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Photography is an important element within fashion design that helps fashion designers 

document the process, capture bodily movements, and demonstrate the outcomes when 

presenting. This work has used photography as a sketching brush through the long-exposure 

technique to ideate the diversity of colors, transparencies, and abstract bodies. The outcomes 

were a visual resource of light trails with different colors, and shapes. These were used as 

inspirations for new surface- and texture expressions like heat-transfer printing and 

embroidery, transparency experiments, and layers. The results are five design samples that 

illustrated different solutions for combining color, layer, clarity, different texture expressions, 

and abstract silhouettes while using the long-exposure photography technique as the primary 

sketching method, in various hierarchy orders. Consequently, this method can become a new 

contribution to fashion design as a new design method and design approach.  

Keywords: photography, long-exposure, heat-transfer printing, embroidery, fashion design.  
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мΦ ¢ƘŜ !ŘŀǇǘŀǝƻƴ ƻŦ tƘƻǘƻƎǊŀǇƘȅ ǿƛǘƘƛƴ ǘƘŜ CŀǎƘƛƻƴ 5ŜǎƛƎƴ CƛŜƭŘΥ  

мΦмΦ tƘƻǘƻƎǊŀǇƘȅ ŀǎ 5ƻŎǳƳŜƴǘŀǝƻƴ aŜǘƘƻŘΥ  

Fashion is the art of visual communication and expression (Kruger, T. 2001), and fashion 

designers use garments as the main expressive tool for indicating unique thoughts and ideas. 

For that reason, sketching is an indispensable step for designers that helps them visualize 

different design visions throughout processes. The most well-known and conventional way 

when it comes to fashion design sketching is pencil and paper, also 3D sketching via draping, 

and testing of materials, nowadays there are also other unconventional solutions such as 

digital tools like CLO3D, procreate, and Gravity Sketch. These tools provide unlimited 

options and possibilities regarding how fashion designers document/visualize their first un-

tested abstract ideas.      

While sketching is frequently used as a visualization method by drawing to preserve 

unfinished/ under-development ideas, photography is mostly used for documenting the whole 

process and recording existing details and progress for further observations and reflections. 

In some cases, photography can be used to inform topics concerning various ways for 

presenting the outcomes (Eldemerdash, D., Khalil, R., Hassan, A. 2021), such as 

commercials, to inform the consumers on what is available for purchasing (fig. 1) or high-end 

fashion, to extend the boundary between creativity/ imagination, and high-quality products  

(fig. 2).  

 

 

 

Figure 1: David Sims, 2006. BalenciagaËs Spring 2006 Advertisement.                              Figure 2: Ethan James Green, 2019. Rihanna in                             

Fenty for the Cover of the ñVogueò November 

2019 Issue. 
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мΦнΦ tƘƻǘƻƎǊŀǇƘȅ ŀǎ {ǘƻǊȅπǘŜƭƭƛƴƎ ¢ƻƻƭΥ  

In Dior par Sarah Moon, Moon explored the archives of the famous fashion house Dior. From 

Christian Dior himself to Maria Grazia, Moon documented the revolution of the house 

through seven different eras since its founding in 1946. By manipulating the black-and-white 

effect together with the slow-shutter-speed/ shutter-drag method within photography, Moon 

successfully captured the historical expression of DiorËs signature aesthetics. She highlighted 

the contrast between brightness and darkness; blurred out the contours with the shutter-drag 

method which helped her to bring out the sketchy silhouette (fig. 3), and portray the 

movements (fig. 4&5).  

                                       
Figure 3: Sarah Moon, n.d. Cocotte, 

Christian Dior. Afternoon Dress, spring-

summer 1948, Dior by Sarah Moon, 2022. 

The Blind Magazine website.  

Figure 4: Sarah Moon, n.d. Miss Dior, 

Christian Dior. Afternoon Dress, spring-

summer 1949, Dior by Sarah Moon, 2022. 

The Blind Magazine website.                  

