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Abstract  
This work serves as an exploration of how garments life can be extended through 
the possibility of updating it post-use with natural pigment printing. Flat garment 
construction is explored for the possibility of taking garments apart to update 
them with print during their lifetime. The technique of naturally printing in 
combination with flat garment construction can potentially lead to garments that 
will change over time, dependent on the wearer which creates an emotionally 
durable design, writing the history of time into the garments. 
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1.8 Introduction to the field

 

Fashion design, in its current state, has no value on a dying planet.  In this 
chapter, the urgency of why sustainable practices are necessary for fashion 
designers will be presented. Explaining the connection to this thesis aim 
to explore how designing for use can extend the lifetime of a garment by 
questioning how one lives and use them. Stating that the designer’s role does 
not end with a finished product but rather have an active part in the aging 
of garments, making designs that can be reprinted, repaired, and updated 
throughout its lifetime for an emotionally durable design.

1.8.1 The Great Acceleration and Consumerism
We are currently living in what is called the Great Acceleration, and this is due 
to economic development in the past 50 years that drives the increase in the 
demand for energy, land, and water consumption. In the socio-economic 
trends over the last decade, we see a growth that is putting a strain on the 
earth’s natural resources and its ability to sustain us (WWF, 2018). These trends 
can be followed in the progression of fast fashion and consumerism. In the last 
20 years, companies like H&M and Zara lead the way for an explosive expansion 
of fast fashion, where the norm is to buy cheap, wear it once or twice, and then 
discard it (Greenpeace, 2017).

1.8.2 The Current Fashion System
The current fashion system consists of a linear flow and nearly three- fifths of 
all clothing produced will end up in incinerators or landfills within a year of 
being made (Friedman, 2018). As a fashion designer, one has to acknowledge 
the participation in this fashion system, and that all design decisions have 
an impact. The system feeds an industry that is reliant on fossil fuels, use 
extreme amounts of water, use harmful chemicals in dyeing and finishing, and 
contribute to slave-like labor conditions for workers in the supply chain (Cline, 
2019).
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The lifetime of a garment can be seen as having four steps: from the start, in 
process, in use, and discarded (Sandin et al., 2019). In this thesis, the lifetime of a 
garment should be seen as a loop where updates to the garment can be made 
during its lifetime to keep the garment from never-ending up as the fourth 
step, discarded.

1.9.1 From Start
Fashion often starts with the decision of material and textile production. In 2015 
the total greenhouse gas emissions (GHG) from textile production exceeded 
the combined emissions from all international flights and maritime shipping 
with a total amount of 1.2 billion tonnes of CO2 (Ellen MacArthur Foundation, 
2017). Material sustainability is one of the most common ways to tackle 
sustainability but can lead to business as usual type of approach where the 
system itself is left untouched.

In a decade, the second-hand market could supplant fast fashion(Stein, 2019), 
this growth can lead to an increase in the demand of designers to use second-
hand garments as a material for a more sustainable approach to fashion 
design. Repurposing materials is not something new, for instance, after the 
second world war, textiles were expensive, and nylon parachutes were not seen 
as trash but instead remade into a wedding dresses (Smithsonian, 2019). One 
designer that have worked with upcycling and reinventing materials are, for 
instance, Orsola de Castro with her label From Somewhere that she worked as 
a designer between 1997 and 2014. She is also one of the pioneers of sustainable 
fashion and one of the founders of the fashion revolution, the global campaign 
questioning who makes our garments and demanding change for the industry 
(Fashion Revolution, 2019).

1.9 The Lifetime of a Garment
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1.9.2 In Process
Globally, the textile industry is the number one polluter of clean water; In dying 
and printing, more than 8000 chemicals are used and often released directly 
into nature, harming natural habitats, and polluting water supplies (Kant, 2012). 
These harsh chemicals are used as fixatives for colors and could be eliminated 
with a natural dye technique. One of these natural dyeing techniques is natural 
indigo, it is an old technique and it has been found in excavations dated as far 
back as 2500 BC. With time it has been exchanged for synthetic indigo as it is 
cheap to produce in comparison (Sandberg, 1986).

One of the most common ways of using natural pigments is to dye the entire 
finished garment. However, there are several techniques where intricate 
prints and patterns can be made possible for instance with resist wax batik, 
block-printing, and shibori. When making wax batik, the patterns are made 
by applying hot wax in the inverted pattern and then dyeing the material in 
a dye bath. The wax will limit some areas of the material from soaking up the 
pigment, the finished printed textile using this technique can be seen in figure 
1. The wax is removable by boiling the dyed material, and the white parts will 
then reveal the print (The Batik Guild, 2020). The technique of block-printing 
as seen in figure 2, is a technique where the pattern is applied to the textile 
material with wooden blocks with the motif carved into them. The Shibori 
technique is made by folding/tieing the textile in different shapes and then 
dyed in a dye bath, by adding pressure to the folded material the dye will keep 
from reaching some areas, creating a pattern shown in figure 3.
  

Figure 1. Victoria and Albert Museum, Sarong, 19th century (made)

Figure 2. Sanskruti, Hand Block Print Fabric, 2020 Figure 3. HonestlyWTF, Shibori print, 2014
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1.9.3 In use
The average time a garment is worn has decreased by 36% compared to 15 
years ago (Ellen MacArthur Foundation, 2017). Garments have lost their value 
and are seen as disposable as single-use products, even though the making of 
fashion is demanding extreme amounts of resources. We need to design for 
the wearing of garments to adopt a more ecological idea of fashion design, not 
only focusing on the creation of the garment but recognizes what happens 
beyond design and production as valuable and desired (Fletcher, 2016). The 
approach to design for use must be in consideration from the start, by making 
garments that can be altered through print post-use, extending their lifetime.

One way of extending the lifetime of a garment through print post-use can be 
by using the technique sashiko. Sashiko is made through a running stitch and 
was initially used by Japanese farmers to reinforce and prolong the life of the 
garment or recycle textile scraps into a new garment. This technique makes 
the garment more durable as well as being decorative (The Metropolitan 
Museum of Art, 2020). 

A couple of generations ago, the attitude toward mending garments was 
utterly different. Socks were darned, and sweaters mended, but as prices of 
fashion dropped, the act of transforming textiles to garments and mending 
them was more work than replacing the broken garment for something new 
(Fletcher, 2016). Celia Pym works with mending the human experience of 
wearing garments as you can see in figure 5. The mended sweater has, through 
the different yarns added, gotten a new expression, which makes the human 
experience visible.  

Figure 4. The Metropolitan Museum of Art, Sashiko Jacket

Figure 5. Celia, Pym, Hope Sweater, 2011
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2. Idea/Aim 

2.1 Aim
This work aims to explore how to extend the lifetime of a garment through 
the possibility of updating it post-use with prints by exploring flat garment 
construction in combination with natural pigment screen printing.
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2.2 Idea
The numbers tell us that we are currently using the world’s resources at a too 
rapid speed (Earth Overshoot Day, 2019). This thesis will focus on how to try 
and give an alternative view on how to design by exploring flat piece garment 
construction combined with a sustainable print technique to extend the 
lifetime of a garment.

Making garments that could change during their lifetime is seen as something 
positive in this degree work, changing the mindset in the making of design. 
This thesis aims to explore how designing for use can extend the lifetime 
of a garment by questioning how one lives and use them. Stating that the 
designer’s role does not end with a finished product but rather have an active 
part in the aging of garments, making designs that can be re-printed, repaired, 
and updated throughout its lifetime for an emotionally durable design. In this 
thesis, the lifetime of a garment is not viewed as a linear flow, but alternatively, 
as  a loop, seen in figure 6 where the last three steps can repeat several times.

In this chapter, the flow of the garment will be explained further with a more 
in-depth look into all the different steps; material sourcing, flat garment 
construction, assemble/disassemble, print/re-print/repair and use. Asking the 
following research questions; 

- Can re-printing with natural dyes potentially extend the lifetime of a 
garment?

- Can second-hand material be used in combination with print to enhance its 
specific materiality and value?

Figure 6, Flow of a garment, 2020

Flat Garment Construction

Material Sourcing 

Use

Assemble/Disassemble

Print /Re-print/Re-pair
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2.2.1 Material Sourcing
Rave Review is a Swedish design brand that works with upcycling and using 
second-hand material as their fabrics. Sourcing material from second-hand 
sources can be a challenge for mass production but will give an individuality 
with a difference from one look to the other. In this way of working, the theme 
must include a decision before going into material sourcing, and for Rave 
Review, their first collection, as seen in figure 7, derives from bed linens with a 
touch of the ’80s. One can argue that second-hand stores often sell what people 
do not want, and materials that are out of style, but this does not mean that 
they can not be turned into wearable garments. 

