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1.2 Abstract  

This work explores how colour and light can be used as the prime design materials. They are investigated in 
unison in relation to spatiality. Colour is a way for us to understand and identify what we see, it is primary 
for how we interpret our surroundings. The aim is to explore colour, light and reflections, by the means of 
printing and dyeing of translucent materials, as an attempt to challenge the visual perception of the spectator 
and the experience of how spatiality is perceived. The project investigates how the boundaries of a textile 
can be questioned, for example where does a pattern begin and end? Does it only belong to the textile or can 
it transcend to it’s surroundings? The investigational process is experimental and explores combinations of 
colour and light in translucent materials, coloured through the techniques of heat transfer printing and 
dyeing. Swatches made are analysed in relation to each other and to light, with a focus on their visual 
performance. The final design examples discusses the idea of how textile, light and colour can be used to 
create, define and illuminate spatiality.
 

1.3 Keywords 
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2.1 Introduction to the Field 

Colour  is  light,  light  is  colour.  Light  consists  of 
electromagnetic  energy  of  different  wavelengths. 
When it  is reflected on a surface and reaches the 
retina,  the  light-sensing  cells  in  our  eyes  react. 
These cells, rods and cones are directly connected 
to  the brain via  the optic  nerve.  The signals  that 
they send to the brain are processed and perceived 
as  colour  (Bachman  2011).  What  colour  we 
perceive depends on what wavelengths the surface 
reflects.  In  other  words  ”colour  doesn't  exist  in 
itself but only when looked at” (Eliasson 2006).  
 
The  sort  of  light  cast  change  how  a  colour  is 
perceived. Although this is a phenomenon that we 
are  not  always aware of.  One example of  this  is 
how a lawn is interpreted as being a constant green 
through  out  a  whole  day,  although  as  the  light 
change from dusk to dawn so does the perception 
of  the  green  lawn.  This  phenomenon  is  called 
colour  constancy  (Eliasson  2006).  Painters  might 
refer to this as the distinction between local colour, 
the  colour  of  an  object,  and  reflected  colour,  the 
colour as it is perceived depending on the lighting 
conditions (Bachmann 2011). 

The theme of visual perception has been executed 
in  many  different  ways  within  visual  arts  and 
design, but in some fields our senses play a more 
important part. One example of this is the Light and 
Space movement, a somewhat informal movement 
developed by Californian artists during the 1960s. 
It  is  often  connected  to  Minimalism and  Op art. 
The  factors  that  bring  Light  and  Space  artworks 
together is the focus of the spectators experience of, 
as implied, light and spatiality. Artists connected to 
the  movement  often  work  with  translucent 
materials, reflections and natural or un-natural light 
in  order  to  dissolve  the  boundaries  between  the 
artwork and its environment (fig.1 and 2) (Wallace 
2014). 

Similar  to  Kinetic  art,  the  movement  of  the 
spectator  plays  an  important  part.  Kinetic  art  is 
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fig: 1, Dan Flavin, Corners, Barriers and Corridors, 1973, authors photo

fig: 2, Craig Kauffman, Untitled, 1969

Due to copyright law some of the 
images are missing in this edition. 



based  on  real  or  illusory  movement  and  is  most 
often  expressed  through sculptures.  The  artworks 
are  completed  when  they  create  a  visual  stimuli 
within the viewer (Louisiana, 2016). This is the sort 
of effect  that  the artist  Julio Le Parc has worked 
with in the example in fig.3. The piece consists of a 
small box where the middle circle is reflecting the 
surrounding stripes, creating a pattern that changes 
as the spectator is moving around the piece. 

In the series of photographs titled Things As They 
Are  by architect  and photographer  Erin  O’Keefe, 
colours and light are used to illuminate and create 
space.  The  arrangement  of  her  photos  often 
challenge  the  perception  of  the  spectator.  In  the 
example in fig.4 an illusion of three-dimensionality 
is achieved only by the means of light,  reflection 
and  colour  contrasts.  The  misapprehension  that 
occurs when a three dimensional form and space is 
translated into a two dimensional image, is a central 
part of O’Keefes work (O’Keefe 2016).  
 
