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Abstract

Keywords

This work explores how the idea of collage as ”components put together to create 
a new whole” can be used in the creation of garments and visual expressions in 
fashion design. As collage in fashion often is reduced to mere decoration in e.g. 
print design added to predetermined shapes, this work wishes to have the collage 
be the dominant factor in the creation of the garments in this collection. By two-di-
mensional material collages this exploration aims to investigate composition of 
material, colour, surfaces and shapes in dress. The technique of fusing is used to 
attach the different materials to each other using the material Vliesofix and heat. 
The garments are created flat with the possibility to enter in-between the layers of 
the materials and give shape on the body. By collaging with materials this work 
tries to bring the creation of material and construction closer together in the design 
process as well as bring the sketch closer to the final result by sketching directly in 
the material. The potential of having the material development be present in all the 
design steps is that it creates a greater relation between the material and shape. The 
result is a collection of eight outfits proposing new ways of constructing garments 
at the same time as exploring materials and the technique of fusing. The garments 
are somewhere in-between sketches and final results and the collection can be 
looked upon as a fashion collection or as a series of examples of possible outcomes 
from working with this method.

fashion design, collage, fusing, textile, material development
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1.1.1 Collage and cubism:

”Collage derives from the french word ”coller” which means to glue. Collage is an artwork that 
consists of different elements, such as paper, fabric, feathers etc that are glued on to a surface.” 

(Nationalencyklopedin 2015)

The first intentional collages in fine arts is said to have been made by Pablo Picasso in 1912. 
”Still-life with Chair-caning”, an oval painting where a piece of printed oil-cloth is over-painted 
with shadows and a rope used as a border, create a relief-like volume. Through the work with 
collage Picasso not only worked with the material qualities of different component but also with 
depth, flatness, volume and shadow. By this he discovered that the distinction between flat and 
volume was no longer absolute and that the two and three dimensionality that earlier separated 
painters and sculptures no longer applied (Taylor 2004).

Picasso and Georges Barque developed collage from the Papier collés which refers to the 
technique of pasting different kinds of paper, like newspaper or wallpaper on to a paper 
background, to Constructions where collages is extended to three dimensions often using poor 
material such as wood and trash that are texturized with paint or sand (Cox 2000). The Dadaists 
later use photographs from newspapers or magazines to make political and satirical collages, the 
Surrealists developed the abstract collage and artists working in the Nouveau Réalisme developed 
Décollage, the opposite to collage, where existing layers were removed in different ways instead of 
build up (Kachur 2009).

Picasso and Braque were both active in the Analytic and Synthetic Cubist period which is terms 
refering to Cubism before and after 1912. Analytic Cubism analyze objects in space by dividing 
them in to their essentials and portraying them from multiple views to create new perspectives 
whereas Synthetic Cubism is based on the creation of new forms, using basic geometric shapes, 
bold colours and collage with different materials to emphasize the material identity of the object 
(Cox 2000).

Looking at the cubist’s idea of multiple views, portraying different perspectives of an object on 
one plane as illustrated in ”Still Life with Compote and Glass” (see fig 1), where e.g. the wine glass 
is painted from both the top and the side.  This idea could relate to this investigation using the 
relation between the garment on and of the body.  The object portrayed in this BA degree work 
is the garment and the one plane is when the collage is flat in its creation e.g. what is the side of a 
garment when worn on a body could be the front of the collage when looked up on flat.

1.1 Introduction to the field
1 Background
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 Fig 1. Pablo Picasso. Still Life with Compote and Glass. Objects painted from diffrerent                    
perspectives in the same painting. 
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1.1.2 Sonia Delaunay: 

Married to the cubist painter Robert Delaunay, Sonia Delaunay was introduced to his fascination 
for colour based on the theory of Michel Eugène Chevreul, stating that colours are influenced by 
other surrounding colors and that they are intensified by simultaneous contrast. (Bosson 2007) 
While Robert investigated colour in paintings Sonia’s work had two starting points; colours 
compilation and the meeting and transitions between artforms. This made her apply these 
theories in both fine, applied and decorative art, by using various kind of mediums such as fabric 
collages, embroidery, posters, paintings, set- and fashion design. (Haglund 2007) Sonia’s work is a 
visual investigation of colour where she uses geometrical shapes as her components. In the book 
Sonia Delaunay - Fashion and Fabric, Jacques Damase quotes Sonia where she justifies these 
geometric shapes:

”if we use geometric forms, it is because there simple and manageable elements seem suitable to 
the distribution of colour; and it is the relationship between colours that make up the real object 
of our studies.” (1997)  

As the quote states she saw her work as an investigation in to colours regardless of in which 
technique or on which surface she worked. As a textile and fashion designer she called these 
works ”simultanés” (see fig 2.) (Morano 1986). Sonia had the idea of changing the way clothes 
were constructed out of printed fabrics by creating the cut of the dress and the decoration at the 
same time. She wanted to create the printed structures in relation to the body and by this not 
subordinate the decoration to the construction of the garments. (Damase 1997) 

Fig 2. Sonia Delaunay 1925. Sketch of 
simultaneous dresses.
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1.2.1 Collage in fashion:

In fashion, collage is often used in the area of print design, seen as digital printed fabrics added 
to predetermined shapes. The development of digital printing methods makes it possible to mix 
different layers and imagery e.g. photorealistic prints, with no restrictions in numbers of colours 
etc which could be the case with classical printing methods. Through computer programs as 
Adobe Photoshop, components of the print can be assembled creating a collaged print where the 
cut and past element is executed using the software features. (Bowles, M. & Isaac, C. 2009) This 
makes it possible to create papier collés collaged prints as seen in Carven Pre-fall 2013 (see fig 3.) 
or by using other imagery as the components, create more contemporary visuals and easily push 
the visual boundaries of collage. 

Digital print does not affect the tactility of the printed surface which can be seen as a loss of the 
tactile properties that often comes with the classical printing techniques. Beyond this, when 
addressing collaged prints, the tactility and properties of the materials used in classic collages are 
also lost and are in digital prints minimized to visual images. Because of this embellishment or 
other print techniques combined can be added to create a tactile quality in the material. (Bowles, 
M. & Isaac, C. 2009)

Stéphanie Baechler works with digital print and mainly uses collage through composition of 
fabric and colour to explore the relation of two and three dimensionality in print. Her fabrics are 
created by digitally printing these collages onto fabric. By cutting away the non printed areas of 
the fabric the material gets shape, defined by the printed collage (see fig 4.). The result of these 
printed fabrics has led her to the question of how fabric is used by fashion designers when 
creating garments, similar to the questions raised by Delaunay. Baechler askes herself what would 
happen if the designer was given ”fabric objects” instead of the conventional rolled up fabrics.  By 
this she approaches not only print in her work but also questions how a two dimensional collage 
could relate to the body and create new garments (Beachler 2015). 

Helen Lawrence uses collage in her degree work to partly deconstruct and create shape. By
breaking up the shape and puzzling the pieces back together side by side using black PVC 
scribble embroideries she creates a pattern and visual surface at the same time as she assembles 
and creates the shape of the garment (see fig 5.). In this way she uses the decorative elements of 
her garments as more than mere decoration, giving it meaning to the construction. 

1.2 Motive and idea discussion
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Fig 3. Dress with digital printed collage 
print. Carven Pre Fall 2013

Fig 4. ”Fabric object” by Stéphanie Baechler. 
Red outline show shape of the fabric decided 
by the digital printed collage. 

Fig 5.  Helen Lawrence MA graduate collec-
tion 2012. 
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Fig 6.  David Hammons 2011 Fig 7.  Steven Parrino. Death in America #2, 2005

1.2.2 Art:

David Hammons creates paintings by combining painted canvases and fabric. By attaching 
fabrics to the canvas, letting them hang out from the sides of the painting, he creates 
compositions of colour and material that blurs and question the borders of the traditional canvas. 
The materials used create drapes and three-dimensionality when it is attached on some parts and 
let go on others to be affected by gravity (see fig 6.) (White Cube 2015). The use of the material’s 
quality to drape enhances the material presence in his work. The way he attaches the materials 
creates fixed creases and a sort of frozen, stiff feel in contrast to the lose drapes, which create 
tension between the different surfaces in the art works. 

Steven Parrino also worked with transforming the boarders of the traditional canvas. By painting 
and distorting the material on the canvas he created ”misshaped paintings”.  (Artsy 2015) This 
creates a three-dimensionality in the traditionally two-dimensional surface as well as enhances 
the material quality of the work. He used colour blocking and geometric shapes that are distorted 
through the creasing of the material (see fig 7.). 