By working only with second-hand material, there are some problems with 
quality, with the expansion of fast fashion, the second-hand market is flooding 
with cheap made and poor quality garments. By repurposing them, they will 
not have the longevity that this thesis builds upon, which could be solved by 
also incorporating mending techniques such as sashiko and embroidery to 
turn holes into something beautiful instead.

Figure 7. Rave Review, 2017
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2.2.2 Flat Garment Construction 
Historically garment construction was made out of rectangular textile pieces 
that were shaped around the body in different ways through wrapping and 
twisting it. The function of these garments was mainly to give the wearer 
shelter from the elements. This ancient technique of dressing is based on the 
usage of the full width of the material and letting nothing go to waste (Hamre, 
Meedom, and Artman, 1980). 

Traditional pattern construction is based on the horizontal lines of the body, 
separating the body into blocks that then translates the three-dimensional 
body by numbers into a system (Broby-Johansen and Friedländer, 1978). 
To be able to develop and explore the method of flat garment construction 
knowledge and interest in conventional pattern construction can be helpful. 
As Tomoko Nakamichi (2010, p.12) states in her book Pattern Magic, “To turn 
the images in your mind into a garment you’ll need to know the techniques of 
pattern making.” 

The construction technique needs to be able to be assembled and disassembled 
for the possibility of printing and re-printing directly onto the worn garment. In 
this thesis, the construction technique builds upon reshaping the architectural 
lines around the body, similar to the works of Geneviève Sevin-Doering that 
explored pattern construction through one pattern piece that forms around 
the body as shown in figure 8. She is taught in traditional pattern construction 
and costume design. However, She has developed a cutting method where 
the natural dynamic of the body is in focus, stepping away from the traditional 
block patterns (Sevin- Doering, 2019). 

Figure 8. Geneviève Sevin-Doering, flat garment sketch, 1981
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Figure 9. Craig Green, spring, ready-to-wear, 2017 

2.2.3 Assemble/Disassemble
Presented in this chapter are some ways of assembly and disassembly to make 
sure that the garments can be taken apart for re-print during the garment’s 
lifetime. Some ways to joining the flat piece garment pieces together can be 
made with lacing the pieces together, with knots or buttons, or by gatherings 
in the material. 

In Craig Greens 2017 spring ready-to-wear collection in figure 9, he explores 
lacing as a way of eliminating seams making the garment pieces detachable, 
and one can take apart the garment without cutting it apart. In this collection, 
the lacing is visible, and this idea is interesting, what would happen if the 
lacing is smaller, hidden or that the pieces instead overlap each other? In Craig 
Greens example, the pattern pieces consist of a conventional block pattern 
construction, moreover, by exploring lacing in combination with flat piece 
garment construction, the lines of the body can be redefined. 

With buttons and buttonholes, the flat piece garment construction can have 
forming potential around the body. The buttons can be removed for a re-print 
and then re-attached after. The technique of joining pieces of the garment 
together by buttons can make it possible to create intricate constructions, 
and more significant pieces joined together. Figure 10, show Y/Project’s spring 
ready-to-wear collection, where they work with buttons to attach the garments 
different pieces.  

Figure 10 Y/Project, spring, ready-to-wear, 2017 
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2.2.4 Print/Re-print/Re-pair  
Blonde & Bieber is a design studio focusing on developing pigment print from 
algae as a natural print paste. They grow their pigments in a lab by feeding 
the algae with carbon dioxide. The algae mixture can, by printing, add another 
layer to textiles (Hobson, 2014). For example, as seen in figure 11, the paste 
is printed on textiles by fashion designer Ylenia Gortana. Even though the 
colors are vivid as they are newly applied, the design studio does not claim 
that they are lightfast or will survive washing. By using natural dyes, there is 
always a possibility that they might fade. In combination with the construction 
technique of this thesis, it is seen as something that adds value to the design 
rather than something being bad. 

2.2.5 Use  
For designer Samuel Ross of A-Cold-Wall, it is essential to visualize the aging 
process in the design practice. In his capsule collection for Nike, in figure 12, 
he deliberately works with removing protective UV and PU coating so that the 
shoes will age faster. By taking away these protective barriers the relationship 
with the shoes will be humanized as aging will depend on the wearer and 
exposure to its surroundings (Brake, 2018). Usually, aging of a garment is 
considered to be a valuable asset in the design, and designer Samuel Ross 
explores for Nike; it has a clear connection to individuality and the wearer. By 
eliminating protective UV-coatings in the design process, the shoes will age 
quicker and, therefore, also change depending on the wearer. This idea of 
human patina is something exciting to combine with natural print as it will fade 
and change depending on how it is worn. The changing part does not have to 
be something unfortunate either but more apparent as a part of nature, and 
that everything changes, like life itself (Brake, 2018). 

Figure 11. Studio  Blonde & Bieber & Ylenaia Gortana, Algaemy, 

Figure 12. Samuel Ross for Nike, 2018
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 2.3 State of the Art 

 

In this section, sustainable printing and current developments in the field will 
present ways of working connecting sustainability practices with printing. With 
a focus on designers who work on repurposing second-hand garments and 
material and either with already existing print or adding a new print to the 
upcycled material. 

2.3.1 Gareth Wrighton 
In his fall/winter runway show, Gareth Wrighton explored sustainability and 
print by, for instance, knitting a sweater showing the shroud imprint of Jesus by 
using only used make-up wipes as shown in figure 13. This way of incorporating 
trash or unwanted garments into designing is exciting. However, one can 
ask how attractive it is to walk around in someone else’s trash. There are also 
questions in this look at how wearable it is because using a material that is 
supposed to using it once and then 
discarded can not have the same 
durability; for instance, cotton thread. 
One could also argue that using an 
image of the Turin shroud of Jesus adds
the history of garment and textile 
that could be beneficial for this thesis 
adding value to textiles, writing
history into them.

Figure 13. Gareth Wrighton, fall/winter 2020
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Figure 14. Marine Serre, Regenerated denim, 2019

Figure 15. Marine Serre, Hardcore Couture, 2018

 

2.3.2 Marine Serre  
The throw-away culture of fashion and textiles is deeply harmful; garments 
have lost the value. They are often seen as something cheap, even though it 
has a high cost producing both in material, environmental, and social issues. 
The designer Marine Serre, therefore, works with upcycling and repurpose 
textile and garments in 2019 spring ready-to-wear collection Hardcore Couture, 
using around 50 percent recycled materials in her collection (Holgate, 2018). 
She uses pre-existing garments and prints and turns them into new shapes 
with a futuristic feel. 

The example, in figure 14, is made through repurposing old denim and 
upcycle them into high fashion wear with the signature half-moon logo laser 
cut onto the material. This way of combining print and repurposed material is 
something to consider for this work, as one can rewrite material by adding the 
print to it. The garment itself can have been used and loved even before it was 
turned into something new, and that being an excellent thing.    

Some of the repurposed materials, such as old t-shirts, are used in combination 
in a way that creates a new pattern over the finished garment, as shown in 
figure 15. What is interesting with this is the way different hues come together 
and complement each other even though it is not the exact same tone. This 
kind of mismatch of hues give life to the garment and add value as one can see 
the diverse stages of the repurposed material.
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2.3.3 Re:textile for Monki 
The research project Re:textile develops structures for circular processes and 
redesign, aiming to change the Swedish textile industry and flows of textiles 
(Science Park Borås, 2019). They work with second hand and pre-worn garments 
to extend and redesign them into wearable items by printing directly on top of 
an existing garment to either update it or customize so it will be worn instead 
of discarded and thrown away. This technique limited by the construction of a 
garment, the side seams, and things that make it not possible to flatten it for 
printing, and not all garments can update in this way. The print used is often 
also based on oil for it being able to cover up already existing prints or flaws. 

In collaboration with Monki, as shown in figure 16, customers could bring their 
old garments or print directly on newly bought garments in the Monki store in 
Gothenburg. Customizing and giving life to garments that one might be tired 
of or, in other ways, do not use anymore. Re:textile works with adding value 
to something that might have lost it. Re-printing in this way is an excellent 
example of how adding value will extend the life of a garment, but could this be 
developed further by incorporating the possibility of re-printing the garment 
from the start. A garment that has the potential to change during its lifetime 
will also be a living part of one’s wardrobe and could be altered and changed 
depending on how the wearer change. When exploring sustainable fashion, 
there are many vital factors, and print is usually not a part because of trends 
and that they might not live as long in a wardrobe as a one-colored garment. 
The print is, therefore, significant to have a connection to classical prints such 
as the flower print, that is something that lives through seasons. 

Figure 16. Re:textile, Re:Love print session, 2018 
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 2.4 Design Program 

 

2.4.1 Sustainable printing

Sustainable (environmental), means harvesting or using a resource so that the 
resource is not depleted or permanently damaged and thereby supporting 
long term ecological balance for future generations (sustainable, 2019). 
Sustainability is a complex problem, and it can not be fixed only by looking 
at one single part of the problem, such as material sustainability, but rather 
implement sustainability in all decisions setting strict guidelines for the 
degree work to relate too. Sustainable printing can mean a lot of different 
things and therefore lead to many methods and explorations. In this chapter, 
an explanation of the natural dye print techniques as they are the main focus 
during the master’s studies.