Another example of work that studies colour, light 
and space in unison is the work Staircase-III by the 
artist  Do  Ho  Suh  (fig.5).  Those  parameters 
construct  a  vital  part  in  composition  and  the 
spectators  experience  of  the  artwork.  At  the 
exhibition of the piece, made especially in 2011 for 
Tate Modern in London, the entire upper part of the 
gallery  space  was  covered  by  a  transparent  red 
fabric. According to Suh, the transparency helps the 

spectators  to perceive the gallery space in a  new 
way. Skylights illuminate the piece and room from 
above. The changing of light during a day affect the 
expression and experience of the piece (Suh 2011). 

Fashion  designer  Saina  Khoonavard  investigated 
illusions through garments in her masters project in 
fashion design at The Swedish School of Textiles, 
titled Made you look (Khoonavard 2015). Through 
the  use  of  transparency  fabrics  and  layering  the 
collection challenges the minds constant thrive to 
make  sense  of  what  it  perceives.  Her  project 
discusses the importance of physiological methods 
and techniques in design.    
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fig: 4, Erin O’Keefe, Things as they are #4, 2015 fig: 5, Do Ho Suh, Staircase-III, 2010 fig: 6, Saina Khoonavard, Made you look, 2015

fig: 3, Julio Le Parc, Trame Altérée, 1966

Due to copyright law some of the 
images are missing in this edition. 

Due to copyright law some of the 
images are missing in this edition. 

Due to copyright law some of the 
images are missing in this edition. 

Due to copyright law some of the 
images are missing in this edition. 



2.2 Motive and Idea Discussion 

Colour is a way for us to understand and identify 
what we see, it is primary for how we interpret our 
surroundings.  Our  personal  response  to  colour  is 
subjective  and  based  on  culture  and  experience. 
When colours are used in an interior,  they define 
space and create atmosphere (Dickinson, 2011).

In the examples of the Light and Space movement 
the colours used seem to be integrated in objects. In 
the example of Kauffman the shadow dissolves the 
borders  of  the  piece.  It  has  an  effect  on  its 
surroundings similar to Shus statement about how 
the  use  of  transparent  fabrics  transforms  the 
spectators perception of the gallery space.  
 
This  project  investigates  how  the  interaction 
between textiles,  colour  and light  can be used to 
illuminate and define space.  Colour  and light  are 
used as the prime design parameters.  The project 
explores  how the  boundaries  of  a  textile  can  be 
questioned.  The  attempt  is  to  challenge  the 
spectators experience of how colour can be used in 
a  spatial  context  and  affect  the  way  spatiality  is 
perceived. 

All of the examples mentioned in the introduction 
open up  for  new dimensions.  They define  space, 
create  space  and  give  the  illusion  of  space.  In 
Staircase-III  the  installation  both  gives  new 
perspectives of the gallery and opens up to a new 
space created above the staircase. O’Keefe creates 
new dimensions by the use of colour and light, Le 
Parc does it with his reflections and the interaction 
of  the  spectator.  Reflective  materials  will  be 
investigated in a similar way in this project as an 
attempt to direct light and colour. 

The main difference of the examples mentioned in 
the introduction and the degree project is the use of 
textiles.  Textiles  are  a  part  of  our  everyday lives 
and  has  the  possibility  of  being  integrated  in 
numerous context. It opens up for interaction and 
hold  the  qualities  of  engaging  in  actions  and 

defining  of  space.  In  this  project  the  textiles  are 
intended  to  achieve  a  space  filling  illumination 
(Eliasson, 2006). 
 
Colour  is  one  of  the  prime parameters  of  design 
(Dickinson, 2011). Although it can be argued that it 
is  often  used  as  something  that  is  added  to  or 
applied to a design, rather than being regarded as a 
material in itself. In this project the materialisation 
of  colour  and light  are  used as  the  prime design 
parameters.
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fig. Julio Le Parc, Trame altérée (Déplacements), 1965
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1.2 Aim 

To explore colour,  light  and reflections,  by the means of printing and 
dyeing of  translucent  materials,  as  an  attempt  to  challenge  the  visual 
perception of the spectator. 