What these artist have in common is their work with the redefinition of the canvas by 
questioning the set borders of the rectangular or square using the material properties to 
drape and crease. As a result of this they succeed to create three-dimensional works of art on 
the two-dimensional surface. They work in the area between painting and sculpture, addressing 
mass, form and volume, similar to the early collages of Picasso. Hammon’s and Parrino’s works 
are important references in this investigation due to the way they work with the material 
properties and the effect on two- and three-dimensionality that it gives. They address form 
through material which is very important in this exploration.
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Collage is commonly used in the fashion design process in the creation of mood boards, the tran-
slation of research to design ideas and in fashion illustrations (see fig 8.). This is clearly shown if  
”collage+fashion” is typed in the to the google image search field as it shows various examples of 
illustrations and sketches created through collage techniques (google.se 2015). Simon Seivewright 
(2012) suggests an exercise in the book ”Basic Fashion Design 01: Research and Design”, to help 
designers find shape, silhouettes, print and colour for their design through collage with research 
imagery on fashion figures. Todd Nicewonger2 talked about how these collaged sketches lay the 
ground for the work with the collections in many design schools and that the sketches are loo-
ked up on as the guide for the desired results. When working in the way Nicewonger describes 
it could be presumed that the design in the process occures during the sketching and then not 
designed but realized through the work with the construction, materials, prints etc. If one would 
take the collaged sketch method and apply it to the making of material and construction, the gap 
between sketch and result could decrese and the design would be done in the actual making of 
the garments and materials. 

2 Nicewonger, T. Volume, Balance and Atmosphere: Exploring the Language Practices of Makers. Designseminarium, The 
Swedish School of Textiles. 2015-01-27

1.2.3 Collage as a sketch method:

Fig 8. Collaged sketches, Central St Martins
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1.2.4 Relation between form, material and decoration in fashion design:

As collage often is used as prints added on to garments as a decorative ad ons without signifi-
cation for the shape of the garment (see 1.2.1 on page 5.) this BA degree work wish to have the 
collage create the decorative aspects as well as have impact on the shape and material creation in 
the garments. Therefor this section will present works that offers a direct relation between form, 
material and decoration or two of them by having these factors impact each other and creating 
two or more of them in the same step in the design process.

A pioneer within the field of structure and shape is the japaneese designer Issey Miyake. Miya-
ke combines pleating techniques with new technology to create garments where the shape and 
decorative structure of the surface is created at the same time (see fig 9). In ”Pleats Please” the 
garments are first cut and sewn together, then pleated to give the shape and structure, the pleating 
is what shapes and decides the outcome of the garment. Due to the pleating technique the mate-
rial properties is of great importance to be able to create the intricate pleats and hold the shape 
(English 2011).

9

Fig 9. Issey Miyake, pleated dress.
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Fig 12. Process picture from ornament to construc-
tion. Emelie Ahlnér, ”Kurbitch” 2013. 

Fig 11. Garment on body.
Emelie Ahlnér, ”Kurbitch” 
2013. 

Fig 10.  Metal materal stretch 
the knitted material and cre-
ates the shape of the garment.
Linda Dekhla, ”Inlay” 2014. 

In the licentiate thesis ”On form thinking in knitwear design” Karin Landahl (2013) explores the 
relation between form-thinking and knitwear. She writes that material and form often are seen as 
two different steps in the design process where the material is made separately and constructed in 
to a specific shape. In her thesis she states that knitting techniques offers the possibility to bring 
together material and shape to one and investigates this by exploring different ways to approach 
shape through the creation of the knitted material (Landahl 2013).

Linda Dekhla addresses material and shape in her BA degree work ”Inlay” by combining the 
techniques of knitting and weaving. The properties of the knit technique combined with the 
materials woven in to the knitted pieces creates the shape, structure and visual properties of her 
garments. The rib knit does not only give specific structure to the material but also have shape 
giving properties as it has the ability to contract and stretch. The materials woven in to the knit 
have decorative aspect due to their colours and surfaces as well as an impact on the shape be-
cause of their stiffness which streches the knitted material (see fig 10.). By this Dekhla addresses 
material, shape and decoration in her work and combines these to one step in the design process 
where they all are created simultaneously. 

Emelie Ahlnér aims to change the relationship between construction and ornament in fashion 
design in the BA degree work ”Kurbitch”. Stating that ornament often is added on to the construc-
ted garments as mere styling, she use the classic swedish decoration of kurbits as her foundation 
for the construction of the garments and explores the structures in ornaments as possibilities for 
construction and new shapes. (see fig 11 & 12.) (Ahlnér 2013). By this Ahlnér work with decora-
tion and construction in her work, but the material development is still a separate design step. 

1.2.5 Area of interest: 

Looking at how collage often is used as printed fabrics applied to given garments and analyzing 
some of my previous works where material developments been applied to a given shape, I now 
wish to let the material, the collage, create the shape and like Delaunay not have the visual ele-
ments and the decoration subordinated construction. In this way I see potential in developing the 
idea of collage in fashion, from merely a decorative aspect. 

My interest lies in how collage can be used as a technique to investigate different elements in 
composition on body. Using the idea of collage as different components put together to create 
a new whole, my interest is to see what possibilities there is for garments as well as visual ex-
pressions in the creation of collages. Using different materials and colours I aim to investigate 
the visual expression and relation between colours, materials, surfaces and shapes. Like David 
Hammons I like the properties of the textile materials to be visual in my collages and explore the 
possible two- and three-dimensionalities of collaging with textiles.

I intend to work with the collage flat, as in the creation of a painting and by adding the three-di-
mensional body as the tool to display different perspectives of the collage. This raise the question 
of how to work with the flat constructed collage and make it possible to wear these as garments. 
Because of this I will investigate ways to construct wearable forms, which are flat in the construc-
tion, taking form on the body. I think it is important to have generally known garments as a 
result to be able to look upon the work and understand what is new and different. As in the work 
of Hammans and Parrino, the reference to recognizable garments is as important as the boarders 
of their canvases, to understand what is misshaped and questioned. 

I aim to present an expressive visual result as well as open up for the discussion about how mate-
rial and garment can be created simultaneously.

The aim of this work is to explore two-dimensional material collages
for the use in clothing.

1.3 Aim
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2.1.1 General about design methods:

Dagmar Steffen (2013) talks about experiments in different fields of research in the paper ”Cha-
racteristics and interferences of experiments in science, the arts and in design research”. She wri-
tes that experiments in design and art often is used as a metaphorical expression for something 
novel/innovative. Looking at history, experiments has been described as a method to establish the 
validity of the hypothesis connected to scientific research. In scientific research the main reason 
is knowledge creation and the work refers to a hypothesis or theory. She states that an artistic 
researcher is obliged to not only deliver a new expressions (that could be described with the me-
taphoric term experimental), but aslo be able to place the work within a theoretical framework to 
contribute to knowledge. She exemplifies experiments in practice-led design research as a com-
bination of experiments from science and the field of art and states that experiments in this way 
will lead to the outcome of contribution to the knowledge trough data, hypotheses and theory as 
well as innovative artifacts, new methods and processes. 

Michael Biggs (2002) questions in his paper ”The role of the artifact in art and design research” 
whether an artifact can posses knowledge and be the answer to a question or if its property only 
is to point out problems and raise questions. He problematize the idea through explaining the 
problem with how aesthetic objects are being interpreted by the viewer; the context, surrounding 
objects and the viewers cultural and social background all affects how the artifact is read. He sta-
tes that if the object is to be presented as an answer the reception can not be an uncontrolled pro-
cess and stresses the importance of objects and text in combination as a way to communicate the 
discovered knowledge. For others to gain from design research it is of great importance for the 
artist to be able to communicate the process and why and how the decisions have been evaluated. 

He also talked about the importance of that the outcome/knowledge is a contribution to some-
one els than the artist herself. By researching other works in the close field one can identify the 
context and state where and for whom this research can be of contribution.

2.1 Method

2 Method and Development
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2.1.2 Collage experiments and mistake-ism:

Since my interest in this work is collage and how this can create visual compositions on the body, 
my given starting point is the collage as such. By defining it as ”different components put together 
to create a new whole” I start by investigate what components to use and how these can be put 
together to give meaning on the body. To formulate the question by breaking up the problem in 
to pieces a wide range of experiments are executed. They help me to find my technique, my com-
ponents and the potential in my given factors. These experiments are made through an trail-and-
error manner, where the experiments are first executed without rejection and then looked up on 
and analyzed.

Brand and Binder (2007) state in their text about design research that ”much emphasis is placed 
on using the insights gained from the analysis of the earlier performed experiments when crea-
ting the new experiments.” and this is also the case for my experiments. After one experiment is 
executed and looked at, the work is taken further by the change of some factors to improve and 
successively investigate the relation between materials, colours, composition and garment.  