In the author’s previous work, SADVERTISING, as shown in Figures 17 and 18, 
transfer printing in combination with up-cycling material was used. By adding 
value to garments that are unwanted or have some small faults, the possibility 
to use second-hand garments is possible. However, the material itself needs to 
be polyester in order to transfer print, which comes from oil. Transfer printing is 
the absolute most straightforward way of adding value, but there was a drive to 
find some other technique that could be used on natural fibers instead.  

Figure 17. Lynn Tallvod, SADVERTISING, 2018 Figure 18. Lynn Tallvod, SADVERTISING, 2018
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2.4.2 Advancement textile technology  
In this course, the technique of natural printing was developed. The outcome 
was a purely textile library with different methods of screen printing and 
mordanting fabrics. Starting with natural dyeing, an exploration made with 
different types of mordants had taken place. Natural dyes usually need 
some kind of mordant that binds the dye to the fiber, and this can be done 
in three different ways; pre mordanting, simultaneously mordanting and 
post mordanting (Samanta & Agarwal, 2009). Pre-treatment with mordant, 
however, quickly showed to be a massive task if the right equipment is not 
available to handle more than one meter of fabric, and the development of 
simultaneously mordanting with the print paste took the exploration further. 
By mordanting smaller pieces of fabric or already made garments, there is no 
problem in this step.  

The development of a working print paste was crucial for the next step of the 
exploration when different motifs and screen-print techniques had to take 
place in order to see if the technique would work.  In figure 19, some printed 
examples with natural dye matter show with the printed squares, trying recipes 
for simultaneously mordanting, incorporating the mordants into the dye itself. 
The samples all have some variation in the recipe, and this exploration gave a 
basic understanding of how natural dyes will react when being printed. The 
material it is printed on is a Tencel, and it was clear that it is a relatively easy 
material to print on, the structure of this fabric made the print sharp and even 
compared to samples made on linen or hemp materials. The idea was to think 
of the dye as the worst stain and wanting that effect, using tannins that can 
be found in fruits and vegetables and using that to bind the dye to the fabric. 
One definite find was also that this technique benefits from not being rushed.

 

Figure 19. Natural dye samples 
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2.4.3. Design Project 
In the examples in figure 20-22 show variation in print paste reaction to different 
materials; this is something considered as a good thing for the progression 
of the thesis— as the different properties and materiality of materials placed 
together show the possible expression of the technique. 

In this project, screenprinting was used but could be pushed to its fullest 
potential even further. The print motif up-close shows the screen-print 
technique, but from afar, the prints look like they can be made through other 
techniques such as digital printing or equal.  For a convincing body of work, the 
visibility of the screen-print technique should be apparent from afar.  

One of the findings in this project was the possibility of using wrapping to 
shape the garment around the body instead of basing it on conventional 
construction methods, as shown in figure 22. This dress is made through using 
the material to wrap around the body instead of using seam lines and intricate 
development of pattern construction to shape the garment.  This dress 
can, therefore, be printed on again and again and led to the idea of making 
garments that could be re-printed after use and is one of the crucial findings 
of the design program.

Figure 20. Hemp jumsuit, printed with madder root and indigo 

Figure 21. Tencel pants, printed with madder root and indigo Figure 22. Tencel wrap dress, printed with madder root and indigo 
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2.4.4. Research project 
In this project, the development of print, an exploration of flat garment 
construction, and natural screen printing took place. In this stage, the second-
hand material was introduced, and both examples show upcycled table cloths 
as a material seen in figure 23-24.  

The bow top in figure 25 is the only garment made from a newly sourced 
material, and this was also when the decision to continue only with second-
hand materials took place. As presented in figure 23, there is something 
interesting in the meeting of the woven square pattern from the table cloth in 
combination with the natural dyes added on top. In this blazer, one side is left 
untouched to see the difference or suggested aging of the garment. 

In the example in figure 24, a sketched line indigo print tried on a table cloth 
is shown. This dress is also a continuation of the wrap dress in figure 22 the 
difference in the material makes the fit of the dress vary, using the wrapping with 
a stiff material will not have the same effect as a fabric with drape. The structure 
of this table cloth is something exciting as the techniques are merging. In this 
example, the print and embroidered patterns have no connection, and it could 
be a good idea to explore the materiality of the table cloth by enhancing the 
print through exaggerating it or adding another layer to the textile. 

Figure 23. Upcycled table cloth with painted print

Figure 24. Upcycled table cloth with indigo screen print Figure 25. Result from research project. 
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2.4.5 Findings 
The findings from these different projects led to the realization that one can 
never fully control a natural print paste, and that was a crucial finding. By 
understanding the changeability of the natural printing, possibilities to work 
with the print paste in an uncontrolled way was discovered. By letting the 
materiality shine, it is opening up for a different approach to how to design.

What if changeability can be written into how we design, and that one 
would accept change as one of the qualities of garments. In Rikka Talman’s 
(2019) licentiate thesis, she explores: “change as a quality in textiles from the 
perspective of the textile material” - initiating designing for changeability. She 
explores the structural pattern of textiles as changeable when this degree 
project would explore the possibility of a changing print. 

Adding the natural dyes to the textile and make a garment through 
conventional pattern construction would lead to a garment that might lose its 
color, and in some washes and the problem arise of how to be able to update 
these garments throughout their lifetime to extend the lifetime of them. 
Discussed earlier in this thesis is the need for garments to be able to be used 
for a long time, so what if the materiality of the natural dyes can be enhanced 
by how the garment is constructed. One crucial finding of how this can be 
developed further, as pointed out in the wrap dress in figure 22, the dress 
can be flattened for print and, therefore, also can be printed again and again 
throughout its lifetime.  

The material investigation during the design program was mostly focused on 
finding sustainable materials but newly produced. However, there were some 
successful tries with second-hand materials. The decision to go forward only 
using ‘unwanted’ material was made. Only using these materials limits the 
design choices, to have to source material to the extent that one is confident 
the collection will be cohesive. However, it was necessary to give textiles a new 
life, lowering the impact the designs have on the environment even more but 
not adding any virgin material to the degree work.

 

  
For the garments to have the possibility to be taken apart, the investigation of 
lines has to take place. One designer that has worked with reshaping the lines 
of the female body is Irma Skjöth with her MFA degree collection female body 
lines. In figure 26, she explored the female body in combination with the new 
lines of the garments. In her work, the fabric moves around the body in a way 
that is flattering for the female shape. This idea of redrawing the lines of the 
body in combination with flat garment construction is very interesting. 

Figure 26. Irma Skjöth, Female body lines, 2019. Photo by: Linn Hansson
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 3. Method and Development 

 

3.1 Method of exploration 
In his book Design methods, Jones (1980) describes designing as a three-
stage process that consists of divergence, transformation, and convergence. 
By breaking down the problem into pieces, they can be put back together in 
a new way. The divergence stage consists of building the framework of the 
thesis, setting the boundaries explained in the Introduction to the field of this 
thesis. 

The starting point of the method exploration derives from one of Thornqvist’s 
(2010.p.89) books; Artistic Development in [fashion] design. The method is 
called ”research early body wraps/drapes as well as basic geometrical shapes 
such as the square, the circle, triangle, and use basic fabric to experiment in full 
scale on dress-form/live model.” In essence, by exploration with a rectangular 
shape on the body in a draping session shown in figure 27. When starting from 
a rectangular piece of material, it is hard to imagine how a garment would turn 
out, so there was a need to find another starting point for the method instead 
of starting with only the square piece. 

Figure 27. Draping from square piece of material
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In his Ph.D. thesis Kinetic Garment Construction, Rickard Lindqvist (2015) 
explores draping with a square piece of material from what he called the 
“fundamental points” - of kinetic garment construction—basing these points 
on the mobility and movement of the body as can be seen in figure 28. Instead 
of using the square piece of material or starting from the kinetic points of the 
body, the decision to use second-hand garments as a base for the development 
of new shape and form was made. Working directly with garments with a 
specific fit to try and flatten the pattern for the possibility of taking it apart to 
print and re-print directly on top of the garments. 

The exploration of the technique started with using a second-hand t-shirt, 
cutting the new seam lines directly from the t-shirt. The development of this 
can be seen in figure 29. In figure 30, the flat piece has been divided into three 
separate pieces, and by joining them together, the new lines are visible. In 
figure 31, the development of that t-shirt is shown, and by mirroring the pattern 
there, the balance of that piece is more visible. To use send-hand and unwanted 
garments as a base for the development kept the method analog and hands-
on. Starting with an existing shape instead of going from flat material to shape, 
to flat again,  instead goes from an existing garment to flat. 