3.1 Method and Development 

Throughout the main part of the degree project the 
research  has  evolved  through  experimentations 
concerning  the  aim;  which  also  constitutes  the 
frame of the project. In Knowing Through Making: 
The Role of the Artefact in Practice-led Research 
Maarit  Mäkelä  states  that  the  artist  or  designer 
”should  be  able  to  present  a  research  frame,  or 
rather the structure of a frame, in which it would be 
possible  to  carry  out  the  practice-orientated 
journey”. Furthermore, she claims that it is not only 
the  product  of  a  creative  process  that  brings  us 
knowledge about the research but also the process 
of making. In practice-led research the making is 
the driving force that is letting the research evolve; 
where further knowledge is gained, new questions 
asked and ideas re-arranged (Mäkelä 2007). 

According  to  Brandt  and  Binder  the 
experimentations of  a  design research are framed 
by initial  research questions.  They argue that  the 
relationship between questions asked, program and 
experiments  is  a  dynamic  one.  As  well  as  the 
experiments  conducted  might  derive  from  the 
research question, the research question can derive 
from  experiments.  In  a  similar  manner,  insights 
gained  during  initial  experimentations  of  this 
project  led  to  reformulations  of  the  aim  and  in 
consequence  also  the  framework  of  the  project 
(Brandt & Binder 2007).  

In order to develop the design, the investigational 
process  of  the  project  explores  combinations  of 
colour and light in translucent materials, coloured 
through the techniques of heat transfer printing and 
dyeing. Swatches made using these techniques are 
then analysed in relation to each other, to light and 
photographed,  the  focus  lies  on  their  visual 
performance. The experimentations do not follow a 
linear  progression although one trial  and analysis 
will lead to decisions about what to develop further. 

Heat transfer printing  
A way  of  printing  using  sublimation  paper  and 
disperse dyes. The design is printed on to the paper 
and  then  transferred  to  the  fabric  using  a  heated 
press.  When the  paper  is  heated in  the  press  the 
disperse dye is turned into gas and adapted by the 
fabric. Traditionally, only synthetic fabrics could be 
used but today it can also be done on coated man-
made fabrics (Briggs-Goode 2011). The technique 
is  in  this  project  first  and  foremost  used  as  a 
sketching tool in order to,  at  a fast pace, explore 
how  different  colours  and  patterns  perform  on 
various types of translucent fabrics.

Dyeing  
Different dyeing methods will be used in order to 
investigate  how  fabrics  of  different  material  and 
qualities change visually and in tactility when dyed. 
This will be done in order to explore what sort of 
material and colours that should be used to achieve 
the aim and reach a final design. Qualities explored 
are such as how well the colours are adapted to the 
textiles,  saturation  and  vibrance.  The  different 
materials used will be dyed with reactive, acid, or 
dispersion  dye-stuff,  depending  on  what  dyeing 
method the materials require.   

Photography 
Photography will be used both for documentation 
and as a way to experiment with the textile samples 
made. The swatches will be analysed in relation to 
how they perform together, in layers and in relation 
to light.  Photography will  thus be used as a vital 
sketching tool  in order to discover new qualities, 
such  as  ability  for  colours  in  different  layers  to 
blend, and possible arrangements.

�12



3.2 Development and Design 
Rationale 
 
The  key  aspects  of  transparency,  movement  and 
visual perception were investigated during the pre-
study  and  constituted  the  foundation  of  initial 
explorations in the degree work. These experiments 
mainly  concerned  optical  illusions  and  moiré 
effects.

Heat Transfer Print 
The  initial  samples  done  can  be  divided  in  two 
main  groups  concerning  graphical  patterns  and 
shapes  printed  in  the  primary  colours.  The  first 
group explored optical illusions whilst the second 
group  investigated  the  moiré  effect.  Translucent 
fabrics were used with the intention to create depth 
and mix colours through layering.  
 