Figure 5: Sarah Moon, n.d. Vincennes, 
Gianfranco Ferr® for Christian Dior. 

Evening Dress, fall-winter 1989, Dior 

by Sarah Moon, 2022. The Blind  
Magazine website 

 

Through this series of slow-shutter speed images, photography was used as a story-telling tool 

to communicate the historical evolution of Dior as well as to deliver visual expressions of the 

brand.  
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мΦоΦ tƘƻǘƻƎǊŀǇƘȅ ŀǎ 9ȄǇŜǊƛƳŜƴǝƴƎ ¢ƻƻƭΥ  

Photography is also used for experimenting and documenting bodily and material movements. 

By using the long-exposure technique, photographer Kristen Smith highlighted bodily 

movements through a series of slow-motion captures, shadows of colors and materials 

(fig.6&7). This way of utilizing photography to portray the body silhouette is interesting, 

because of the complexity of the technique, many different elements are involved and can 

affect the outcome for instance, the light, body movement, and the camera settings, 

additionally it is impossible to get the same photograph twice. Hence, it made the tryouts 

more unpredictable, experimental, and limitless.        

  

  
Figure 6: Kristen Smith, 2014. Bodies of Thought: Photo Series by Kristen Smith, 2014.  

             

  

  

  
Figure 7: Kristen Smith, 2014. Bodies of Thought: Photo Series by Kristen Smith, 2014.  
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мΦпΦ tƘƻǘƻƎǊŀǇƘȅ ŀǎ tǊƛƴǝƴƎ ¢ƻƻƭΥ  

Photography can also contribute as a print motif generator, for example, translation as 

placement prints (fig. 8), or all-over print motifs (fig. 9).   

  

  

  
Figure 8: Marcus Tondo, 2016. DKNY Spring 2016. The In Digital Images website.  

  

  
Figure 9: Marcio Madeira, 2009. Dolce & Gabbana Fall 2009. The In Digital Images website.  

  

As seen in many different examples, photography within fashion practices is mainly used as a 

tool for documenting, presenting, storytelling, capturing bodily movements, and printing 

designs. However, there are few cases when designers use this method as an active sketching 

tool during the design process for the fashion creation. For that reason, this project seeks to 

explore the possibilities of photography as an idea generator for creating forms, prints, layers, 

and textures, to add to existing sketching methods for fashion design.  
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нΦ {ǘŀǘŜ ƻŦ ǘƘŜ !ǊǘΥ  

нΦмΦ ¦ǎƛƴƎ tƘƻǘƻƎǊŀǇƘȅ ŀǎ ! ¢ƻƻƭ ŦƻǊ 5ƻŎǳƳŜƴǝƴƎ .ƻŘȅ aƻǾŜƳŜƴǘǎ 

5ǳǊƛƴƎ 5ŜǎƛƎƴ tǊƻŎŜǎǎ  
In Body of Movement, B¬gander (2017) built up a library that contained a large number of 

images that she then used for her theoretical- and practical expansion of the human body into 

materiality/ temporal form (fig. 10). Her main method was to use the camera as a medium for 

capturing different body motions; detecting the deviations and preserving progression. 

Photography became more or less one of the primary design methods that helped her and her 

audience to reach better communication, understanding, and clarification (Ballenger, H, B. 

2014). B¬gander used this library for observations and reflections to develop one of her main 

focuses of this project, which was to question the borders of the body not only in form but 

also in movements by observing photography images, without documented photographs, this 

would not be possible. Additionally, the photographs emphasize the importance of movements 

through textile materials (B¬gander, 2017).    

 

 

 

 

 

  
Figure 10: Linnea B¬gander, (2017). Body of Movement, (B¬gander, 2017).  
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нΦнΦ !ƴŀƭƻƎǳŜ tƘƻǘƻƎǊŀǇƘȅΣ [ƛƎƘǘ {ŜƴǎƛǝǾŜ 5ȅŜǎΥ  

In the degree work Printograms, Prints Develop Direct on Garments, fashion student Elin 

Holm (2018) investigated the possibilities within the print design field, by borrowing 

elements from an old technique from analog photography, which uses UV light to develop 

film (fig. 11). She created patterns and motifs on garments based on that principle (fig. 12). 