Clemens Thornquist’s presents a method called ‘self-cultivation’ in his book, 
Artistic Development in [Fashion] Design, meaning that one regularly should 
go back to previous sketches, examples, and experiments as they can be 
applying new information to these. Therefore the early experiments of the 
thesis will be explored in both material, size, and different closures to develop 
the collection further. 

Figure 28. kinetic garment construction—basing these points on the mobility and movement of the body

Figure 29. Development of flattening a t-shirt

Figure 30. Finilazing the pattern Figure 31. Mirroring the pattern

20



Figure 32. the different steps of the method, development of the blazer 

1 2 3 4 5 6 7

 

3.1.1. Method of developing shape  
Idea:
Exploration of flattening pattern construction based on second-hand garments 
to explore form and reshape pattern construction lines in relation to the body.

Description
1. Use second hand and hand-me-down garments and draw new lines
directly onto the garment
2. Cut the garment in pieces and flatten the pattern
3. Redraw the lines and adjust the pieces 
4. Make a toile
5. Finalize the pattern
6. Make the garment in a second-hand material
7. Print

 

   
By following this structure in the development of the shapes of the collection 
it opens up for many expressive possibilites. The newly drawn lines of the 
garment are something that is decided from the start, and therefore it is also 
essential to have the line-up to continually go back to see how the collection 
is shaped when it comes to lines and balance. To keep in mind in this method 
is also the possibility to repeat steps until the pattern is where one prefers it. 
The meeting of the different pattern pieces have to fit together, and small 
adjustments along the way are crucial. 
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To continually go back to previous work made it possible to develop different 
garments from the same base. In the example shown the blazer experiments 
in three different ways to develop different shapes and outcome. By doing this, 
the full potential of the developments can be discovered as scale, and material 
plays a significant role.  

To make this more clear, shown in figure 33 is the difference in outcome of the 
same base pattern of the blazer with adjustment of length, scale, and materials. 
The top blazer is the one closest to the base pattern but tried in a slightly 
thinner material with the sleeves slimmed. The middle jacket coat is made in 
the same material as the one at the top but quilted with second-hand towels 
in between creating volume and structure to the textile. The scale of sleeves 
and length are exaggerated. The jacket is a quilted jacket, which means that it 
has a different drape and structure to the material, which leads to a different 
expression. The last example is a trenchcoat take on the blazer; the pattern 
pieces are exaggerated and fold over each other to create the archetypical 
features of a trenchcoat. With this drape material, the expressions differ from 
the other examples, but the relationship between them is still evident, with the 
lines being similar. 

The potential of one base pattern is endless. During the development of the 
collection, these base patterns were vital in keeping the relationship between 
the different pieces, not bringing in to many ideas to the development process 
but rather looking at what small changes can do to the outcome of the 
garment. 

Figure 33. The blazer as a base for development
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3.1.2 The line-up as a tool 
Consistently during this theses, the line-up has been a helping tool to evaluate 
and understand where the work is heading. These line-ups have been a way 
to understand how different materials can be used. Working by a line-up 
and having these different archetypical garments to relate to also kept the 
development to not go in an unwanted direction, when exploring shape, the 
drive to continue always to develop more is often a problem. Instead of building 
a giant library of new lines of second-hand garments, the development of the 
whole collection is based on less than five garments that, with alterations, 
can give a completely different outcome. Therefore the materials also play a 
massive part in the development of the collection. 

During a period over a month, the line-up has changed several times, as 
shown in the figures, 34-36. Some essential garments are connected to the 
development. For instance, the blazer jacket, the trenchcoat, the white shirt are 
placeholders during the whole progress of the collection, but the expression of 
these might change during the process.  

Figure 34. Line-up 2020.01.05 Figure 36. Line-up 2020.01.31

Figure 35. Line-up 2020.01.17

23



 

3.1.3 Sourcing materials 
As stated, the material in this collection is a crucial element of the designs. All 
the materials have been what one could call ‘unwanted materials.’ They are 
either bought in second-hand stores, handed down to the degree project, 
vintage, or damaged textiles in some way. No material is virgin material except 
the threads, and this is only to ensure that they will not break, extending the life 
of the garment even more. 

The materials sourced have to be made from a natural fiber for it to be able to 
be printed with natural dyes, and they should be in varied tones of white/beige 
as it can be overprinted. The concept of the construction method also works 
with various colored materials, but in combination with natural dyes, the so-
called ‘blank canvas’ was necessary. 

To disassemble the garments, attachment methods had to be used. By 
exploring vintage trimmings in a way that they might not be intended for the 
lacing detail that is visible in several of the pieces came to life. In figure 37, the 
different lacing techniques are shown, during the whole process of developing 
the collection, the many possible ways of attaching the garment pieces has 
been continually updated. 

By doing a collection in this way, the final result will never be the same, and 
this is something that could be seen as an individually exciting aspect as the 
materials also could be suggested and bought by the wearer(consumer). There 
is more than enough material in the world hiding away in old wardrobes, and 
instead of it just laying there, it could be turned into a garment that can be 
used and loved instead.

Figure 37. Lacing samples 
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3.2 Development of collection  
Here the different developments of the collection will be shown to showcase 
how the method works in practice in the different outfits.

3.2.1 Development outfit one 
The jersey dress of outfit one started from the base pattern of a polo shirt, as 
shown in figure 38. The idea of this dress was to repurpose second-hand t-shirts 
in a way that was new and interesting. To start with the development, the polo 
shirt was the base of the exploration, and in figure 38, the lines of the polo shirt 
show how it was flattened.

The pattern pieces taken from the polo shirt was altered, the length for it to be 
more like a dress than a shirt. The dress wraps around the body and change the 
lines of the garment. In figure 39, the first toile of the jersey dress is showcased. 
The first toile was a successful try in shape exploration, and the decision to not 
do any alterations moving further was made but updating the materials. 

In figure 40, the development of the jersey dress was close to being finished. 
When adding the lacing, the material grew and did not stay true to the original 
pattern, so it had to be remade for it to have a better fit as this dress is made 
for a snug fit. The materiality of the different t-shirts plays a massive role as the 
dress will end up as different fits depending on the second-hand garments 
used to sew it from. 

For this outfit, several attachment methods could work, for instance, buttons 
and buttonholes but one thing to consider. However, the amount of buttons 
used for this to be possible is too many for it to be justified. Instead, lace was 
used as it also gives a more hidden closure. The idea of the buttons can be 
saved for a later garment instead. Also visible in figure 40 is the attachment 
technique that shows the lacing only visible at a close range. 

Figure 38. Base garment for development of jersey dress  

Figure 39. Toile of jersey dress 

Figure 40.  Development 

25



Figure 42. Alterations of the jersey dress 

 

Going back and forth with the line-up, the polo collar of the shirt was sticking 
out, creating a sharp horizontal line under the neck. The sketchbook, as figure 
41, points out the suggestion to have the neckline more as a diagonal line as 
this creates a feeling that the piece wraps around the body. 

In figure 42, the polo collar of the dress was taken away as well as a minor 
change to the line going across the body so that it creates a more diagonal line. 
The line alteration was made to create the illusion that it is wrapping around 
the body as more examples in the line up carry the same diagonal line. The 
toile is in this example made from a stretchy jersey deadstock material, but 
the pieces will be taken to the final fabric, using second-hand t-shirts as the 
material. 

 

By changing the line to a diagonal line, the female body lines are enhanced 
as the line following the natural line of hip and waist. The opening of the neck 
being diagonal helps to balance the dress as both lines correspond to each 
other. 

Figure 41. Suggested change of neckline
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3.2.2 Development outfit two
The college sweat in this look is based on the jersey dress from outfit one as 
it is also made from second-hand garments.  The pattern in this look is made 
from the finished jersey dress was enlarged for it to be developed into another 
expression. 

At the starting point of this development, the lines corresponded with the lines 
of the jersey dress. During the toile sketching, the sleeves were necessary for this 
look to create some volume to balance the tight fit of the jersey dress. As shown 
in figure 43, there are some adjustments to the pattern to create a balance 
in the piece itself (the hand-drawn adjustments). The look was unbalanced to 
one side, so the opening at the bottom was moved to get a more beautiful line 
over the body, as created in the jersey dress. 

The attachment technique for this look is also done by adding vintage 
trimmings and lacing the flat pattern pieces together, creating shape. The 
lacing detail is kept the same as in jersey dress so that the relationship between 
the two is visible.

The pants in this outfit is made by adding to an existing pattern of a pair of 
pants, and the added material wraps around the body to close the pants, there 
is no seam in the legs but only down the crotch which makes it possible to 
flatten these so that they can be printed. Keeping the simplicity in the pants, 
they held up by tieing them in the waist, both back, and front. The diagonal 
lines that the wrapping part is making relate to the jersey dress and other 
pieces in the collection that have the same kind of line. 