Optical Effects  
Illusions  of  three-dimensionality  and  movement 
were investigated through layering of patterns and 
shapes (fig.7 to fig.11). It became clear that it was 
possible to achieve a sense of depth (fig.7). In the 
example of fig.11 two samples of a striped pattern, 
one horizontal and one vertical, were held with a 
distance  between them.  Where  the  yellow stripes 
overlap a well saturated square appear, resulting in 
the impression that the two layers are really only 
one.  At  the  same  time  the  depth  remains  and 
together  these  elements  result  in  an  illusion  of 
three-dimensionality.  However,  this  was  most 
visible  when  the  samples  where  in  movement,  
which raised questions about how to achieve this 
movement and if  it  could be developed in a way 
suitable for the project.  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fig: 7

fig: 9

fig: 8 
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fig: 10

fig: 11



Moiré 
In  order  to  investigate  the  moiré,  shapes  of  the 
primary colours were printed. This was done as an 
attempt to control the expression, what colours the 
effect  would  consist  of  and  how  and  where  the 
moiré  would  show  (fig.12  to  fig.14).  It  became 
clear  that  the  colours  indeed  could  be  blended 
resulting  in  a  multicoloured  moiré.  It  was  also 
noted  that  the  effect  was  most  visible  when  the 
fabrics were in movement or put in relation to light. 
As  in  previous  experiments  this  resulted  in  the 
question  of  how  and  if  these  qualities  could 
developed further in order to challenge the visual 
perception of the spectator.  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fig: 12 fig: 13
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fig: 14



In Relation to Light 
During the experimentations of previous examples 
it became evident that the visual effects, such as the 
moiré and patterns completed in layers, were most 
visible  when  held  in  the  air,  with  a  distance 
between the layers and in relation to light. This was 
especially  clear  in  the  experimentations  where 
more  than  two  layers  where  combined  (fig.15). 
When the printed swatches were analysed and put 
in  relation  to  light,  the  quality  of  a  transparent 
fabric called Cristoff (Polyester, Polyamide) to cast 
a coloured shadow emerged. The printed patterns  
coloured  the  light  and  were  resembled  on  the 
surfaces  on  which  it  fell  (fig.16).  This  was 
considered intriguing since the other  samples  did 
not have this ability. Furthermore, whilst the optical 
effects and the moiré where dependent on layering 
to  create  new  dimensions,  the  Cristoff  held  this 
possibility in itself. 
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fig: 15 fig: 16



Dyeing 
The  decision  to  experiment  with  dyeing,  derived 
form  the  idea  about  mixing  colours  through 
layering as an attempt to achieve a multi coloured 
moiré. It was also done as an attempt to articulate 
the role of colour in the project and give it a more 
vital part.

A selection of  materials  where chosen mainly on 
the  basis  of  being transparent  or  translucent  (fig. 
17).  Some  opaque  fabrics  were  also  included  in 
order  to  investigate  whether  a  combination of  an 
opaque and a transparent fabric could be used to 
achieve moiré.  
 
Dyeing samples  
The  swatches  where  dyed  in  the  sublimation 
colours red, yellow and blue. It was considered to 
be a good way to begin the experiments of mixing 
colours  through  layering,  as  the  primary  colours 
holds the possibility of resulting in a large range of 
new colours when mixed. 

Two  manmade  fabrics,  Cristoff  (PES,  PA)  and 
polyester  voilé,  where  dyed  with  dispersion  dye-
stuff.  This was done in a Rochester machine that 
reaches the hight temperature required for the dye-
stuff to turn into gas and be adapted by the fibres. 
Both  fabrics  where  considered  to  adapt  to  the 
colours really well and  give excellent saturation of 
colour. The Cristoff did no longer achieve a distinct 
moiré effect whilst the polyester voilé did (fig. 18). 
However, the dyed Cristoff fabric held the ability to 
colour light.  
 
Swatches of silk, one thin and transparent and one 
opaque,  where  dyed  with  acid  dye-stuff  in  pans. 
The  colours  in  the  transparent  silk  where  much 
more  well  saturated  than  in  the  opaque.  In 
combination  with  each  other  a  moiré  was  not 
achieved  whilst  combinations  of  the  transparent 
silk managed it well. 
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fig: 17, Dyed swatches

fig: 18,  Blue and red polyester voilé. 