The experiments are executed in full scale to be able to understand the qualities of the materi-
als and minimizing the risks to get lost in the translation between half and full scale. This work 
aims to work with the collage in the materials and not focus on the collage as illustrative sketch 
method (see 1.2.3 on page 8). This is done to try to not separate the design steps of sketch and 
result in the process.

In this work chance and the unforeseen are of greate importance to be openen minded to the 
possibilities within this investigation. Collage and chance have been combined in art through e.g. 
Hans Arp’s work ”Untitled (Collage with Squares Arranged according to the Laws of Chance)” 
(see fig 13) where he uses gravity as a a tool to arrange the components in his collages. Anna Ger-
ber (2001) writes in the article ”Honour thy error: can happy accidents save us from crude perfer-
ctionism?” about ”mistake-ism” as a process where the artist create a system to  plan mistakes and 
encourage the unforseen and look up on these mistakes as a quality. 

This BA degree work does not work with absolute chance but allowes chance with in a set system 
of mistake-ism where some factors are decided by the designer to give space for ”happy acci-
dents”. An example of this would be the creasing of the fabrics when fusing the collages; how the 
material creases and the volume it gives are not compleatly decided and can not be recreated in 
exactly the same way. 

13
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Fig 13. Untitled (Collage with Squares Arranged according to the Laws of Chance). Torn-and-pasted 
paper and colored paper arranged by gravity. Hans Arp 1917.

2.1.3 Fusing:

After experimenting with different techniques to attach the layers of the collage the conclusion 
was drawn that fusing was the most interesting method. This connects to the history of collage 
since a common way of assembling the materials has been to glue them. The technique in this 
work is to use a thin non vowen ”fabric” of glue, Vliesofix, that are put in between the layers, then 
heat fixated to melt and glue the materials together. This is done by the use of an iron or a flat bed 
press on 150 degrees celsius.

Fig 15. Flat bed press used to melt Vliesofix.Fig 14. Iron used to melt Vliesofix.
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2.2 Development

Fig 16. Process Fig 17. Result, layers of material

2.2.1 Framing the problem:

The first experiment was made by collaging with garments, fabric and graphic motifs flat on a 
wall. Images and text were projected and applied on to the garment using paint. The different 
materials were connected through gluing. The potential in this experiments were the layering of 
materials as a way to collage.

The second experiment approched collage as a sketch method using Adobe Photoshop. Through 
the components of a given silhouette from a photography, an abstract shape and graphic text 
differnet elements and compositions were investigated. The sketch was then transferred to 1/4 
scale and then to full scale. The problem here was the translation from sketch to garment. When 
translating the sketch I realised that it lost some of the directness that I would like to work with 
and I then choose to explore different possible techniques, as embroidery and felting, that could 
connect the layers (garment, shape, text) instead of realising it as close to the sketch as possible.

Fig 18. Collage made in 
Adobe Photoshop.

Fig 19. 1/4 scale and full scale try-out Fig 20. Embroidery and
 felting try out
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Based on the technique of needle felting, a collage was made with layering fabric and then con-
necting them with a felted black line and a white area. I think the black felted line create an inte-
resting effect on the transparent fabric but this technique was not taken further in this investiga-
tion.

Both following experiments are based on 1/4 sketches where scraps of fabric were collaged in a 
plastic pocket, then connecting by sewing to create form on the body.

Fig 24. 1/4 scale sketch

Fig 21. Process needle felting Fig 22. Detail picture, white felted area Fig 23. Collaged materials
 on manniquin

17



In this experiment fabrics were layerd between a transparent plyester fabric and then fused 
together using Vliesofix to create a flat, incapsulated material. This was a breakthrough in the 
process as following was concluded:

- There is possibilities for material manipulation by working with different material compositions, see fig 25.
- There is a depth created in the surfacethrough the creases in the material evan though the result is flat, see fig 26.
- There is possibilities in creating shape and fabric simultaneously when the material released from the fusing, see fig 
27.

This experiment is based on experiment 4  but some parts of the top layer is cut away to create 
different surfaces in the material and create a fabric where shape can be created when the non 
fused materials are affected by gravity.

Fig 25. Process of layering materials Fig 26. Details of material Fig 27. Black line shows fused area. Red line 
shows where shape is created through the non 
fused material surfaces

Fig 28. Process of creating the material 
flat on a table.

Fig 29. Detail of fused and non fused 
material. 

Fig 30. Shape is created in the non fused 
areas.
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2.2.2 Approach the body:

Based on the last two presented experiments (see page 17), the decision was made to continue to 
work with fusing as a technique to assemble the materials. So far, the results had been flat, more 
or less rectangular fabrics and the question was now how to give these materials meaning on the 
body. This was invesigated  through a serie of full scale experiments.

When draping with the rectangular fabrics on the mannequin the materials in the collage create 
the visual expression of the garment but do not affect the shape (see fig 31-33). 

A try-out was made where there was possible to enter with the body in between the layers of the colla-
ge.  As in previsous example the materials of the collage create the visual expression of the garment, but 
the shape is created by the outlines of the collage. The wish is for the components in the collage to have 
a greater impanct on the shape and still create the visual expression. 

Fig 31. Draping with the fabric on 
mannequin.

Fig 32. Draping with the fabric on 
mannequin.

Fig 33. Garment on body.

Fig 34. Outline of the collage. Fig 35. On body, back. Fig 36. On body, front.
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After researching how garments have been made out of whole pieces of fabric, the desicion was 
made to make a collage in the shape of a kimono pattern. Assembled on body as the pattern was 
attended to be was not that successful, but when continuing to drape with it in different ways 
more successful and interesting shapes were achieved; since the college consist of different mate-
rials these have different qualities on the body and that was an interesting aspect when draping it 
in different ways.

This example was made by taking an earlier collage and identifying what could possible be seen 
as a garment reference. Something that looked like a sleeve were identified and the piece was tri-
ed out on body. After the collage was once again put flat on the table and the pieces missing (back 
side) was added to create a whole garment. 

Fig 36. Collage made in the shape of a 
kimono pattern.

Fig 37. Draped in the shape of a kimono. Fig 38. Draped freely.

Fig 39. Collage, marked area was identified as a sleeve. Fig 40. Collage placed 
on body.

Fig 41. Back of gar-
ment missing.

Fig 42. Collaged back.
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Going back to the example when the body entered in in between the layers in the collage and the 
idea that the non fused areas create shape, a try out was made to try to construct a t-shirt flat on 
the table through the fusing technique. Two more try outs were made in different scale and mate-
rials to see what expressions and possible garment could be made. This was a breakthrough in the 
process as this approch combine the creation of material and shape and opens up for the possibi-
lity to create wearable garments.

Fig 46. T-shirt collage on body.

+ =

Fig 43. Black line shows fused area. Red 
line shows where shape is created through 
the non fused material surfaces.

Fig 44. Bodys position in between 
the layers of the collage.

Fig 45. Weareble collage in the shape of 
a t-shirt.
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Fig 47. Second try-out flat and on body.
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Fig 48. Third try-out flat and on body.
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2.2.3 Development trousers:

Fig 49. Sketch. Fig 50. First try-out trousers flat.

Fig 51. First try-out of trousers on body. Marked area shows how the fused material stands out from the body. 

The decision was made to try to construct different kind of garments with the technique shown 
on page 23. A sketch was used as a guide for composition at the first try-out. The legs are 
constructed as two tubes fused together over the hips and bum and the orange material is 
covering the crotch. In this try-out a couple of obstacles occur as the difficulty to get the right 
proportions since the body is absent when working flat on the table and the importance of the 
placing of the fused areas, as the fused area stiffens and does not follow the body (see fig 51.).
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A second trial to create trousers was made based on an finding in an earlier collage that a cut 
in the material made it possible to put the leg out and in between the two layers. Two cuts were 
made on a rectangular piece of fabric and material was used to create the outsides of the legs. An 
area between the yellow and blue material were not fused to create a space where the leg could go 
through.

Fig 52. Idea for trousers. Red mark showes where 
there is a cut in the pink material under the grey 
fused area.

Fig 53. Idea for trousers. Red mark showes where there is 
a cut in the pink material making it possible to put leg in 
between the pink and orange layer. 

Fig 54. Second try-out trousers, inside. the white shaded area shows 
where a space is created for the led to come through (on both sides).

Fig 55. Second try-out trousers, outside.

Fig 56. Second try-out trousers,on body.
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A third trial was made based on the construction of the second one, but where more thought was 
given material choice and composition. The fabrics were wrinkled and creased to increase the 
expression of the fusing and the material properties. 

Fig 57. Third try-out trousers flat, front. Fig 58. Second try-out trousers flat, back. 