To counter the heavy material of the college sweat, the pants had to have a 
light touch to them and are made from a vintage/damaged viscose fabric with 
a beautiful drape to it, keeping the overall feeling of the outfit comfortable but 
elegant. 

Figure 43. Page from sketchbook, development of college sweat

Figure 44. Development wrap pants
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3.2.3 Development outfit three
The coat is based on the blazer pattern by adjusting the scaling of the sleeves 
and length; a different expression was possible. This coat was mostly added 
to the line-up to create volume and a structured piece to balance the flowy 
trench. The first suggestion of how the blazer construction could be developed 
is shown in figure 45. 

It is made of table cloths that are quilted together as shown in figure 46, to 
create a new textile that also enhances the pattern already exciting in the table 
cloths. Between the table cloths to add volume to the quilt are some second-
hand towels, showing some of its original color through the quilt. 

In figure 47, the overall progression of the quilted coat is shown as it still miss 
the quilt. The idea will be that the coat in itself will be more structured, and 
with the quilt, the structure of the material will change and making it more 
prominent in volume, giving a delicate balance to the collection.

Figure 45. Page from sketchbook, first idea of coat 

Figure 46. Quilted part of the jacket

Figure 47. Current state of the quilt jacket 
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3.2.4 Development outfit four
The outfit number four is called the wrap top as the most significant focus 
in this outfit is just the top. The idea came from a development in a previous 
course with the base from a white shirt (figure 48). The idea of this top was 
to have a piece that wraps around itself, creating shape around the body. By 
enlarging the pattern piece and working with scale, there is a possibility to have 
a gathering technique of the edges that create ruffles. 

Because of the added volume in the piece, the first try of this was successful, 
taking the development of the white shirt but choosing only to use the sleeve 
part to create the top. In figure 49, the top is displayed on the body and 
combined with it is a development of a wrap dress that suggests how a skirt 
can be added to this outfit to compliment the top. 

In figure 50, the development of the wrap skirt is shown. By using the wrap 
dress in figure 22 as a base, the same kind of diagonal line could be replicated 
in the skirt. This skirt, as shown in the sketchbook photos, can also be used in 
different ways, depending on which way it is tied around the waist. 

Figure 48. Page from sketchbook, first idea for the look Figure 50. Page from sketchbook, development wrap skirt 

Figure 49. Development wrap top 
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3.2.5 Development outfit five
The development of outfit five is based on the continuation of the college 
sweat. The pattern is taken from the finished pattern of the top in outfit two 
and combined with the technique of using the ruffled edges to connect to 
the wrap top. In figure 51, the first toile of the outfit shown, the piece is made 
in a heavy material, and the volume of the sleeves will not be as visible in this 
material. 

The solution was to try the pattern in another lighter material, in this example 
in figure 52, the channels to pull the string that makes the ruffles is made in 
another contrasting bias band. The dark band gives a contrast to the lightness 
of the material in the toile, making the new lines more visible. 

The textile chosen from this is a vintage and damaged cotton voile that has 
faded over half of the material, and also have yellow stains over it. In figure 53, 
some tests with bias band are shown on the chosen material, the shine would 
be a nice contrast that would pic up the shine in the table cloths used in the 
collection, but no textile had this kind of shine and was made from a natural 
fiber. The bias band is also not something that could be added in other looks, 
so the channels for the strings that shape the garment was made from the 
same material as the final garment. 

For the final dress, the same pattern piece is used for both the front and back, 
making it equal sided and can be worn from both sides. In the final garment in 
figure 54, the full width of the textile is used, and therefore there were minimal 
waste cuttings from this garment.

Figure 51. Development of outfit five 

Figure 52. Development of outfit five 

Figure 54. Development of outfit five Figure 53. Tests with bias band 
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Figure 55. From sketchbook, wrap top and jersey top 

Figure 57. Lacing detail Figure 58. development blazer Figure 59. Fitting 

Figure 56. Base pattern for blazer 

 

3.2.6 Development outfit six
This outfit consists of three separate pieces; the wrap skirt also seen in outfit 
number four, a jersey top, and a blazer. The wrap skirt is the same pattern as 
the one in outfit four but in another second-hand table cloth material and 
worn differently on the body. 

The jersey top is based on the jersey dress, developed by cutting off the skirt in 
the pattern and making it to a top instead. The same kind of lacing used on the 
other knit materials are also used here to connect the pieces. In figure 55, the 
first sketches of the jersey top in combination with the skirt are shown before 
the blazer jacket was added to the look. 

In the previous course, the development of the base pattern for the blazer 
was made, as shown in figure 56. This blazer was made in a heavy cotton table 
cloth, and for the development of the collection, a more elegant and delicate 
expression was wanted in this blazer. To connect the blazer to the rest of the 
collection, there was a possibility to use second-hand linen table cloths for this 
look. The drape of these table cloths are not the same as a heavier cotton table 
cloth, so only by changing material, the overall expression was more in line with 
the development of the collection.

Figure 57 shows how the decision of what lacing technique should be combined 
with the blazer, and these small samples of different techniques were pinned 
to the garment and photographed.

During the development of this look, the blazer had a different length to it, as 
shown in figure 58, and it was not until a fitting with the full look the decision to 
make it shorter was made. Keeping the bottom edge in a slight tilt makes the 
blazer repeat the same tilt in the skirt; this is shown in figure 59.
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3.2.7 Development outfit seven
The trenchcoat has, from the start, been one of the placeholders in the line-up, 
constantly changing but always present, and here the main decisions of how 
the shape was developed will be explained. Firstly the trenchcoat was made 
with the base pattern of the blazer, only adding length to the pieces shown in 
figure 60 and an overlapping shoulder; the blazer could easily be transformed 
into a trenchcoat.   

As shown in figure 61 is a sketch of how to transform the trenchcoat, the first 
toile was a great start to see the potential when pattern pieces overlap each 
other, but there was some added length and layering that was missing. The 
trenchcoat could also benefit from having a bit oversized sleeves as it connects 
to the line-up with some of the other pieces.  

In figure 62, there are several images of how the development continued 
with that garment, and it was essential to keep the balance in the piece, not 
exaggerating the overlapping parts and keeping the reference to a trenchcoat 
clear. 

Figure 60. First toile of trenchcoat

Figure 62. Making toileFigure 61. Sketch of development 
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Some critique on the first trenchcoat made in linen was brought forward on 
the first seminar of the degree work, therefore the idea to have a material with 
more drape and that could be used in layers to create an effect of many different 
pieces. The material perfect for this trenchcoat was found in a vintage section of 
a textile shop; it had been laying there because of tears running along one side 
of the material. These tears were incorporated in the design, and the idea to 
mend them came to life. However, the material, a silky modal fabric tendency 
to move around a lot and the finished that had to be done to the garment did 
not meet the right level of neatness, and this trenchcoat was left to be turned 
into something else in the collection. In figure 63, the trenchcoat is shown. The 
overall shape was great, but it had to be made in another material. 

In figure 63, the attachment technique of adding loops and buttons are visible. 
This technique is used in the trenchcoat as the overlapping pattern pieces 
must fit together, and buttons were a clear way of doing that

For this garment, several meters of fabric is needed, so the possibility to use 
second-hand material is limited. However, deadstock/vintage or damaged 
materials could also be used, so as shown in figure 64, the trenchcoat progress 
with the new material, a blend of silk/viscose. The drape of the material is 
similar, but with the latest one, there is also a nice weight to the piece as it 
hangs over the shoulders. 

 

Figure 63. Progress trenchcoat Figure 64. Progress in new material 
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3.3 Methods for evaluation and           design decisions

 

  
Stated on the Victoria and Albert Museum (2019), “Ethical Fashion aims 
to address the problems it sees with the way the fashion industry currently 
operates, such as exploitative labor, environmental damage, the use of 
hazardous chemicals, waste, and animal cruelty.” The guidelines of ethics 
before aesthetics are a significant factor, and the result should, therefore, be 
judged on these qualities as much as the visual aspect of design. 

Three important ethics are involved in the process of developing this collection; 
materiality, positivity, and wearability. 

3.3.1 Materiality
There are interesting thoughts about connecting the wearing of a garment 
to sustainability, loving garments so much that it is visible on them, when the 
garment is worn they will show traces of it, and this can be possibly used as 
an advantage. Usually, the design is not connected to the history of garments, 
and it would be interesting to explore how history can be written into garments 
after they are handed over to consumers. 

Using damaged materials is something that adds to the potential of designs 
rather than being an obstacle as history is written into the materials. Can 
materials and mending be seen as something that adds value and adds to the 
overall history of the garments, or will the expression look like it is made from 
something that was damaged, and if it does, is it a bad thing?