Attempts to colour the Cristoff in acid dye did not 
give  as  well  saturated  colours  as  the  ones 
previously  mentioned,  nor  did  it  cast  a  coloured 
shadow (fig.19). This might be due to the fact that 
the  Cristoff  is  woven  of  both  polyester  and 
polyamide threads. It is possible to dye polyamide 
with  acid  dye-stuff  but  not  polyester.  When 
analysing the fabric more closely it became evident 
that the polyester threads are flat, transparent and 
wide  whilst  the  polyamide  threads  are  thin  and 
round  (fig.  20).  It  can  be  argued  that  since  the 
polyester  threads  are  flat  and  transparent,  they 
behave  as  a  coloured  foil  that  only  transcend 
certain  wavelengths.  Therefore,  a  sample  where 
only the polyamide is dyed and not the polyester , 
does not colour light.  
 
Moving on to the explorations the dyed swatches, 
attempts were made to develop the use of moiré in 
the project and to control the effect. Stitching and 
shaping  were  methods  used,  however  the  results 
were not considered fruitful as the moiré could not 
be  controlled.  A decision  was  made  to  leave  the 
moiré in order for the project to evolve.    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fig: 19, Cristoff dyed with acid dye-stuff. 

fig: 20, Illustration of the flat PES threads and the round PA threads. 



In Relation to Light 
When  photographing  the  dyed  samples  for 
documentation and further investigations the role of 
the  Cristoff  fabric  turned  into  a  vital  part.  The 
fabrics ability to colour light was put in relation to 
other fabrics. The shadows cast were in some cases 
so  saturated  and  distinct  that  it  almost  gave  the 
illusion of being integrated in the fabrics on which 
they fell. When a red shadow was cast on a layering 
of blue and yellow fabric, the colours blended and 
both resulted in a purple and orange shadow (fig. 
21). These experimentations generated new ideas of 
how  the  Cristoff  could  be  used  to  colour  the 
surfaces on which its shadow is cast. 
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fig: 21,  a red shadow on blue and yellow fabric
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fig: 22,  a blue shadow on white silk. 

fig: 23,  a red shadow on blue silk. 



Colour and Light 
The  idea  of  the  coloured  light  clarified  the 
importance  of  colour  in  the  project.  Thoughts 
emerged concerning how colour, that is an effect of 
light,  was  transformed  from  dye-stuff  and 
materialised in the fabric. In turn the shadow that it 
cast became so intense that it almost seemed like a 
material itself. 

As an effect  this  also resulted in questions about 
visual  perception.  So  far  the  idea  had  been  to 
challenge the visual perception of the spectator by 
the  use  of  illusions.  What  now  emerged  were 
thoughts  about  how  the  spectators  perception  of 

colour and spatiality could be challenged. For those 
reasons the aim of the project was now rewritten. 

Moving  on,  further  explorations  investigated  the 
materialisation of colour in light and textile. Small 
scale  sets  were  used  to  visualise  thoughts  about 
how a coloured shadow could be used in a spatial 
context. 

Figure  24  to  27  shows  investigations  of  how 
patterned shadows were used to illuminate a scale 
model. This led to insights about how the shadow 
of a pattern could change depending on the angles 
and objects on which it  fell.  What derived where 
questions about where a pattern begins and ends. If 
it  only  belonged  to  the  fabric  or  if  it  could 
transcend to its surroundings. 
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fig: 24 fig: 25

fig: 26 fig: 27



A decision was made to continue with additional 
investigations with the Cristoff fabric, in order to 
investigate wether similar effects could be achieved 
in a larger scale.

So far the sublimation colours had been used as a 
good start to investigate how colours and patterns 
could  blend  when  in  layers.  After  reviewing  the 
experimentations done it showed that the best, most 
visible shadow was made by well saturated colours. 
Especially red and blue were considered to cast a 
distinct shadow. 