Fig 59. Third try-out trousers on body and in movement.
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Fig 60. Fabric crinkled to make a structured 
surface. Under the fabric is another fabric with to 
cuts for the legs (see fig. 63). 

Fig 63. Backside of trousers flat with finish. 
Shaded area shows were base layer and crinkled 
fabric were fused together.

Fig 64. Trousers on body before finish was made. 

Fig 61. A layer of Vliesofix and tulle added on top 
of the crinkled fabric. 

Fig 62. Fron of trousers flat, with finish. 

A trial was made to make a pair of completely fused pants in the same principe as the previously 
described try-outs. A base layer with to cuts for the legs were fused with crinkled fabric in the 
area shown in fig 63. A second layer of Vliesofix and tulle was then added (see fig 61).



2.2.4 The problem in working based on line up sketches:

To try to get better proportions on body and get closer to det composition in the sketches, the 
pieces for a dress were developed by draping on the mannequin. The result was good in 
proportions but looked to controlled and lacked room for mistakes. By looking at the sketch 
created through digital collage the design of the garment did not happen in the creation of the 
two-dimensional collage, but in the computer. Because of this a decision was made to not base 
the experiments on the line up, but to base the line up on the experiments.

Fig 69. Assembling through fusing Fig 70. Collage flat, back. Fig 71. Collage flat, front

Fig 72. Collage on body, with traditional constructed sleeve.

Fig 65. Sketch created 
in Adobe Photoshop.

Fig 66. Pieces draped on manne-
quin.

Fig 67. Pattern pieces Fig 68. Pieces in right material
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2.2.5 Development of t-shirt and print motive:

The first two t-shirt prototypes were made in jersey (see fig 75) and in a woven material (see fig 
79). The idea was to have the fabric folded to close the shape over the shoulders, then pulled 
together and fused to create the right size and shape of the t-shirt. In these try-outs two different 
ways of adding prints was tried out. In the first prototype, a transfer print was printed on to the 
added material used to fuse the shape. This made the print look the same but on have a crinkled 
background. In the second prototype the motif was printed on the main material before the 
fabric was pulled together and fused. This distorted the motif and made it appear different due to 
the re-shape of the material.

Fabric folded to create sholder seem

Fig 73.Width of fabric 

Fig 76. Fabric for second prototype with 
transfer printed motif.

Fig 77. Fabric pulled together to create 
right size, re-shaping the print. 

Fig 78. Layer of Vliesofix and tulle added on 
front- and backside. 

Fig 79. Second t-shirt prototype on body.

Fig 74. Red mark shows fused area that 
shapes the material to the right size. 

Fig 75. First t-shirt prototype on body with the 
motif printed on the top layer of the garment.
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Fig 80. Top row shows ”print” try outs with letters in print and application. Second adn third row shows material try-outs before and after fusing. 
Red mark shows the material that were chosed be used on a t-shirt. 

Looking at the first and second print try-outs (see page 30) the second one where the print was 
first added and then re-shaped seemed like the most interesting one since the action of creating 
the shape of the garment affect the visual expression of the print. However the photorealistic print 
did not create a very expressive visual result and the decision was therefore made to try out more 
graphic motives. Samples were made with different letter with the belief that when distorted they 
would create interesting graphical shapes. A couple of samples were made with different letters 
and transfer print and the letter E was tried out as a application in different fabric qualities with 
shiny structures. When evaluating these samples the distorted motives still resemble the original 
letters to mush but the idea of bringing in a different materials with structure and shine in the 
”print”way and interesting way to add new materials to the collages. Therefore try-outs was made 
with additional materials fused on to fabric as a rectangle. This resulted in a expression similar 
to the one in Steve Parrino’s artworks (see page 7). In the chosen material sample (see fig 80) the 
cresing shows very clear due to the material and colour. 
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Fig 81. T-shirt front. Dashed line shows fabric fold line. Fig 82. T-shirt backside. Red mark shows cut for neckline.

Fig 83. T-shirt on body worn with voluminous dress. 

A t-shirt was created with the chosen print from previous page based on the same principle as 
the first and second t-shirt prototype, but with slightly different proportions and less creasing 
around the neckline. The garment is closed in the side with side seams and a slit was left in one 
side to have the t-shirt correspond better with the shape of the intended dress that would be worn 
under the t-shirt. By having an opening in one side the volume of the dress would not be pushed 
together and decreased by the t-shirt.
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Body impact the shape 
of the collage when fa-
bric is pushed forward. 
Integrate pockets to 
make the position of the 
hand more natural.

To much volume volume in front creates an unflattering 
shape. Fuse area to flatten out material.

Accidental detail: slit. 

Fig 88. Dress on body. Details and changes are pointet out with red marks. 

Fig 84. Tulle as a frame Fig 85. Detail of tulle fused with 
fabric.

Fig 86. Process of collaging flat on 
a table.

Fig 87. Dress flat. 

So far the garments made have had the fused area on front- and backside making the non fused 
volume appear on the sides of the garments. Therefore a try-out was made to have the fused area 
as a frame around the body (see fig 84) closing the garment in the sides and by that have the vo-
lume on the front- and backside of the garment. A slit was create in the back of the dress and this 
was not thought trough in the making but discovered when trying it on the body. This accidental 
detail can be seen as an example of mistak-ism (see page 13).

2.2.6 Development dress:

32

Fig 89. Red shaded areas show 
non-fused area to create pockets.

Fig 92. Finished dress on body.

Fig 90. Backside.
Fig 91. Detail picture of pocket.

When the dress was tried on body a second layer of tulle was decided to be added to decreases 
the amount of volume in the front and in this step also add pockets to have the position of the 
hands create a specific silhouette that would create a biggger tension between front- and backside 
of the garment. The pockets were made by leaving some areas inbetween the green and turquoise 
fabric to be unfused to be able to enter in between the tulle and the main material.
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Fig 93. Dress with transparent 
fused material on the outside.

Fig 94. Dress inside-out with the 
fused material on the inside. 

Fig 96. Fabric added on to shape in fig x. A layer 
of Vliesofix is ut inbetween the fabric and shape to 
fuse them together. 

Fig 97. Vliesofix and tulle added on top of the material to create contrast between surfaces fused 
form the inside (incapsulated material) and outside (drape).

When investigating fusing as a way to assemble the materials both sides of the fused surfaces 
(when the material is fused form the outside as in fig 93 or from the inside as in fig 94) had inte-
resting qualities and textures. When fusing from the outside the creases and materials are ”encap-
sulated” and the creases create a visual structure while the material is flat. When having the fusi-
ng on the inside the materials have a three-dimensionality in themselves and the fusing creates a 
”frozen drape”. In this dress the intention was to have the areas fused from the inside dominating 
and to ad a small area of fusing from the outside as a contrasting surface (see fig 97).

Fig 95. Red mark shows the area fused together 
with the fabrics from the inside. Black area shows 
where a layer of tulle is added and fused from the 
outside.
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Fig 99. Backside.  Fig 98. Frontside.

Fig 100. Dress on body. 
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Fig 101. Rectangular fabric folded to create 
shoulder seam and seeves. Silver material fused 
on to the fabric befor shape is created.

Fig 103. Front.

Fig 102. Material shaped and tulle added. 

Fig 104. Backside.  

Fig 105. The shape of the sleeve is depending on how big the opening in the side seem are. The thighter sleeve what chosen for 
this dress. 

Dress created in the same manner as the t-shirt with an applied ”print”. 
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Fig 106. Dress on body. 
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Fig 107. Tubular piece folded at black line, sewn at red line. Fused 
with transparent material. For more images see page 22. 

Fig 109. Long sleeve made by two identical pieces  
sewn together at red lines and fused onto dress.

Fig 110. T-shirt sleeve (for further description see page 29).

Fig 111. Functional sleeve made in several steps. Further 
descirbed on page 39.

Fig 112. Sculptural sleeve. Further described on page 38. 

Fig 113. Functional sleeve made in one step. Further described 
on page 41. 

Fig 108. Try-out with traditionally constructed 
t-shirt sleeve.
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A long time into this investigation I struggled to construct sleeves with my technique. This side 
presents an overview in chronological order of the development of sleeves and the next pages will 
further describe some of these sleeve constructions and garments.

2.2.7 Sleeve development:

Fig 114. Dotted line shows where fabric is 
fodled closing the shape over the shoulders 
and around arms. Arrows show where 
the tulle on front- and backside are fused 
together closing the shape in the sides. 

Fig 115. Red area shows what must be cut 
away and not fused on back piece to get 
width around the hips.

Fig 116. Backside.

Fig 117. Top on body. 

The body shaping the garment creating shades in the flat front piece. 