The main concept that Holm had developed by borrowing from the developing film technique 

was to use a source for generating UV-light, placing different objects between the light source 

and material for printing.   

  

  
Figure 11 Jan Berg, 2018. Degree Work, Printograms, Prints Develop Direct on Garments, (Berg, 2018).  

  

  

  
Figure 12: Elin Holm, 2018. Degree Work, Printograms, Prints Develop Direct on Garments, (Holm, 2018).  

  

  

This photography technique is traditionally used for the after-treatment process, yet Holm 

adapted it into the design process to generate print patterns. Through this, HolmËs work 

contributed to alternative print methods and expressions for fashion design.      
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нΦоΦ tƘƻǘƻƎǊŀǇƘǎ ŀǎ LƴǎǇƛǊŀǝƻƴ ŦƻǊ {ǳǊŦŀŎŜ ¢ŜȄǘǳǊŜǎΥ  

Iris Van Herpen is a Dutch fashion designer who is also famous for her elaborate interests in 

combining fashion with technology, science, and nature. Many of her creations became 

explosive visual sensations, because of the textured effects. For the spring-summer 2012 

season, she created Micro, a collection that was inspired by microorganisms. She made a 

collection combining handwork and high tech by using the images from the science 

photographer Steve Gschmeissner (fig. 13&14) as her inspiration source.   

  

  

  
Figure 13: Steve Gschmeissner, n.d. Phlegm in Trachea, [photograph]. The World Closeup website (n.d).  

  

   

  
Figure 14: Steve Gschmeissner, n.d. Coccolithophore Algae, [photograph]. The World Closeup website (n.d).  
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The results are sculptural creations whose shapes refer to cell structures, armature, tentacles, 

or ciliate organisms,  some glow and change shape while being worn. Armored shapes and 

scales invited reflection on the passage from dead matter to living organism (fig. 15, 16 &17).  

 

  
Figure 15: Morgan OËDonovan, 2012. Micro by Iris Van Herpen, SS 12, 2012. The Iris Van Herpen website (2012).  

  

  

                                     
Figure 16: Morgan OËDonovan, 2012. Micro by Iris  Figure 17: Morgan OËDonovan, 2012. Micro by Iris Van 
Van Herpen, SS 12, 2012. The Iris Van Herpen website (2012).            Herpen, SS 12, 2012. The Iris Van Herpen website (2012).  

    

Van Herpen showed the audience a strong and clear vision of texturizing the garments by 

using photographs as inspiration.       
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оΦ aƻǝǾŀǝƻƴΥ   

After analyzing the above examples, it is clear that the relationship between fashion design 

and photography is that one cannot be without the other, and they enhance each other (Smelik, 

A. 2006). We have investigated the default ways of working when engaging photography in 

fashion design, and the variety was many for instance, documenting, printing, storytelling, 

and experimenting. However, there is a lack of investigations where photography is being 

explored as an active sketching brush; for tracing new patterns; for constructing layers; and 

for inspiration for embroidery or weaving designs are being practiced. Hence, this is the 

biggest area of interest for the entire project, and at the same time, this seems promising to the 

search for new ways of design within the fashion field. This work strives to create new design 

approaches by using an established photography technique, which is long exposure to 

generate new ideas in the development of new garment expressions through expressive prints, 

embroidery, and layering.  
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пΦ ¢ƘŜ !ƛƳΥ  

This project aims to use the long-exposure/ slow-shutter-speed photography technique as a 

design sketching tool to contribute to alternative design expressions by combining heat-

transfer printing, embroidery, layering, and garment construction in different hierarchy orders.   
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мΦ DŜƴŜǊŀƭ aŜǘƘƻŘƻƭƻƎȅΥ         