As heat  transfer  print  opened up for  more divers 
design  possibilities,  where  more  than  one  colour 
could  be  investigated  at  a  time,  a  decisions  was 
made to use the technique in the development of 
bigger pieces.  

The first experiments to elaborate the colours used 
still concerned the primary colours, but in slightly 
different  shades  than  earlier  (fig.  28  to  31).  The 
focus lay on achieving strong shadows. Questions 
raised  were  such  as;  what  colours  will  create  an 
atmosphere and diverse from what is usually seen 
in  a  spatial  context?  An  attempt  to  work  with  
colour  contrasts  was  done in  order  to   make the 
impression of the shadows more distinct. 

When samples  of  the new colour  scale  had been 
made and analysed a decision was taken to print  
one bigger red piece and one purple, two colours 
that casted a clear shadow. One of the patterns that 
had  been  used  in  previous  experimentations  was 
printed in a combination of blue, pink and yellow. 
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fig: 29 fig: 30 fig: 31



Moving on, the printed fabrics were investigated in 
relation  to  light  and  spatiality,  both  indoors  and 
outdoors.  Figure  32  to  37  presents  some  of  the 
explorations made with the patterned fabric. 

It soon became evident that the colour combination 
in the pattern was not successful in order to cast a 
clear  shadow.  Even  though  the  fabric  was 
investigated at mid day, in bright light, the colours 
did  not  perform a  distinct  shadow nor  illuminate 
the  space  (fig  32  and  36).  When  the  fabric  was 
folded  or  draped  the  shadow  became  more 
saturated  and  the  colours  blended,  resulting  in  a 
green, orange and purple light (fig. 35 and 37).  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fig: 32

fig: 34fig: 33
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fig: 35

fig: 36 fig: 37



Figure 38 to 40 presents explorations of the red and 
purple fabric, indoors and outdoors. Especially the 
red  fabric  made  a  dramatic  presence.  The 
experimentations  were  considered  fruitful  in  the 
attempt  to  illuminate  and  define  space.  What 

emerged  was  also  the  dimension  of  the  textiles 
ability to float and move in wind, it was considered 
to  give  a  liveliness  to  the  coloured  light  as  it 
becomes less static. 
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fig: 38

fig: 39 fig: 40



Moving on, further development of the pattern was 
required.  The  new experimentations  attempted  to 
investigate how different colour combinations and 
patterns could effect both textile and shadow. 

The  experimentations  where  executed  on  quite 
small  pieces of fabric in a big room and did not 
result  in  the  illuminating  affect  intended.  The 
striped sample was the only one casting a shadow 
with  a  compact  pattern.  What  derived  was  the 
difficulty  of  finding  colours,  shapes  and  patterns 
that worked well with the expression of both fabric 
and  shadow.  It  was  decided  that  further 
development  of  a  pattern  would  require  stronger 
colour contrasts. 
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fig: 41 fig: 42 fig: 43

fig: 44 fig: 45 fig: 46



The experiments led to thoughts about how the 
design  idea  could  be  communicated.  Since  the 
spectators visual experience of colour were vital 
to the idea, the possibility to let the spectator be 
coloured  by  the  light  emerged.  During  the 
process of the project it was decided that the end 
design would be exhibited in a spatial  context,  
this opened up for the possibility to work and try 
ideas in a  scale model  of  the exhibition space. 
These experimentations are presented in a later 
chapter. 
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fig: 47

fig: 48



Reflective Materials 
The use of reflecting materials first came about in 
the pre-study when it was used to enhance moiré 
effects.  When it  re-entering the project  the major 
role of the reflection was to integrate the spectator 
further. The idea was to use the reflection as a way 
to dissolve the borders of a print as seen in fig. 49. 
Presented in a large scale the pattern would change 
in the reflection as the spectator moved around it. 
This  idea  was  connected  to  Kinetic  art  and  its 
foundational  thought  about  the spectator  as  a  co-
creator. 