Looking at the t-shirt, having the fold of the fabric create the shoulder seam and sleeves, a try-out 
was made to create long sleeves in the same manner. The idea was also to position the non fused 
volume over the fused area since non of the earlier garments had that. The shape of the fused 
area creates a shading between the arm and body as pointed out in fig 117. This gives a sculptural 
shape and an illusion of a functional sleeve even though the sleeves in fact are non functional, 
meaning that it does not give full mobility.
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Fig 118, Principle of the garment construction. 
Black lines show cuts in main material. Grey 
area shows example of added fabric to create 
sleeve. Red lines show basic fusing to attach grey 
and main material to create sleeve.

Fig 121. Grey and black fabric fused 
together at red lines.

Fig 122. Material flat with two 
fused sleeves.

Fig 123. Sleeve on body.

Fig 119. Main material on 
dummy. Arms enter trough the 
holes in the material creating 
the inside of the sleeves. 

Fig 120. Second material draped on dum-
my to create outside of sleeve. 

An idea for creating sleeves came from the development of trousers (see page 25) where cuts in 
the material made it possible to enter in between the layers. Using the dummy to get the right 
proportions cuts were made so that the main material (see fig 119) created the body of the gar-
ment and the sleeve on the inside of the arm. A second material was added (see fig 120) to create 
the outside of the sleeve and draped on the dummy to get the right width over the shoulder. The 
material was then put flat on the table and fused together at the red lines in fig 121. This crea-
ted functional sleeves with good movability. Next steps in the process was to fuse the front- and 
backside and close the sides of the garment. When closing the sides, the garment needed to be 
folded as in fig 127 and an additional material was used on front and back to create the sides of 
the garment.

Material draped to get right 
widht over shoulder.
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Fig 124. Collaging front and back-
side.

Fig 128. Finished jacket on body.

Fig 125. Jacket on dummy, front Fig 126. Jacket on dum-
my, backside.

Fig 127. Folding garment to fuse 
materil on front and and backside to 
create sides of garment. 

The development of this sleeve construction was very successful, since it was the first long 
functual sleeve made with this technique. However, the need to use the dummy in the creation 
and the second step of folding the collage (see fig 127) to create the rest of the garment was to 
take it one step further from two-dimensional collage to three-dimensional. Try-outs was made 
to make the construction of this garment easier and more direct and small scale try-outs were 
made to have the whole garment created in one step, it was not solved. This idea could be so-
mething to further develop, but the desicion was made to continue with other try-outs to get 
functional sleeves in one single step and without using the dummy.
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To create a functional sleeve in one step this experiment was development from the principle of 
the t-shirt; fold the fabric to close the shape over the shoulders and sleeves and pull the materi-
al together and fuse it to create the shape of the garment. Having the tulle stick out a couple of 
centimeters in the sides, the fused tulle creates a side seam, closing the garment in the sides. The 
result was a pair of wide sleeves (see fig 133) that made it possible to move the arms, which was 
my criteria for a functional sleeve.

Fig 129. Blue fabric is folded to create shoulder seam. Black mark 
shows where blue and orange fabric are fused together.

Fig 131. Backside.

Fig 133. Dress on body.

Fig 132. Close up on sleeve construction.

Fig 130. Front.
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Fig 134. Dashed line shows fabric fold. 

Fig 138. First sweater on body.

Fig 140. Second sweater on body.

Fig 137. First sweater flat.

Fig 139. Second sweater flat.

Fig 135. Fabric, Vliesofix and tulle. Fig 136. Sweater in the heat press. The thick material 
makes it hard to melt all the glue and the dark colour 
of the fabric makes it more visible than on a lighter 
fabric.

Two black sweaters in different materials and proportions was made based on the same sleeve 
principle as in the dress on page 42. A heavier knitted material was used in this first sweater (see 
fig 138) and a jersey was used in the second one (see fig 140). In the first sweater the material got 
very thick when creasing it and it was therefore hard to get all the glue to melt when putting it in 
the heat press (see fig 136). In both garments the glue from the Vliesofix is very 
visible due to the dark colour (see fig 137) which made it look like the technique was not 
mastered. 
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Fig 142. Shaded area shows fused area.Fig 141. Material folded over shoulders. 

Fig 145. Coat turned inside out.  

Fig 143. Center front is cut after the material is 
fused. Center front is shown with dashed line. 

Fig 144. Coat on body.  The lenght of the center front cut makes the sleeves more voluminous in the back and the garment slightly tilted.

Tilted shape

Coat made with the same sleeves as dress and sweater on page 42 and 43. When wearing the coat as 
in fig 144 the tilted shape creates a great difference in shape from the flat collage and collage on body 
which shows the bodys impact and position within the collage. 
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Fig 146. Front of first skirt try-out.

Fig 148. First skirt try-out on body.

Fig 149. First skirt try-out inside out on body.

Fig 147. Back of first skirt try-out.

A skirt was made by having to rectangular pieces on front an back fused with two different fabrics 
that closes the sides of the skirt. The basic construction principle in this works well, but regar-
ding proportions and how the materials are distributed this could be more interesting both in the 
matter of shape and visual composition.The areas of fused and non fused and teh amount of the 
two colours are quite similar and therefore there is no tension created in the composition. The 
shape of the collage on body is more affected by gravity than the body and the body is not needed 
to create this specific shape.

2.2.8 Skirt development:
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Fig 150. Folded material.

Fig 153. Second skirt try-out flat and on body.

Fig 151. Fabric arranged to give shape. Fig 152. Second material, vliesofix and tulle 
added before fusing.

Second try-out was made with a rectangular piece of fabric folded so that the fabric edges met in 
the back. When arranging the material the idea was to have more contrasts in the shape by not 
having the same amount of material and length on both sides. An additional fabric was added on 
the front piece to try the colour combination. This skirt had a more interesting shape and
distribution of volume than the first one and the body’s position within the garment was more 
visible.
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Fig 154. Front of third skirt.

Fig 156. Third skirt on body. Mark shows how skirt is forced by the body and the obening 
in the back that creates a slit.

Fig 155. Backside of third skirt. 

A third skirt was made in more or less the same way as the second one, but with slightly changed 
proportions. The fused area was shortened and the fabric was pulled in more to make the skirt 
tighter. This creates more tension in the silhouette and between the fused and non fused areas. 
This was a successful garment because of the tension between the surfaces, the way the body pus-
hed the collage and force the shape (which enhance the body’s position) and how the opening in 
the back of the skirt reference to a slit (see fig 156) and relate the shape more towards a garment 
than an abstract shape.
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2.2.9 Complement garments:

Fig 157. First top. Short front piece, long back.

Fig 160. Final top. Flat front and back.

Fig 162. Complement dress. Frontside flat. Fig 163. Complement dress on body.

Fig 161. Final top. On body front and back.

Fig 158. Second top. Traditionally 
constructed. Fusing added on back 
piece.

Fig 159. Second top on body.

A top was then created without traditional construction. The front was kept unmoved and the 
back was fused and longer. The side seams was fused together but open approximately ten centi-
meters to be able to tuck in the front piece in the waist line.

A similar dress was made as a complement garment for the coat, but the front piece was extended 
and the fused area was on the inside of the of the garment. This dress was later made in an olive 
green in the same manner.

The idea was to make a simple top as a complement garment that would keep the focus on the 
pants. First garment was a top that was shorter in the front and longer in the back. The quali-
ties of the long fused and non fused back had good qualities in movement, but the proportions 
in the front was to short and wide. The decision was made to make a new top, keeping the long 
back piece but have the front tucked in to show the waist of the pants to show that it is a separate 
piece and not have the top and pants blend in to each other and create the illusion of a dress. A 
traditionally constructed blouse was made. Seeing this in the line up (see page 53) the discussion 
was that  the traditional construction of the blouse interfered with the other garment but that the 
simplicity of the front and the longer back was good features to keep. 
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2.2.10 Colour and material development:

The approach towards colours and materials in this investigation has been open-minded and the 
idea has been to try different colour and material combination with each experiment. However, 
I now see that some colours and materials have been more frequently used than others, because 
of their quality, colour or simply my taste. I have chosen my materials by buying off cuts in the 
fabric store, use leftover fabrics that I have found and by buying materials with different colours 
and textures. The reason for using leftovers and off cuts has been to narrow down the assortment 
and force myself to use and see the qualities in materials I would not necessarily have chosen. The 
low price has also encouraged me to be braver in my experiments since I have been able to buy a 
lot of materials.

In this work light colours have been dominant because of the issue described on page 43; because 
of the creasing of the materials and the thickness, the Vliesofix does not always melt properly. 
On a dark material (see fig 188) this is very visible while on a light material it is not visible at all 
(see fig 183). This is also the reason why the majority of the fabrics used are more or less the same 
thickness, because when creasing these, the material is still thin enough to press properly.