мΦмΦ ¢ƘŜ [ƛōǊŀǊȅ ƻŦ LƳŀƎŜǎκ LƴŦƻǊƳŀǝƻƴΥ  

The theoretical approach of this project was to gather a library of long-exposure photographs 

with light as the main element, by controlling ISO (International Organization for 

Standardization), this represents sensitivity to light, a higher number indicates a higher 

sensitivity and a greater ability to capture light; aperture is defined as the opening in a lens 

through which light passes to enter the camera, the smaller number, the bigger the lens 

opening is; shutter speed is the speed at which the shutter of the camera closes, this is the 

most important fact for create long-exposure image by letting the shutter speed as slow as 

possible (fig. 18). Hence, it was important to understand these elements and combine them 

properly. The photographs were used for generating patterns in Illustrator for printing and 

embroidering afterward.   

  

  

  
Figure 18: Long-exposure photographs with different shutter speeds, same ISO, and aperture values.   

    

мΦнΦ hōǎŜǊǾŀǝƻƴǎ ŀƴŘ LƴǾŜǎǝƎŀǝƻƴǎΥ  

The skill of observing and analyzing visual visions is one of the most crucial elements for 

designers within the fashion field (Caruso, V., Cattaneo, A., Gurtner, JL., 2019). Designers 

frequently use this skill during the design process to help them discover variable solutions, 

new trials, and errors. By breaking the images into details and unpacking all the visual 

information into thinner layers, new aspects could be revealed and became the inspiration 

feeder for progression such as transparency, color contrast, and abstracted forms (Jones. C. J., 

1992, pp. 63-64).  
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мΦоΦ aŀǘŜǊƛŀƭ 9ȄǇŜǊƛƳŜƴǘΥ  

According to Jones (1992, pp. 63-64), after unpacking the information above, now was the 

time to put the details together in a new way, meaning to test and try to find new solutions for 

expanding the boundary of understanding between the theoretical- and practical approach. 

The tryouts regarding material selection were based on the criteria of transparency, heat-

transfer printing, and embroidery properties. The best choice when it comes to heat-transfer 

printing is 100% polyester because of the color vibrancy, for transparency is organza because 

of the transparent property of the fabric, but they are thin and sensitive, therefore the question 

was if they could be embroidered without becoming damaged. All of those issues had to be 

tested and evaluated.              

мΦпΦ {ǳǊŦŀŎŜ ¢ŜȄǘǳǊŜ 9ȄǇŜǊƛƳŜƴǘΥ  

The theoretical approach of this project was about visual expression; therefore, the design 

strategy should be to stir the development in that direction, it would be unnecessary to include 

for example functional aspects in this work (Jones, 1992, pp. 75-76). The chosen methods 

were heat-transfer printing and embroidery. The tryouts should contain various aspects 

regarding expressive visual appearances, color combinations, layering, scales, details, and 

placements. An attempt to expand the boundary between those elements as much as possible 

should be made.     

мΦрΦ .ƻŘȅ ƻŦ YƴƻǿƭŜŘƎŜΥ  

According to Chapman (2004), the design process without any actual making-actions is only a 

theory of assumption without further confirmation. This step will be crucial for determining 

whether or not the bridge between the design starting point and the new translations has been 

completed and stabilized. The samples from heat-transfer print and embroidery will be 

ambitiously used for testing, pattern-making, layering, and garment construction by sketching 

in Photoshop, draping, and traditionally sketching with pen and paper. The results should be 

defined as the bodies of knowledge and new ideations.         

мΦсΦ /ǊƛǘŜǊƛŀ ŦƻǊ {ǳŎŎŜǎǎΥ  

Requirements that needed to be fulfilled for this project to succeed:  

  

-Harmony of different color combinations.  

-Contrast between the print patterns and background colors, clarities, and highlights.  

-Variations related to scale, color, material, and layer.   

-Expressive abstract visual appearances related to shape and form.   

-Transparency.  