The pictures on the following page (fig.50 to 52) 
shows  some  of  the  investigations  made  of 
reflections in relation to pattern. 
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fig: 49

fig: 50



 

�30

fig: 51

fig: 52



Further experimentations showed that the reflection 
also could be used to reflect light. As seen in fig. 53 
and 54 the patterned light is also reflected. This was 
seen  as  a  possible  development  of  the  question 
about where a pattern begins and ends, furthermore 
a development of the use of light.

When the aim of challenging the visual perception 
of  the  spectator  was  let  to  evolve  from  optical 
illusion  to  the  perception  of  colour,  light  and 
spatiality,  the role  of  the reflection in the project 
was unclear. 
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fig: 53

fig: 54 fig: 55



Development Towards Final Design 
Examples 

Moving on further attempts where made to develop 
the design of the fabrics. As the Cristoff fabric is 
light,  soft  and  floating  ideas  derived  about 
developing  a  pattern  that  would  resemble  these 
qualities, resulting in the pattern shown in fig. 56.  
A  sample  of  the  pattern  was  printed  and 
investigated  in  the  scale  model  of  the  exhibition 
space,  mentioned  earlier.  Also  investigated,  with 
the intention to see how the colours would blend 
and how figures of a bigger scale would resemble 
in the model, where the shapes in  fig. 57, divided 
on two layers.  

The experimentations in the model (fig 58 to 61) 
raised a question about the role of  the reflection. 
The  textile  and  the  light  work  better  in  unison 
whilst the reflection might not be seen as a part of 
that  hole.  Neither  where  the  textile  samples 
considered successful. Both the colours used of fig.
59 and the  pattern  itself  resulted  in  a  fabric  that 
took to much attention from the light. 

A decision was made that the final design examples 
should be seen as a way to communicate the idea of 
the  project,  and  not  as  finished  products.  As  the 
main idea was to use colour and light as the prime 
design  materials,  a  complicated  pattern  was  not 
needed.

Two arrangements in a larger scale was designed. 
One fabric,  250cm long,  was printed with a blue 
and red gradient. The red colour works as a base 
dissolving into the blue on top. Combined with a 
smaller yellow fabric the colours blend resulting in 
a  green  shadow  which  is  considered  as  a 
development of the thought about mixing colours 
through layering.  
 
The second arrangement aims to communicate the 
use  of  pattern  in  a  spatial  context.  One  of  the 
patterns  investigated  in  the  initial  experiments  of 
the project was reused and slightly changed, printed 

on two fabrics.  The colours and the pattern were 
considered  to  cast  a  well  saturated  and  distinct 
shadow  with  the  potential  of  changing  in 
expression depending on the angles and shapes on 
which its shadow is cast. 
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fig: 56

fig: 57
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fig: 58 fig: 59

fig: 60 fig: 61



4.1 Result 

The result of this work is first and foremost the idea 
about  colouring  other  surfaces  by  the  means  of 
textile, light and colour and how those parameters 
can be used to create or define space. 

The final physical design examples are an attempt 
of going up in scale in order to communicate the 
idea  of  the  project  and  possibilities  for  future 
developments.  The  pieces  are  made  of  a  fabric 
called Cristoff (PES, PA) that holds the quality to 
colour light. They are printed using the technique 
of heat transfer print. Combined in layers of longer 
and shorter fabrics, the colours of blend, resulting 
in multicoloured shadows. 

In  the  work  presented  light  hits  printed  Cristoff 
fabrics, the shadows that they cast will in turn be 
coloured, which effects the surface on which it is 
cast. The borders between where a print starts and 
ends are thus questioned. In this project light and 
colour are used as the prime design materials and 
together they illuminate and define space.
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Heat transfer print on Cristoff (PES, PA)

Yellow fabric - 110x130cm
(not presented in the picture below)

Red and blue fabric - 250x130cm
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Heat transfer print on Cristoff (PES, PA)

Smaller report - 110x130cm

Bigger report - 250x130cm



 
4.2 Presentation 
When  presenting  the  final  design  examples  it  is 
vital that the light can be controlled. Bright sunlight 
results  in  well  saturated  colours  and  pattern 
resemblance,  although  when  the  fabrics  are 
presented with the intention to communicate what 
has been investigated and to achieve the aim of the 
project, it is not a reliable lighting source. 