Fig 192. Grey cotton, green 
polyester satin fused with 
transparent polyester fabric.

Fig 164. Grey polyester, blue 
cotton, yellow polyester satin 
fused with grey organza.

Fig 165. Grey cotton, pink cu-
pro, green polyester satin fused 
with orange tulle.

Fig 166. Pink cupro and orange 
polyester lining fused with grey 
organza and transparent polyester.

Fig 167. Blue viscos, yellow polyester 
satin and blue cotton fused with 
transparent polyester and orange tulle.

Fig 168. Checked polyester 
fabric, green acetat lining and 
blue denim fused with transpa-
rent polyester fabric.

Fig 169. Purple cotton, orange 
polyester lining, dark purple 
wool and grey polyester/wool 
blend fused from inside with 
transparent polyester fabric. 

Fig 170. Checked polyester and 
painted transparent polyester 
fabric fused with same 
transparent polyester fabric.

Fig 171. Black and grey polyes-
ter fused with blue and orange 
tulle.
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Fig 189. Turquise and mustard 
yellow viscose fused with 
transparent polyester fabric.

Fig 190. Black organza, grey 
cupro, orange polyester lining 
and pink viscose.

Fig 191. Blue cotton, grey cupro, 
orange polyester lining fused 
with transparent polyester 
fabric.

Fig 188. Knitted material fused 
with black tulle.

Fig 184. Mustard viscose and 
pink unknown quality fused 
with black tulle.

Fig 185. Mustard viscose and 
grey cotton fused with black 
tulle.

Fig 186. Black polyester fused 
with transparent polyester 
fabric.

Fig 187. Polyester jersey fused 
with black tulle.

Fig 173. Purple cotton fused 
with blue tulle.

Fig 172. Black acetat and grey 
polyester lining fused with 
orange tulle

Fig 174. Yellow printed poly-
ester crepe fused with purple 
tulle.

Fig 177. Black acetat and 
purple polyester lining fused 
with black tulle.

Fig 176. Purple acetat lining, olive 
viscose, green polyester and black 
polyester fused with black tulle.

Fig 178. Purple acetat lining 
fused with orange tulle.

Fig 179. Blue cotton and silver 
fabric fused with black tulle.

Fig 175. Turquise acetat lining 
fused with white and neon 
green tulle.

Fig 183. Turquise furnishing 
fabrich with structure fused 
with light blue tulle.

Fig 182. Grey cupro and silver 
fabric fused with black tulle.

Fig 181. Black polyester and 
green polyester satin fused 
with orange tulle.

Fig 180. Blue polyester micro 
satin and orange polyester lining 
fused with light blue tulle.
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In the beginning of the work different transparent fabrics were used as the top layer and the idea 
was that this layer would be as transparent and invisible as possible.  A good transparent poly-
ester fabric was found and one of its properties was that it was very heat sensitive with made it 
shrink when fused. This created an unforeseen structure in the fabric that was seen as a quality 
rather than something undesired.

To get a richer mix of colours try-outs were made with coloured transparent materials as organza 
(see fig 190). How the transparent and underlying colours of the materials blended was 
interesting but the organza was a bit to dense and the creases of the underlying material were not 
that visible. Further examples were made with tulle, which because of the structure and holes 
of the material worked as a raster, letting the underlying material come through. When using 
tulle the layering of materials created a greater change in colour since the two materials blended 
together and created a new colour instead of having the top layer dominating as in the case with 
the organza.

The use of tulle became more and more dominant as the transparent layer in the garments
because of the rasterizing properties and the fact that it could be more invisible than the
transparent polyester material. The difference between the transparency of the polyester fabric 
and tulle is shown in fig 192 and 193, where the polyester material and a black tulle is fused into 
black materials. The polyester fabric works well when garments are fused from the inside because 
of the nice feel of the fabric.

Fig 193. Transparent polyester fabric in the process of 
being fused together with fabrics. 

Fig 196. Transparent polyester fabric 
fused onto black material.

Fig 197. Black tulle fused onto black 
material.

Fig 194. Grey organza fused onto pink 
and orange fabric.

Fig 195. Orange tulle added on top of two 
different materials, creating new colours.

Fig 198. Collage flat and on body. The red marks show where the body interacts with the collage and in that way have a natural 
position within the collage. This also creates a composition on body and material which change the collage from a flat material 
collage to a garment.

Fig 199. Shows unsuccessful example of a skirt. The 
shape of the collage created more by gravity than by 
the presence of the body.

Fig 200. Shows successful example of a skirt. The 
position of the body force the material to enhance 
the tilted shape of the collage. 
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The criterias for when an collage was successful as a garment was when the body was reintrodu-
ced into the collage and had a position in that changed the appearance by affecting the shape and 
creating an visual composition consisting of the body and college (described further in fig 198). 
If the difference between the collage flat and on the body was too small or if the collage were ill 
fitted or forced on the body, this has been regarded as an unsuccessful examples (see fig 199).

2.2.11 Line up development and criterias:
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Fig 203. Third line-up. Seminar 3. Sketched line up based on experiments and sketches. 
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Fig 201. First line-up. Seminar 1. Non of the garmenst were realised and after working with these as guidlines the 
desicion was made to not have the experiments decided by the line up, but instead base the line up on the experi-
ments (as described on page x). 

Fig 202. Second line-up. Seminar 2. Sketched line up based on experiments and sketches. 
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After the final seminar the decision is made to have the second outfit, the jacket, replaced with 
coat on page 44. This is because the idea with this jacket was to show a functional sleeve and the 
coat also present a functional sleeve but created in the same simple way as the rest of the garment. 
The jacket will not be presented in the line up but is presented in the report as a development of 
the technique towards more complicated constructions.

After the examination it was discussed that the pink jacket (see fig x) took too much attention 
and that the line up should have more diversity. Try-outs were made to change the colour of the 
coat but the over all impression was always that one colour was dominating in the line up. Even-
tually the decision was made to keep the pink jacket but add a layer of black tulle to tone down 
the colour as well as to bring in a blue and orange dress (see fig x) to have another outfit with 
bright colours to even out the overall appearance.

Fig 204. Line up for final seminar. 

Space for making something else. This outfit 
makes the overall imression more serious.

Make top with fusing technique, not traditio-
nally constructed. 

Decision is made to replace jacket with a coat 
made as the one on page 44. 

Fig 206. Final line up.  Black tulle was added to the pink coat and outfit number 3 and 8 were added to have more 
diversity in colour and shape. 

Fig 205. Line up examination.

First two line ups (see fig 194 & 195) were made to illustrate that the strive for this collection was 
to have different garment types and silhouette and colour combinations in the garments. The 
decision was made to not have these sketches as a guidance for my experiments (further descri-
bed on page 28) but only to communicate a direction. Further lineups consisted of the full scale 
experiments and where additional outfits were sketched to get a full line up of seven.

The experiments were made with experience from earlier try-outs but colours were not chosen 
with consideration for the garments to work together as a whole. Therefore the collaged line up 
was a way to look up on the experiments together and see how they worked as a whole.



3.1 Conclusion

3 Result
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This work explores how the idea of collage as ”components put together to create a new whole” can be 
used in the creation of garments and visual expressions. By making two-dimensional material colla-
ges with different colours and fabric qualities, various colour and material compositions have been 
tried out. Fusing has been used as a technique to assemble the materials and during the investigations 
it emerged that light coloured fabrics worked better than dark as the melted Vliesofix become less 
visible in these materials. In terms of materials, thinner fabrics made it easier to get an even pressure 
in the heat press and by that get the Vliesofix to melt more even. The fabrics used have thereby been 
quite similar in thickness and the over all colour scheme is quilte light, but contrast has been created 
through different surfaces of matt and shine and different material qualities. 

The aim was to see what possibilities for garments and visual expressions there was if collage would 
be the dominating factor in the creation of the garments. By making two-dimensional material colla-
ges different ways to construct garments at the same time as making the materials have been investi-
gated. The idea has been to have generally known garments in mind (as trousers, t-shirt, dress etc) to 
avoid an outcome of abstract heaps of materials. The result shows ways to construct trousers, sleeves, 
dresses and skirts in one step with this technique and the report present an idea for further develop-
ment for sleeves when the collage is made in more steps. The shape of all garments is the outcome 
of the two-dimensional collage and fusing while some details are sewn to make the garments more 
durable.

The line up is arrange to show diversity in shape and colour and work together as a whole as well as 
single pieces. The core of the line up has been arranged out of examples that have been made without 
having the over all expression of the collection in mind. In the end of the project colours and shapes 
was considered in the new pieces to make a cohesive result. The wish is that every outfit is visible as 
their own colour combination and that the over all expression is that non of the colours are domina-
ting.