-Different hierarchy orders.  
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нΦ 5ŜǾŜƭƻǇƳŜƴǘΥ    

нΦмΦ CǊƻƳ tƘƻǘƻƎǊŀǇƘǎ ǘƻ LƭƭǳǎǘǊŀǝƻƴǎΥ  

After have been collected the images (fig. 19, 20, 21&22), a selection process was needed to 

sort out the most interesting photographs in terms of form, expression, layer, and transparency 

(fig. 23) for further development.   

  

 
Figure 19: The library of long-exposure images  



  23  

 
Figure 20: The library of long-exposure images  
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Figure 21: The library of long-exposure images  
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Figure 22: The library of long-exposure images   
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Figure 23: Selection of images for further development.  

  

  

The first impression when looking at these images was colorfulness and abstract 

interpretation, hence they became inspirations for experimenting with prints (fig. 24) on 

different types of textile fabrics (fig. 25).  

  

  

  
Figure 24: Using photograph images as prints directly on light fabric (100% polyester), heat-transfer print.  

  

  

  
Figure 25: Impregnation print on different textile materials.   
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After evaluating the above samples, it was clear that they became unsuccessful, therefore, 

another decision was made to produce better quality print designs and expressions, which was 

converting these images into vectors using Illustrator before printing by tracing patterns 

directly from the photographs (fig. 26), experimenting with colors and then finalizing as 

shown in Figure 27.  

  

  

  
Figure 26: Tracing pattern directly from long-exposure images.  

  

  

  
Figure 27: Print designs in Adobe Illustrator.  

   

The designs became sharper and more abstract as this project was aiming for; hence this is a 

good development and should be explored even more.   
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нΦнΦ IŜŀǘπǘǊŀƴǎŦŜǊ tǊƛƴǝƴƎΥ  

The decision-making of using heat-transfer printing instead of for example digital printing 

was clear, due to the reason that the colors that came out from heat-transfer printing were 

much more vibrant and contrasted compared to digital print (fig. 28).  

  

  

  
Figure 28 Supplement (heat-transfer) print vs digital print.  

  

  

  

Based on the previous tryouts (fig. 24), now is a good time to test the print motifs on a thicker 

fabric (fig. 29).  

  

  

  
Figure 29: First test on thicker polyester fabric with background color to highlight the contrast of the print motif.  
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As we are observing the sample in Figure 29, the result was not 100% successful, the color 

did not fully cover the whole surface, because the heat was not high enough, and also, the 

background color was too bright and did not make the print stand out enough, therefore, no 

contrast expression here. This led the project in a direction that needed more distinction 

between the background colors and the motifs themselves (fig. 30&31).  

 

  

 
Figure 30: Vector print patterns in Adobe Illustrator 

  

  

  
Figure 31: Print designs on 100% polyester fabrics 
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The results became much more successful in terms of color choices/ combinations, contrast, 

and clearness. The pattern placements were decided according to the photography 

composition rules, high-light the subject, from left to right, and balance the subject between 

the main- and secondary subject (fig. 32).  

 

  

 

  
Figure 32: Print placement according to photography composition rules  
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нΦоΦ 9ƳōǊƻƛŘŜǊȅΥ  

To save time and more easily compare the heat-transfer print to embroidery, the same vector 

patterns were used for DST (Data Stitch Tajima) conversion (fig. 33). This type of file 

contains only stitch commands for Tajima embroidery machines.  

 
Figure 33: DST file 

  

After having finalized and prepared all the DST files, it was time to produce the first smaller-

scale samples (fig. 34).  

  

  
Figure 34: Embroidery experimental samples.  
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The experiments continued in relation to sizes (smaller-bigger)(fig. 35), layers (1-4 layers of 

fabrics)(fig. 36), pattern detachment (fig. 37), finishing (let the embroidery be unfinished 

instead of completing the whole design), and different materials (fig. 38).    