Furthermore  different  lightings  will  change  the 
expression and impression of the design. It might 
also effect to what extent the fabric and its shadow 
is experienced as a unison. Currently presented at 
the Textile Museum of Borås, the main focus has 
been to illuminate a spatiality with colour, pattern 
and  light  that  differs  from  the  surrounding 
environment. A small cubical with two walls and a 
floor was built and painted white as an attempt to 
make the falling shadow from the fabrics as visible 
as  possible.  As  the  patterned  fabric  appeared 
dominant   in  its  colours  over  the  red  and  blue 
fabric, it was decided only to exhibit that example. 
The expressions of the two were also considered to 
be  quite  different,  to  such  an  extent  that  neither 
would  benefit  of  being  combined.  The  reflective 
material  was placed around a podium in order to 
reflect some of the light and pattern but at the same 
time not be dominant in the cubical. 
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4.3 Conclusion and Discussion 

In the work presented colour and light are used as 
the prime design parameters. They are investigated 
in unison in relation to spatiality as an attempt to 
illuminate  and  define  space.  The  work  has  the 
potential  of  being  integrated  in  various  spatial 
context and to be used within the fields of interior 
decoration and architecture.

The aim of the project has been to explore colour, 
light and reflections, by the means of printing and 
dyeing  of  translucent  materials,  as  an  attempt  to 
challenge  the  visual  perception  of  the  spectator. 
Reviewing  the  project  and  the  final  design 
examples,  one  of  the  main  questions  raised  is 
wether the visual perception of the spectator really 
is challenged? 

As  stated  earlier,  colour  is  a  way  for  us  to 
understand and identify what we see.  One of the 
main  challenges  of  the  project  and  how  it  is 
perceived is the phenomenon of colour constancy 
mentioned  in  the  introduction.  For  example,  the 
white cube built  for the exhibition of the project, 
illuminated with various colours, is probably read 
as being a constant white underneath the coloured 
shadow.  Furthermore  spectators  might  not  reflect 
on the fact that most fabrics does not colour light. 
The  main  focus  has  been  to  make  the  spectator 
aware  of  something  that  differs  from  what  we 
usually see. In other words, the challenge has not 
been to create illusion or confusion, but to make the 
spectator aware of perception and how colour can 
be used to illuminate and define a space. 

Another  factor  has  been  the  challenge  of  using 
colour as a prime material, not to be added to or 
applied  to  the  design  but  to  constitute  the 
foundation  of  the  design.  This  was  most 
challenging when experiments with patterns where 
conducted, when colours where often added to the 
design  rather  than  being  let  to  lead  the  way. 
Furthermore the technique of heat transfer printing 

turned out to aggravate the use of colour as a prime 
design  material.  As  the  design  has  to  go  from a 
computer,  to  being  printed  on  sublimation  paper 
and  then  finally  printed  on  the  fabric  using  the 
heated  press,  creates  a  challenge  as  it  is  time-
consuming and as end result is difficult to predict.

When reviewing the  project,  the  influence  of  the 
Light  and Space movement becomes clear  as  the 
focus has been to create spatiality by the means of 
translucent  materials,  natural  and  un-natural  light 
and  questioning  the  border  between  textile  and 
surrounding.  During  the  project,  the  influence  of 
Kinetic art and the idea about the importance of the 
moving spectator  declined,  instead the movement 
now lie in the changing of the patterned light that 
follows the movement of the fabric.

In  the  work  Staircase-III  by  artist  Do  Ho  Suh, 
natural light was used as the only lighting source, 
which let the expression of the piece change during 
a day. Further developments of this project could 
execute  the  question  about  light.  For  example  to 
investigate how one pice of printed fabric, and the 
shadow that is casted, could change in expression 
in different lighting conditions.

The  project  is  seen  as  a   foundation  for  further 
investigations  and  development  whit  different 
material,  scale  and  settings.  To  continuously 
question what a textile can be and how it can be 
used and to fill spaces with colour and light. 
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