 The result is a collection of eight outfits proposing new ways of constructing garments at the same 
time as exploring materials and the technique of fusing. The garments are somewhere in-between 
sketches and final results and the collection can be looked upon as a fashion collection or as a series 
of examples of possible outcomes from working with this method of creating material and construc-
tion at the same time. 
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Outfit 1
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3.2 Images of work
Top and Skirt

Top and Skirt

Abstract top made of layers of materials fused between a rectangu-
lar transparent polyester fabric. Transfer Printed flower is re-shap-
ed because of the creasing of the material creating a three-dimen-
sionality in the surface. Non fused material on one side creates a 
t-shirt sleeve relating to a sleeve deciding the position of the collage 
on the body.

Skirt made of one piece of fabric folded in the sides. Shape is crea-
ted through fused rectangular areas in front and back.

Transferprinted white 
polyester fabric.

Materials:

Calico. Pink viscose fabric. Transparent polyester 
fabric.

Blue/grey cotton. Black tulle.



Outfit 1
Top

Front BackCut to create neckline.

Outfit 1
Skirt

1. One layer of blacke 
tulle and one layer of 
Vliesofix. 

2. One layer of cotton 
fabric folded with the 
splice in center back.

Fabric folds.

3. Material pulled to 
right shape.

4. One layer of blacke 
tulle and one layer of 
Vliesofix. 

Fused area / Shape of Vliesofix

Step by step:

Front Back
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Outfit 2
Sweater and Trousers Sweater and Trousers

Sweater with long sleeves made by one piece of approximately two 
meters of full width cotton fabric folded in half to create shoulder 
seams and sleeves. Tulle is fused on front and back and is what 
creates shape and closes the garment in the side seams.

Trousers made of three layers of fabric. Cuts are made in the inner 
layer to create the possibility of entering with the legs in-between 
the materials. Trousers are then wrapped around the body closed in 
the front with velcro.

Purple cotton fabric.Purple acetat fabric.Orange tulle.

Purple cotton 
fabric.

Blue tulle.

Outfit 2

Materials:
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Outfit 2

1. One layer of blacke tulle and one 
layer of Vliesofix. 

2. Cotton fabric folded and pulled into 
shape.

3. One layer of Vliesofix and one layer of 
black tulle. 

Fused area / Shape of Vliesofix

Step by step:

Tulle fused together to 
creat side seam.

Cut to create neckline.

Sweater

Front Back
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Outfit 2
Trousers

Fused area / Shape of Vliesofix

Step by step:

1. One layer of purple cotton fabric 
and one layer of Vliesofix.

2. One layer of creased purple 
polyester fabric. 

3. One layer of Vliesofix and one 
layer of orange tulle. 
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Outfit 2
Trousers

Velcro fastening Cuts in fabric

Fused ribbons.

Velcro fastening

On body:
Front Back



Outfit 3
Dress

Outfit 3

Blue polyester micro satin.

Materials.:

White tulle. Orange acetate lining.

Dress

Dress with long sleeves created out of one piece of micro satin fol-
ded to create shoulder seams and sleeves. Orange polyester fabric is 
partly fused on to the blue fabric before the material is created. This 
create a distorted shape on the front of the garment and the non 
fused material makes the garment asymmetric.
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Outfit 3
Dress

Fused area / Shape of Vliesofix

Step by step:

1. One layer of white tulle and one 
layer of Vliesofix. 

Fabric folded to create shoulder 
seam.

Cut in orange fabric.

3. One layer of orange acetate lining 
fused onto blue polyester fabric.

5. One layer of Vliesofix and one 
layer of white tulle.

4. Fabrics creased to create shape.

2. Blue polyester fabric folded and 
one layer of Vliesofix.

Front Back

Cut creates neckline.

Outfit 3
Dress
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Outfit 4
Coat and Dress
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Outfit 4

Pink polyester  fabric.

Materials:

Pink tulle. Black tulle.

Green Viscose fabric. Green tulle.

Coat and Dress

Coat made with the same sleeve construction as in the dress in out-
fit nr 3. One piece of full width polyester fabric is folded to create 
shoulder seams and sleeves and tulle is fused to front and back, 
creating shape and closing garment in the sides. Pockets were ad-
ded in the top tulle layer and are positioned so that the wearer must 
lift the garment to have the hands in a natural position. This create 
more volume in the back enhancing the tilted posture.

Complement garment is a simple olive green dress that is fused 
from the inside to create shape in the front piece. The idea of this 
garment was to add colour to the outfit and not take focus from the 
coat.



Opening for pocket.

Outfit 4
Coat

Outfit 4
Coat

7574

Fused area / Shape of Vliesofix

Step by step:

1. One layer of black tulle and 
Vlisofix and one layer of pirnk tulle 
and Vliesofix. 

3. Fabric creased to create shape. 
One layer och Vliesofix and one 
layer och pink tulle.

2. Double layer of pink polyester fabric 
folded to create shoulder seams.

4. One layer of Vliesofix and one layer 
och black tulle. Cut center and cuts 
towards all layer except top layer of 
black tulle, to create openings for the 
pockets.



Outfit 4
Dress

76 77

Front Back

Fused area / Shape of Vliesofix

Step by step:

1. Green fabric sewn together in 
shoulder seams.

2. Fabric creased and one layer of 
Vliesofix and one layer of green 
tulle.

3. Fabric folded and side seams 
sewn. Creates inside of garment. 
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Outfit 5
Dress
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White tulle. Green acetat fabric.Neon green tulle.

Materials:

Outfit 5
Dress

Dress with the fused area as a frame around the body closing the 
garment in the sides and by that have the volume appear on the 
front- and back side of the garment. Pockets were added to create 
a the silhouette, flatten out the front piece and create more tension 
between the front and back side of the garment.
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Outfit 5
Dress

Fused area / Shape of Vliesofix

Step by step:

1. One layer white tulle and one 
layer of Vliesofix.

2. One layer of green polyester 
fabric.

3. Second layer of green polyester 
fabric.

4. One layer of Vliesofix and one 
layer of white tulle.

5. One layer of Vliesofix and one 
layer of neon green tulle. 

Outfit 5

Opening through all 
layers except neon green 
tulle.

Sewn shoulder seam.

Front Back

Dress
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Outfit 6
Trousers and Top

Outfit 6
Trousers and Top

Trousers made in the same principle as the trousers in outfit nr 
2 with cuts in the inner material to create the possibility to enter 
in-between the layers with the legs. The fabrics are wrinkled and 
creased to increase the material presence and to create shape and 
width in the garment. Trousers are closed with velcro.

A simple top is made as a complement garment to keep the focus 
on the trousers in this outfit. The back is longer and fused which 
create a movement in the garment when walking, corresponding to 
the movement of the trousers.

Yellow polyester satin.

Materials:

Transparent polyester 
fabric.

Blue/grey cotton fabric. Orange tulle. Blue viscose fabric.
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Outfit 6
Trousers

Front Back

Front Back

Cuts in fabric

Velcro fastening

Velcro fastening

On body:

Outfit 6
Trousers

Fused area / Shape of Vliesofix

Step by step:

1. One layer of blue viscose fabric 
with two cuts for the legs and one 
cut in center back.

3. Layers of Vliesofix.2. Material creased to create shape.

6. Layers of Vliesofix, one layer of  
transparent polyester fabric and one 
layer of orange tulle.

4. One layer of yellow polyester satin 
and one layer of blue/grey cotton 
fabric creased to create shape.



Outfit 6
Top

Front Back

Fused area / Shape of Vliesofix

Step by step:

1. Yellow fabric. Cut to create 
neckline.

2. Fabric creased and one layer of 
Vliesofix and one layer of 
transparent polyester fabric.

3. Fabric folded and side seams 
fused together.

Cut to create neckline.
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Outfit 7
T-shirt and Dress

Outfit 7
T-shirt and Dress

T-shirt with applied ”print”. Silver fabric in the shape of a rectang-
le is fused onto the main fabric before the material is crease and 
fused. The creasing re-shape the material and change the shape of 
the application. The garment is closed in the side with side seams 
and a slit was left in one side to have the t-shirt correspond better 
with the shape of the dress. By having an opening in one side the 
volume of the dress would not be pushed together and decreased 
by the t-shirt.

Dress created of four fabrics fused on to a transparent polyester 
fabric. 

Grey cupro fabric. Coated silver fabric. Black tulle.

Orange polyester fabric. Pink viscos fabric. Black organza. Transparent polyester 
fabric.