  

  

  
Figure 35: Embroidery of different sizes samples  

  

  

  
Figure 36: Embroidery samples with different layers  
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Figure 37: Pattern detachments embroidery samples  

  

  

  

  
Figure 38: Embroidery samples with unfinished finishings and on different fabrics  
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нΦпΦ DŀǊƳŜƴǘ /ƻƴǎǘǊǳŎǝƻƴΥ  

Based on the criteria from the previous chapter General Methodology, section 1.6, the 

constructions of garments had to be aligned with the surface texture expressions in terms of 

form and shape, with no cutting on the print but following the outlines for example (fig. 39), 

and also the shape of the garment should follow the bodily movement when creating the 

visual library (fig. 40&41).  

  

  

 
Figure 39: Cutting out pattern following the outlines of the print  

  

 
Figure 40: Bodily movements when creating long-exposure images 
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Figure 41: Bodily movements when creating long-exposure images 

 

 

These movements will be used as one of the most important references for constructing the 

shape and form of the whole collection.  

 

Many different attempts to construct the curved outlines were made in terms of material 

(fabric, metal thread, metal crinoline, plastic crinoline, latex, etc.), and finishing (fig. 42).  

  

  

 
Figure 42: Experiments with constructing curved outlines with different materials and finishings 
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The samples from Figure 42 were unsuccessful, because of these facts below:  

 

-The latex material was too heavy and inflexible.  

-The metal thread was too sharp for the thin polyester fabric and damaged it.  

-The material choices were either too thin or dull for the overall visual expressions.  

-The expression was not light nor flowy enough.  

  

Therefore, new decisions were made for further development to improve those aspects and it 

became:  

  

-Thin and transparent organza with different colors to improve the softness and transparency 

(fig. 43).  

  

 
Figure 43 

   

-Thicker and more flowy 100% polyester fabric to improve the softness and increase its fall,  

good for heat-transfer print as well, and the colors became much more vibrant (fig. 44).  

  

 
Figure 44  
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-Binding in different colors to match the fabric and thicker welding wire for the outlines (fig.  

45).        

  

 
Figure 45 

  

This method using welding wire to strengthen the outlines was also perfect for helping build 

the curves and abstract shapes, and emphasize the flowingness (fig. 46).   

  

  

  
Figure 46  
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мΦ ¢ƘŜ !ǊǝǎǝŎ [ƛƴŜπǳǇΥ 
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Look1: The new expression of flowingness and transparency, by embroidering on transparent organza to achieve that effect and for 

constructing the flowingness, the welding wire was used.   



  40  

 
Look 2: The new expression of shape inspired by the visual images and their bodily movement. The shape/ curve followed the pattern and 

created the illustration of movement. 
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Look 3: The new expression of layer combining with transparency and abstract shapes and forms in terms of exaggerations  
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Look 4: The new expression of symmetrical combined with the curved outlines, an attempt to experiment with the transparent 

embroidered organza to create a more adapted look, but still, the aim was to focus on the visual experience. 
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Look 5: The show-stopper, new expression of organic forms, exaggerations, and flowingness combined. Here, the tryout was to create a 

harmonization between these elements without making the outcome look chaotic.  
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нΦ /ƻƴǘŜƳǇƻǊŀǊȅπ{ǘǊŜŜǘ [ƛƴŜπǳǇǎΥ  
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The upper body from Look 1 combines a bodysuit and jeans short overalls, colorful socks, and high heels.  
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Underbody from 1st look combined with a green bodysuit ripped top, traditional Japanese slipper, and face mask.  
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Without the ripped top the baseball bat was used as an accessory to highlight the street-cool expression 
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2nd look combined with a yellow hoodie and light blue boots 
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3rd look combined with a long-armed orange crop top, high-waisted wide-leg jeans, and neon green platform shoes 

 



  52  

 
4th look combined with high-waisted jeans, a self-made knitted crop top, orange socks, and orange transparent heels. The new expression 

became quite fun, and colorful but still feminine and elegance 
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Underbody from the 5th look combined with a yellow shirt and neon green platform shoes. 

 








