Materiality questions during the progression of the collection development 
can be:

- Is it made from a renewable resource? 
- Is it second hand/deadstock/vintage? 

- Can the material be printed? 
- Is it durable, will it hold for usage and wear and tear? 

- Where are the dye matter produced? Can it be locally sourced? 
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3.3.2 Positivity 
To implement change, positivity is embedded into the design program ethics. 
The industry is in desperate need of change. Instead of pointing fingers to 
the problems, instead, solutions will be explored that make the customer and 
viewer interested in the thought process of how garments are used. If the 
garments reflect the wearer’s behavior will the relationship to garments also 
be positive and change the behavior of how we see fashion. 

If a garment change during its lifetime, it is often seen as unwelcome quality 
or a fault in the production. What if changeability, instead, is seen as the best 
part of the garments. If the garment would change depending on the wearer, 
there is also a level of individuality that can not be replicated. This authenticity 
in the garments we wear can potentially lead to a relationship between wearer 
and garments that is of importance to change the mindset of how we wear 
and buy fashion. 

The positive connection between designer and wearer(consumer) can be very 
open as the designs start as a blank canvas. The potential to develop them into 
something individual and the possibility for several different print expressions 
and creates a connection with designer and wearer that can be developed over 
time. 

Positivity questions that can be asked during the progression of the collection 
development can be:

- Are the traces of sustainability in the garments visible? 
- Does the overall collection invite interest in sustainability?

- Is print motif an essential part of the positivity?
- Is this collection presenting a solution to how the industry can change?

3.3.3 Wearability
By merely using a garment more, environmental impact will be lowered. For 
instance, a t-shirt is on average used 30 times; the impact can be cut in half if the 
garment instead is worn 60 times (Sandin et al., 2019). If this is factored into the 
design program, how can a garment be made for it to be able to be reinvented 
during its lifetime? In her book Craft of Use (2016) Kate Fletcher writes about 
the ethics of use “[at] its heart it proposes a very simple idea of change: to give 
attention to tending and wearing garments: to favor their use as much as their 
creation” - and in this way explore wearing as part of the design process and 
equally important to design as form. 

To define how something is wearable, the collection has a close connection 
to the author and designer of this thesis and is based on the thought process 
of ‘is this something I would wear.’ Wearable garments and garments with 
simplicity to them also have a longer life as they do not go out of style as quickly, 
so therefor, simplicity is also one of the essential terms of the development of 
the thesis.

Wearability questions that can be asked during the progression of the collection 
development can be:

- Is it comfortable?
- Will the style live over time? 

- When will the piece be worn? 
- Can it be taken apart to be re-printed/repaired?  
- Will the wearer be involved in the garments life? 
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4. Result 

 

4.1 Proposed finished line-up  
The proposed line-up of this work suggests a blank canvas for the print to be 
added. Due to the COVID-19 outbreak, the possibility to finish the collection 
with print was delayed as the labs closed. In section 4.3, the potential of the 
work is shown in the sketched form to suggest how the work can be developed 
further. Without the print, the collection point to the construction method and 
the ability to disassemble and assemble the garments for print. In figure 65, 
the suggested final line-up is presented. 

The final line-up consists of seven outfits, and the diagonal lines are repeated 
in several of the examples creating cohesion. For the continuation of the 
development, a shirt and a denim jacket are still missing that have followed in 
the line-up as placeholders. 

There is also a balance between fabrics, by bringing in the table cloths in 
several of the looks and combining it with material such as in the trenchcoat 
and the ruffle dress in outfit five. Necessary for the result is not to see the traces 
of second-hand material and garments used, and as a first overlook of the line-
up, it does not seem like it is made from unwanted textiles. 

Figure 65. Suggested final line-up 
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4.2 Outfits in relation to ethics

 

In this section of the thesis, the outfits will be presented in relation to the ethics 
of materiality, positivity, and wearability. Some of the questions that will be 
discussed concerning the outfits are: 

Materiality
- Is it made from a renewable resource? 
- Is it second hand/deadstock/vintage? 

- Can the material be printed? 
- Is it durable, will it hold for usage and wear and tear? 

- Where are the dye matter produced? Can it be locally sourced?

Positivity
- Are the traces of sustainability in the garments visible? 

- Does the overall collection invite interest in sustainability?
- Is print motif an essential part of the positivity?

- Is this collection presenting a solution to how the industry can change?
 

Wearability
- Is it comfortable?

- Will the style live over time? 
- When will the piece be worn? 

- Can it be taken apart to be re-printed/repaired?  
- Will the wearer be involved in the garments life? 
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4.2.1 Outfit one 

Materiality 
The material in outfit one is made from second-hand t-shirts in cotton and 
therefore is a renewable resource. Second-hand t-shirts can be printed on, due 
to the different hues of the white, there could be something exciting happening 
in the meeting of materials from different t-shirts and telling the story of the 
materiality of the garment. Using second-hand material, the durability of the 
material is hard to control. The t-shirts used in this example had been discarded 
because of stains and had not been worn, so this has to be considered as used 
t-shirts already is weaker as a material.   

Positivity 
This garment has minor traces of being made from second-hand garments but 
combined in a way so that it is not visible straight away. This dress is one of the 
pieces that has got most comments during the progression of the collection 
and has sparked interest in the technique. This way of working with second-
hand garments is not something new, but combined with the possibility to be 
taken apart for printing is presenting a fresh idea for sustainable development 
in the fashion industry.

Wearability 
This outfit is very comfortable to wear and can be used in daily life as much as 
for special occasions. The style is not too exaggerated, which can lead to the 
possibility for it to live over seasons and trends. It can be taken apart, it is a bit 
time consuming, but the printing/re-printing is not something that is done so 
often that this is a problem. The jersey will mold and grow depending on who 
will wear it, and that leads to a relationship between wearer and garment. The 
white cotton material will also show sweat and human traces as yellow stains, 
and this can be incorporated in the design and print rather than be seen as 
something unfortunate.

Figure 66. Details of materiality outfit one
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Figure 67.  Shadow print suggestion Figure 68. Lacing detail
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Figure 69. Outfit one from all angles 
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4.2.2 Outfit two

Materiality 
The top in outfit two is made from second-hand college sweats that have been 
used and worn and can be printed with natural dyes with success. The pants 
are also made from a renewable resource, a viscose fabric that was bought as a 
damaged textile as it had stains along the folded line of the rolled-up material, 
some of it left in the washing. However, in combination with the print, the effect 
might be beautiful. It is made from the same lacing detail as in outfit one, but 
with another trimming as a base. Because of the weight of the sweater being 
heavier than the jersey dress, it also needs more structure in the lacing detail, 
holding it together. 

Positivity 
The material in the top shows the traces of the old garment as the white has a 
different nuance that can be seen when the sleeves are put over the body. This 
effect is something that adds to the garment and makes it interesting, already, 
without the added print, it has a visible history. The lacing detail might add to 
an interest in getting to know how the garment is made and why the lacing 
detail is there at all. 

Wearability 
This outfit is wearable and comfortable. The pants are made in such a way that 
they tie around the body, therefore, fitting different sizes. The sweat is a more 
elegant take on a college sweat and is not overpowering in detail or something 
else that can become out of style or trend. This outfit is one of the examples 
that can be worn for a more casual occasion but also in the white blank canvas 
stage of the garment, and the pieces are elegant so that they could be worn 
for other occasions. 

Figure 70. Close up lacing detail
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Figure 71. Shadow print suggestion Figure 72. Details of neckline 
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Figure 73. Outfit two from all angles
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4.2.3 Outfit three

Materiality 
This full outfit is made from second-hand linen table cloths, some of them 
dating as far back as 1926, they had been given to the store and was part of an 
archive from a weaving company located in Borås. The different table cloths 
in this is also combined with second-hand table cloths from other periods, 
and therefore the flower print of the damask differs. By stitching the quilt in 
the woven print, the table cloth properties will also be enhanced further. The 
material can be printed, and some of the pieces are stained from use, which can 
be incorporated into the print design. In this look, the textiles are also damaged 
as they are old, they break apart, and with the mending of the textiles, prints 
can also be added. 

Positivity 
In this look, it is visible that the origin comes from table cloths, but with the 
added quilting technique, their expression of the piece will change. The 
material shown as a blank canvas history already as the table cloths differ in 
the hue of white, the older pieces tend to be a bit more yellow as the newer 
ones that are crisper white.  

Wearability 
The white coat might be hard to use, just because of the white, but as the 
changing of color and material is a critical element of this collection, the 
possibility of it changing is not unfortunate. The coat can be worn over several 
of the outfits and can be adjusted in mending over time as the material seem 
to be more fragile with time. The garment can therefor show how much they 
have been worn and loved by how much they are mended. This is one of the 
looks that also can be made in so many different materials and there could be 
potential in having customers bring in their old table cloths to have it remade 
into this coat, giving them new life. 

