 
the coat. Yet, as the printed monofilament layer continues to the 
sides of the shoulders, the distinction between figure and ground 
is visible.  

The Law of Closure Even though the printed flat-sketch is dissected, we are still able 
to perceive a holistic shape.  

The Law of Symmetry The similar geometrical shapes of the cut out effect and their 
individual placements convey the law of symmetry, causing an 
additional perceptual grouping.  
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6. 2. 6 Outfit 6 

 
Figure 183. 6th outfit in relation to Gestalt laws. 

 

 

The Law of Similarity In this example, there are different levels of opacity, each 
suggesting different colour intensity. As a result, each colour 
intensity and opacity shift is grouped individually. Along with 
the geometrical shapes of the cut out, these too suggest 
perceptual grouping.  
  

The Law of Figure-Ground Illusory depth is observed as the monofilament layer extends the 
body. This emphasises the illusory depth perception, as higher 
opacity levels are perceived as if suspended from body and 
garment.   

The Law of Closure Related to previous examples, the flat-sketch is perceived as cut. 
Still, we perceive the sections of the flat-sketch as whole, even 
though these are incomplete in shape.  
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6. 2. 7 Outfit 7 

 
Figure 184. 7th outfit in relation to Gestalt laws. 

 

 

The Law of Figure-Ground An illusory depth is perceived in the example above as the 
printed monofilament layer is added and observed from front. 
Through this, the lapel areas of the underlying coat underscore 
higher colour intensity, resulting in a reinforced three-
dimensional effect of the bottom layer. Also, as the rectangular 
shape of the transparent printed layer extends from the body and 
coat, tension is conveyed between the distinction of figure (the 
coat or transparent layer) and ground (the transparent layer or 
coat). 

The Law of Closure The higher colour intensity that arises in the underlying coat 
when the two layers of tartan patterns are juxtaposed stresses 
perceptual grouping. Even though there are no visible contour 
lines involved, the contours of the coat become evident as the 
opacity levels increase, resulting in a holistic shape.  
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6. 2. 8 Outfit 8 

 
Figure 185. 8th outfit in relation to Gestalt laws.  

 

 

The Law of Similarity 
 

Similar to previous examples, the colours in the example above 
are perceived as grouped. The red coloured areas are grouped 
individually as well as the black, yellow and light green areas.   

The Law of Figure-Ground The high intensity of the red coloured areas of the underlying 
dress, suggest an illusory hierarchal order. These areas are in 
direct conflict of the establishment of figure and the distinction 
of ground. Equally, the lighter and dark areas of the underlying 
dress and top dress are merged together, indicating tension in the 
identification of what is figure and what is ground.   
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6. 2. 9 Outfit 9 

 
Figure 186. 9th outfit in relation to Gestalt laws. 

 

  

The Law of Similarity 
 

Similar to the first outfit, there is perceptual grouping in terms of 
colour. This means that the colours from the underlying coat are 
grouped with the printed colour sections of the overlying 
monofilament weave. There is also perceptual grouping at play 
in terms of the printed hands, as we want to group these, along 
with the printed cuffs, to the underlying garment. 

The Law of Figure-Ground The transitions of colour, from higher opacity to lower opacity, 
are visible on the monofilament weave. These are printed in a 
gradient so as to add to an illusory depth. The variations of 
colour intensity suggest tension and add to the perceptual 
conflict between determining figure from ground.   
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7. Conclusion / Discussion 
One of the questions asked in the beginning of the project was if it would be possible to gain more 
control of the artistic expression if more acquainted with cognitive psychological approaches to 
design. What needs to be understood from that question is that it involves a theoretical background 
and a clear understanding of which elements to scrutinise and put in relation to object in order to 
change its expression. From that there is interpretation. It is necessary to interpret since the interaction 
between the objects studied is dialectic. The interpretation is in direct proportion to what it is that is 
being perceived and what cultural, epistemological and normative frames and values there are present 
that together embody the interpretational approach.  

Within the framework of the project, along with the cultural framework, background and values of the 
practitioner and his/her surrounding, individual and cultural expression is built, developed and 
nourished. The expression of a design can be argued to be in direct proportion to how it is socially, 
culturally and normatively accepted and treated. Being able to gain knowledge regarding that sought 
expression means to participate as an interpreting subject through practice based research.  

Nevertheless, knowing which features and Gestalt laws affect our perception, it is easier to monitor 
and design garments, prints and compositions. The reason why an image or a garment is perceived 
disproportional, off balance and thus unappealing has a lot to do with the amount of positive and 
negative space in patterns or structures, hence the law of a good gestalt, also known as figure-ground. 
Exploring these laws in relation to garment has in this case lead the expression toward an illusory one 
supported by the established theory and methodology, while subsequently being in direct proportion to 
the theory and methodology.  

During the project, the interpretational process could be dangerous at times, as it in some cases could 
appear subjective. During those moments it has been important to return to the theoretical and 
methodological aspect of the project in order to not deviate in terms of direction. Yet, because of tacit 
knowledge, subjectivity is difficult to control since interpretation, action and reflection are performed 
constantly, impulsively and reflexively. The iterative process of the hermeneutic circle enables these 
qualities of tacit knowledge to arise, at times affecting the direction of the design process. 
Consequently, the more often the examples were repeated due to the iterative process, the more often 
the approach was developed into a habit. Subsequently, it was important to try to place own 
preconceptions into a form of parenthesis in order to continue the development and exploration 
process and base it on the theoretical and methodological background.  

It could also be argued that the project was in great need of a criteria or methodology that could signal 
and decide when to stop the design process. The repetitive form of the hermeneutic circle opened up 
one design space to the next, the first larger than the other. Therefore, a standard by which this process 
should end could have benefited the project in terms of clarity and efficiency.  

The project has been limited in terms of how to develop a hermeneutic approach to design. It is with 
reference from our previous gained knowledge that certain conclusions could be made. This 
knowledge could either come from earlier projects, memories or learned standardised approaches of 
dealing with the practical design process. Being aware of this notion can make any practitioner fragile, 
as what is interpreted is constantly assessed and evaluated. The concept of knowing through making 
could at times escalate this fragility as others have had the right and freedom to interpret what was 
being interpreted during the project. Assessing other’s interpretations could cause disturbances as it 
became difficult to assess and categorise these separately from one’s own interpretation. 
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With reference to the motive of the project, it is significant to expand fashion design theory in such a 
way that it communicates with other design fields. Since fashion design largely treats perception, laws 
of Gestalt psychology or other cognitive psychological approaches can aid to reinforce fashion design 
as a more convincing theoretical and practical field. In addition, as fashion design triggers stimuli, 
from attracting the eye to provocation, emotion and imagination, the design process could benefit from 
the study of the mind’s self-assessing criteria and tendencies of reception, interpretation, selection and 
organisation. Naturally, the tendencies of the mind are directly in relation to cultural background, 
memories and the perceiver’s adaptation to his/her environment. Nevertheless, gaining knowledge 
about cognitive psychological approaches to design can bring the practitioner closer his/her own 
perception, approach and identification to design problems.  

The importance of design theories and methodology within fashion design not only strengthen 
individual projects, aims, motives and confidence of the practitioner, but also comments upon fashion 
design as a system and its future role in society. As the role of fashion design is constantly changing, 
adapting to political, environmental social, cultural systems state-of-the-art normative approaches are 
established, within which new meaning is created. It is in this new meaning that interpretation is ever 
so reprogrammed and updated and in need for a theory and methodology to guide the practitioner’s 
interpretation.   
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