Materials:
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Outfit 7
T-shirt

Fused area / Shape of Vliesofix

Step by step:

1. One layer black tulle and one 
layer of Vliesofix.

2. Folded grey cupro fabric with 
applied silver rectangle.

3. One layer black tulle and one 
layer of Vliesofix.

Cut to create neckline.

Sewn side seams.

Front Back
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Outfit 7
Dress

Sewn shoulder seams.

Front Back
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Fused area / Shape of Vliesofix

Step by step:

Outfit 7
Dress

1. One layer of transperant polyester 
fabric and one layer of Vliesofix. 

3. One layer of folded orange polyester fabric.

5. One layer of grey cupro fabric.

2. One layer of pink viscose fabric.

4. One layer of folded black organza.

6. One layer of Vliesofix and transparet fabric folded over.

Transparent 
fabric closing side 
of the 
garment.

Orange
fabric closing side 
of the 
garment.

93



Outfit 8
Dress

Outfit 8

Black tulle.

Materials:

Black polyester fabric. Purple acetate lining. Green Viscose fabric.

Light green polyester 
fabric.

Transparent polyester 
fabric.

Dress

Dress made out of four fabrics fused from the inside with transpa-
rent polyester fabric and black tulle. The intention with this dress 
was to have the areas fused from the inside dominating and to ad a 
small area of fusing from the outside as a contrasting surface.

The choice was made to have transparent polyester fabric on the 
inside of the dress to create a better feel for the wearer.
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Outfit 8
Dress

Front Back Fused area / Shape of Vliesofix

Step by step:

Outfit 8
Dress

1. One layer of black tulle sewn 
together with transparent polyester 
fabric and one layer of Vliesofix.

black tulle

purple acetate fabric

transparent 
polyester fabric

black
polyester fabric

3. One layer of Vliesofix and one 
layer of black tulle.

2. One layer of black polyester fabric and 
one layer of purple acetate lining.

4. One layer of bla black tulle and 
transparent polyester fabric sewn 
together and one layer of Vliesofix.

5. One layer of  Vliesofix and one 
layer of black tulle.

5. Black polyester fabric and purple 
acetate lining folded to close side 
seam. One layer of green viscose 
fabric and one layer of light green 
polyester fabric. 

black
polyester fabric

light green
polyester fabric

green viscose
fabric

purple acetate fabric
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3.3 Discussion and Reflection

This degree work explores how the idea of collage as ”components put together to create a new 
whole” can be used in the creation of garments in fashion design, suggesting new ways of creating 
material and construction simultaneously through two-dimensional material collages. Fusing has 
been used to assembling the materials in the collages, making it possible to create three-dimen-
sionallity in the two-dimensional surfaces through encapsulated creases. The result is a collec-
tion of eight outfits proposing new ways of constructing garments at the same time as exploring 
materials and the technique of fusing. The garments can be looked upon as first sketches or/and 
final results and the collection is both a fashion collection and a series of examples of possible 
outcomes from working with this method. 

Looking at how collaged is used in fashion design as decorative ad ons to predetermined shapes 
this work wish to have the collage impact more than the visual aspect of the garments. This in-
vestigation propose a new way of using collage as a method to create material development, shape 
and make decisions for composition in one step. This affects the collage’s position in the design 
process from a way to communicate visual ideas through sketches2 to a way of making garments. 
However the relation between sketch and collage is used in this work through moving the sket-
ching from the paper to the material and making of the garment. Through full scale sketches 
composition of material, color and creation of shape has been investigated. This also questions 
the idea of sketch and result as different stages of the design process and change the way of wor-
king with sketches because of the lack of having to interpret and translate sketches to full scale 
garments. This opens up for unpredictable results and creates an open mind towards the possibi-
lities within the materials and technique. 

Because of the unpredictable results of making the garments as sketches it is hard to remake a 
collage in the exact same way. This has affected the way of working with different garments in the 
way that new garments and collages have been made instead of remaking and improving already 
existing example until perfection. Some garments might have been better if the composition 
would have been slightly different, but the decision was made to not remake garments because 
of the fear that the spontaneity of the sketch would be lost. However principles for construction 
have been taken further in new collages, as stated by Brand and Binder (2007), this is a way to 
order the experiments and develop the work by analyzing earlier experiments taking what wor-
ked further.

The most problematic aspect in working with fusing as a technique has concerned the use of 
material and colours in this project. Since it was important to have the top layer transparent to 
show the creasing of the material underneath, the glue of the Vliesofix is visible in the final result. 
During the process it occurred that the glue was less visible on light than dark materials and that 
there was a better chance to make the glue melt evenly on thin than thick materials. Because of 
this the majority of materials and colours used in this work are fairly light and thin. To have ten-
sion between the materials different surfaces of matt and shiny have been used, but I see that the 
variety and the material and colour exploration could have been further explored. 

2  Nicewonger, T. Volume, Balance and Atmosphere: Exploring the Language Practices of Makers. Designseminari-
um, The Swedish School of Textiles. 2015-01-27

One of the positive aspect with working in this way is that the process of fusing is fast (if the heat 
press is used) and in combination with working with full scale sketched it is easy to try out ideas 
that quickly can be tried on body and evaluated. Because of the speed of the process I see a great 
potential in commercializing this method since time efficiency is something that is appreciated 
in the industry. However one aspect of industrializing hand crafted techniques is always the loss 
of the hand feel. For this reason I think the idea of fusing together garment in one step is what is 
suitable for the industry and that this could be developed with more precise collages. 

One aspect to be discussed is the durability of these garments. The tulle works well as a trans-
parent layer showing the creasing of the underlaying material, but because of the wholes in the 
fabric the glue only has small surfaces to stick to. Because of this some parts of the garments have 
been reinforced with stitches where they could have been fused if other materials would have 
been used. 

The majority of the collages made in this investigation have been collaged as a front and back 
which on body create the front and backside of the garment. The project could be further develo-
ped if one would approach the body from other angles, e.g. having the front of the collage create 
the side of the garment. I see that a further exploration in both material and shape would create 
possibilities for different expressions and shapes within this method and that this work only pre-
sents one of many possible outcomes that could be seen as a foundation for further explorations 
in the field of fashion design or other design areas.
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Concept: Sofie has a clear and focused concept in her degree work where the basic principles is 
clearly visualized in the result. She managed to work with a simple principle that gives expressive 
results regarding volume and shape, which been the main focus of her work. The idea of com-
bining volume and transparency is good because of the way the transparency shows the body’s 
position within the volume, discussing the relation between them. The way Sofie highlights the 
effect the lycra has on the metal knit with black colour is visually a good decision, but by adding 
additional colour blocks  and stripes the message is some how disappearing. If she wants to com-
municate it more clearly I think less stripes and blocks could be a good idea. Either way, I think it 
is a good way to motivate composition of colour blocking having this as a guide for how to divide 
the colours within the garments. 

Craftsmanship: Sofie clearly shows in her result that she masters machine knitting as a technique. 
Further her report shows that she can combine different materials and reflect around the poten-
tials in knitting and form. The potential in working with metal yarn is that it is light weight and 
therefore create volumes that don’t collapse. This shows that she has a great understanding of 
material properties.

Composition: The collection is well composed regarding colours and I especially think that outfit 
3 (that is mostly black) and outfit 6 (with the combination of bright orange and light blue) are 
needed to have a good contrast in the collection. I think Sofie has worked well with placing the 
volume and lycra material on different parts of the body, but when looking at all the garments 
from the front, there is a bit of the same volume around the body. Though when looking at the 
garments from different angles one can see that there is a variation in volume. Examples of this 
is shown in outfit 5 where the garment from the front looks quite slim, but from the side actually 
shows a big volume. This creates a moment of surprise which I think is a strength in this work. 

The aim of this work is to develop form possibilities in knitwear thru material interactions

Sofie Larsson
Final lineup 

Critique on Sofie Larsson’s work
Appendix 1
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Sofie’s Line up

The aim of this work is to develop form possibilities in knitwear thru material interactions

Sofie Larsson
Final lineup 

Suggestions for changes in line up:

1. Bring in the same garment with bigger proportions from final seminar. The garment in final 
line up looks more like an over sized t-shirt and the previous one creates more volume and bigger 
interaction between body and garment.
2. Keep as it is. Interesting with contrast in volume when looking from the front and side.
3. Keep trousers as they are. Change top to top from line up 2 (in black) where more volume is 
created and the posture of the wearer is affected by the volume in the garment. 
4. Keep as is. Shows body versus volume in a direct way.
5. Keep as is. Interesting with contrast in volume when looking from the front and side.
6. Bring in an more abstract and unexpected shape. The one in the line up is more about drape 
than volume and I think the material properties can be shown better in an other garment. Keep 
colour combination.
7. Keep as is.
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Reworked Line up