Figure 74.  Detail of quilted table cloths 
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Figure 75. Outfit three Figure 76. outfit three
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Figure 77. Flat sketch of wrap dress Figure 78. Flat sketch of quilt jacket 
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Figure 79. Outfit three from all angles
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4.2.4 Outfit four

Materiality 
The entire outfit is made from second-hand table cloths in linen, and they can 
be printed on with natural dyes. The skirt has stains on it from being used, 
and this can be added to the history of the garment. The material is durable 
but can also be mended if it would break, aby adding another layer of print to 
the look. In the skirt, the detail of the edge is kept untouched as it adds to the 
history of the origin of the material. 

Positivity
The new technique of flat garment construction is evident in this outfit, and 
this is the most successful outcome of translating the technique into visual 
understanding. When stating that these garments are made in a flat garment 
construction, it will be easier to grasp in this example instead of other ones that 
are more intricate in overlapping pieces. The print in these are visible from the 
damask woven pattern. However, the suggestion to use the print technique as 
a way of enhancing the already existing print will have to be explored further to 
understand the full potential. 

Wearability 
This outfit is one of the ones that are the hardest to wear, because of the open 
back of the top. The top wraps around itself in one piece, and that leaves the 
back open. This top, however, can be made into a more applied commercial 
piece where the back is not as fully open as most women wear some kind of 
underwear. While the skirt is effortless in the way it is worn, the top is a bit 
limiting in how it can be worn; for a future development, more fabric can be 
added to this look to make it easier to wear. 

Figure 80. Sleeve detail outfit four 
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Figure 81. Detail of back outfit four Figure 82. outfit four
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Figure 83. Flat sketch wrap top 

Figure 84. Flat sketch of wrap skirt 
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Figure 85. look four from all angles   
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4.2.5 Outfit five

Materiality 
The source of this material is made from a renewable material, as it is a cotton 
voile and its sourced as a vintage damaged material. The role of the fabric has 
been stained over time, and it also has parts where the color has faded. These 
particular stains are not that visible over digital presentation but add to the 
actual piece in real life. The cotton will be an excellent material for the natural 
dyes, and in combination with the already stained parts, exciting things can 
happen. 

Positivity
The material in itself is stained, but in the ruffled technique, it is not as visible as 
it was looking at the flat piece, which is an exciting finding because this could 
be a way of hiding parts of material where stains do not add a visual effect 
but only are seen as stains. As this material already has some history written 
into it by the stains and fading parts, the wearer will inherit this quality in the 
garment, and the challenge might be how to translate this to a consumer, that 
something damaged can still look beautiful. 

Wearability 
This look is one of the more showpieces to point to the potential of the method 
and the different outcomes it can generate depending on scale and material. 
This one is comfortable to wear but a little bit seethrough, so it could be hard to 
wear without a complimentary garment underneath, a support garment. This 
piece is not something that might be used regularly but could more be seen as 
a statement piece to showcase that the technique also can be done in this way. 

Figure 86. Detail sleeve outfit five. 
52



Figure 87. Outfit five Figure 88. Outfit five 
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Figure 89. Outfit five from all angles  
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4.2.6 Outfit six

Materiality 
The materials used are the table cloths in the wrap skirt and the blazer, and 
in the material in the top was donated to the project. The table cloth blazer 
holds history in the woven pattern, and the hotel that commissioned the piece 
is visible in the back of the garment. A lacing detail connects the blazer, in 
contrast to the other pieces in the same technique, it is done more delicately in 
the blazer. The materials can be printed with natural dyes and 

Positivity 
The different hues of white is also something that gives history in this outfit. 
The simplicity in the garment leads to a clear visible showing of the method. 
The wrap dress is based on the same pattern as in outfit four, and by wearing it 
differently draped on the body, the overall expression can change. 

Wearability 
This outfit is also one of the once that are very wearable. The blazer shapes 
over the shoulders and is held up with the collar detail connecting the front 
panels. This suggestion of a blazer is still close to how a traditional blazer can be 
made so that the piece can live in the wardrobe for a long time. The skirt is also 
possible to shorten if it would be damaged or if it needs an update.  
  

Figure 90- Detail of outfit six
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Figure 91. Lacing detail outfit six Figure 92. Outfit six 
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Figure 93. Flat sketch of blazer 

Figure 94. Flat sketch of wrap skirt



Figure 95. Outfit six from all angles 
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4.2.7 Outfit seven

Materiality 
The materials used in the trenchcoat is made from a silk/viscose blend 
and was labeled as unwanted vintage textile as it was sourced. There 
was no damage to this material at all, but it had a smell to it, which 
might have lead to people not buying it, but other than that, it was sold 
as damaged just because of its age. This material is the one furthest 
away from being a blank white canvas, but with the beige color, it 
references the trench coat and work in the line-up. The materiality of 
the wrap dress is essential as this is one of the table cloths that are 
damaged, and the idea was to mend them after the print was added 
to the garment, so, for now, it is left with some visible holes. 

Positivity 
Claiming that the trenchcoat is the piece that bear least references 
to sustainability and one might not even consider it at first glance. It 
is based on the base pattern of the blazer and added its overlapping 
shoulder flaps that connect the different garment pieces. 

Wearability 
This jacket is one of the comfortable pieces, and it has a nice weight to 
the material at the same time as it has a lot of drape and moves with 
the wearer. A classic trenchcoat is something that is always considered 
to be a classic, so this is one of the pieces that can live over a long 
period of time. It is possible to take apart and is one of the easiest to 
do so by unbuttoning the buttons in the shoulder and the sleeves. The 
complementary dress underneath is based on the wrap dress, and it 
consists of one piece that wraps around the body to create the garment. 

Figure 96. Sleeve detail outfit seven 
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Figure 97. Detail outfit seven Figure 98. Outfit seven
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Figure 99. Flat sketch, trenchcoat 
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Figure 100. Outfit seven from all angles 
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4.3 Potential print expressions    

 

Because of the work being presented as a blank canvas, that can be printed 
on later, some suggestions of how print can be added will be shown in this 
section. Shown in figure 101, is the idea of how the timeline could look for a 
garment. All the garments as a result of this thesis are now on the first stage 
of their lifetime, the blank canvas. Within one or two years, some print might 
be updated to the garment to add some freshness to it. After 3-5 years, the 
decision, instead of adding more print, dip-dyeing might be an alternative, and 
so the idea goes. This is something that is massively depending on whoever 
wears it and their bias. 

The idea of these potential print expressions is not to say that it definitely will 
be in that way but rather show the potential of the work, opening up for many 
possible ways this method and technique can be used and worked on further.

The suggestion of print expression shown in figure 102-104 is made in 
photoshop and show the potential of print expressions that can be used.
 

Figure 101. TImeline of printed garment 
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Figure 102. Suggested print  
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Figure 103. Suggested print  
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Figure 104. Suggested print  
66



4.4 Discussion and Conclusion  

 

By looking at the aim of comparing it to the finished presented result, there is 
a crucial element missing, which is the prints. Due to the situation of COVID-19, 
the labs have been closed down, and the collection has instead been focusing 
entirely on the construction method. By finishing the base, the so-called blank 
canvas, the construction method is in focus.  Several designers are working 
with flat construction, such as the Swedish brand Atacac. Their technique is 
based on 3d modeling, where this thesis work on a more hands-on technique, 
analog in comparison to Atacac. In figure 105, a printed jumpsuit is shown, and 
even though there are similarities in the way the garments are constructed, 
the outcome completely differs. 

Presenting the collection as a white base can potentially show the many 
possible ways of continuing the prints and development of the collection. 
The print suggestion should also have the same kind of analog feel to it to 
enhance the technique of naturally printing, where some unpredictability is 
vital. Printing with these unpredictable dyes can not be faked. However, the 
suggested prints do not to be 100% accurate but more show the different 
possible outcomes that can be made from the same presented line-up. 

Figure 105. Atacac, silk jumpsuit. 
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Also, to consider in the presented line-up is the novelty of the construction 
method in regards to print and the possibility to print the finished garments 
without having to destroy them to take them apart. One costume designer 
that applied print to an already existing garment to add value to it is Sandy 
Powel, as seen in figure 106. The suit is made from a Calico and was a toile, with 
the signatures of famous writers, actors and people in the movie industry the 
suit will instantly have value added to it, to question here is if it is because of 
who signed it and if the same approach can be applied to this work. With this 
suit, she also questions if the material in itself is relevant or what is put on top 
of it. 

The idea of this collection can be commercialized and applied straight from 
the developed line-up, and this is a clear idea from the start, and it is connected 
to the wearability aspect of the collection. If it is wearable, it also tends to be 
more commercial.

A brand that works with updating second-hand and damaged textiles is the 
design brand MAIN NUÉ as shown in figure 107. They work with mending 
garments and disrupt the fashion system in this way. A sweatshirt with a neckline 
that is falling apart gets a second chance with a new collar added and a new 
print. The potential to mend and exchange pieces in the presented collection 
might be more straightforward because of the possibility of flattening the 
garments completely. The mindset of how garments are made has changed 
in this collection, and the garments should have the possibility to be updated, 
fixed, and mended so that they can live longer lives with their wearer. 

This work shows significant potential for sustainable progress of fashion design 
as it can potentially be developed in so many ways, only taking the technique 
of flattening pre-existing garments to the possibility to re-print garment to 
extend the lifetime of them.

Figure 106. Sandy Powell’s signed suit

Figure 107. MAIN NUÉ, mended Acne Sweater 

68



5. References 

 

5.1 Works cited 
Brake, D. (2018). A-Cold-Wall*’s Samuel Ross ponders over the role of materiality in his work. [online] Document Journal. Available at: https://
www.documentjournal.com/2018/11/a-cold-walls-samuel-ross-ponders-over-the-role-of-materiality-in-his-work/ [Accessed 2019.09.10].

Broby-Johansen, R. and Friedländer, H. (1978). Kropp och kläder. 2nd ed. Stockholm: Rabén och Sjögren.

Cline, E. L. (2019). The conscious closet: The revolutionary Guide to Looking Good While Doing Good. New York:  Plume.

Earth Overshoot Day. (2019). Earth Overshoot Day 2019. [online] Available at: https://www.overshootday.org [Accessed 2019.09.10].

Ellen MacArthur Foundation. (2017). A new textiles economy: Redesigning fashion’s future. [online] Available at: https://www.
ellenmacarthurfoundation.org/assets/downloads/publications [Accessed 2019.12.18].

Fashion Revolution. (2020). TEAM - Fashion Revolution. [online] Available at: https://www.fashionrevolution.org/about/our-team/ [Accessed 
2020.02.20].

Fletcher, K. (2016). Craft of use - Post-Growth Fashion. Oxon: Routledge.

Friedman, V. (2018). The Biggest Fake News in Fashion. [online] Nytimes.com. Available at: https://www.nytimes.com/2018/12/18/fashion/
fashion-second-biggest-polluter-fake-news.html [Accessed 2019.09.10].

Greenpeace. (2017). Fashion at the crossroads. Cobbing, M and Yannick, V. Hamburg, Germany: Greenpeace International.

Hamre, I., Meedom, H. and Artman, I. (1980). Tyg och funktion. Stockholm: Wahlström & Widstrand.

Jones, J-C. (1980). Design Methods. 2nd ed. London: David Fulton Publisher.

Kant, R. (2012). Textile dyeing industry an environmental hazard. [online]. Available at: https://www.scirp.org/html/4-8301582_17027.htm 
[Accessed 2019.09.10].

Holgate, M. (2018). Marine Serre Spring 2019 Ready-to-Wear Fashion Show. [online] Vogue. Available at: https://www.vogue.com/fashion-
shows/spring-2019-ready-to-wear/marine-serre [Accessed 2019.11.09].

Lindqvist, R. (2015). Kinetic garment construction: remarks on the foundations of pattern cutting. Borås: University of Borås.

Mistra Future Fashion. (2019). sustainable fashion - Mistra Future Fashion. [online] Available at: http://mistrafuturefashion.com/sustainable-
fashion/ [Accessed 2019.09.25]. 

Nakamichi, T. (2010). Pattern magic. London: Laurence King, p.13.

Samanta, A. K. & Agarwal, P. (2009). Application of natural dyes on textiles. Indian Journal of Fibre & Textile Research, Vol. 34, No. 4, pp. 384-
399. Available from: http://nopr.niscair.res.in/bitstream/123456789/6886/1/IJFTR%2034%284%29%20384-399.pdf [Accessed 2018.12.10].

Sandberg, G. (1986). Indigo - En bok om blå textilier. Stockholm: Nordstedts Förlag.  

Sandin, G., Roos, S., Spak, B., Zamani, B. and Peters, G. (2019). Environmental assessment of Swedish clothing consumption. 05. [online]. 
Available at: http://mistrafuturefashion.com/wp-content/uploads/2019/08/G.Sandin-Environmental-assessment-of-Swedish-clothing-
consumption.MistraFutureFashionReport-2019.05.pdf [Accessed 2019.09.25].

Science Park Borås. (2019). Re:textile - Science Park Borås. [online] Available at: https://www.scienceparkboras.se/portfolio_page/retextile/ 
[Accessed 2019.09.25]. 

Sevin-Doering. (2019). ORIGINE. [online] Available at:http://sevindoering.free.fr/fr/fraccueil/cadreaccueil.htm [Accessed 2019.11.08]. 

Smithsonian. (2017). Parachute Wedding Dress. [online] Available at: https://www.si.edu/newsdesk/snapshot/parachute-wedding-dress 
[Accessed 2020.02.20].

Stein, S. (2019). Secondhand Could Supplant Fast Fashion in a Decade, ThredUp & The RealReal Are Leading the Way. [online] Forbes. 
Available at: https://www.forbes.com/sites/sanfordstein/2019/03/26/resale-revamp-thanks-to-thredup-and-the-realreal/#252520711f3e 
[Accessed 2020.03.0 

sustainable. (2019). In: Definition of sustainable. [online] Merriam-Webster. Available at: https://www.merriam-webster.com/dictionary/

sustainable [Accessed 2019.09.10].

Talman, R. (2019). Changeability as a quality in textile design. Borås: University of Borås.

The Batik Guild. (2020). What is Batik?. [online] Available at: https://www.batikguild.org.uk/batik/what-is-batik [Accessed 2020.02.18].

The Metropolitan Museum of Art. (2020). Sashiko Jacket - second half of the 19th century. [online] Available at: https://www.metmuseum.org/
art/collection/search/50805 [Accessed 2020.02.20].

Thornquist, C. (2010). Artistic development in [fashion] design. Borås, Sweden: The Textile Research Centre, CTF.

Victoria and Albert Museum. (2019). Ethical Fashion. [online] Available at: http://www.vam.ac.uk/content/articles/w/what-is-ethical-fashion/ 
[Accessed 2019.11.08].

WWF (2018). Living Planet Report - 2018: Aiming higher. Grooten, M. and Almond, R.E.A.(Eds). Gland, Switzerland: WWF.

69



 

5.2 Image reference list 
Figure 1. Victoria and Albert Museum (2020). Sarong, 19th century (made). Available at: http://collections.vam.ac.uk/item/O450534/sarong-unknown/ [Accessed 2020.02.18].

Figure 2. Sanskruti (2020). Pure Cotton Light Indigo With Dark Indigo Flower Jaal Hand Block Print Fabric. Available at: https://www.sanskrutistore.com/collections/indigo-cotton-fabrics/products/pure-cotton-light-indigo-with-dark-indigo-flower-jaal-hand-block-print-fabric [Accessed 2020.02.18].

Figure 3. HonestlyWTF (2014). DIY Shibori. Available at: https://honestlywtf.com/diy/shibori-diy/ [Accessed 2020.02.18].

Figure 4. The Metropolitan Museum of Art (2020). Sashiko Jacket second half of the 19th century. Available at: https://www.metmuseum.org/art/collection/search/50805 [Accessed 2020.02.18].

Figure 5. Pym, C (2011). Hope’s Sweater, 1951. Available at: http://celiapym.com/work/hopes-sweater-1951/ [Accessed 2020.04.02].

Figure 6. Tallvod, L (2020). Authors own.

Figure 7. King, A (2017). Rave Review. Available at: https://bon.se/article/rave-review/ [Accessed 2020.02.18].

Figure 8. Sevin-Doering, G (1981). Familie du Combiné. [image] Available at: https://www.flickr.com/photos/38306938@N00/6067309831/in/album-72157627363601971/  [Accessed 2020.02.19]

Figure 9. Tondo, M (2016). Craig Green 2017 Spring Menswear. Available at: https://www.vogue.com/fashion-shows/spring-2017-menswear/craig-green/slideshow/collection#11 [Accessed 2020.02.06]

Figure 10. Fratini, U (2016). Y/Project 2017 Spring. Available on: https://www.vogue.com/fashion-shows/spring-2017-ready-to-wear/y-project/slideshow/collection#1[Accessed 2020.02.06]

Figure 11. Olfe, L (2015).  Algaemy Textiles. Available on: https://www.rasaweber.com/algaemy-textiles [Accessed 2020.02.06]

Figure 12. Nike (2018). Samuel Ross Wants the Nike x A-COLD-WALL* Capsule Collection to Live. Available on: https://news.nike.com/news/nike-zoom-vomero-a-cold-wall [Accessed 2020.02.20] 

Figure 13. Wrighton, G (2020). Gareth Wrighton fall/winter 2020. Available on: https://www.instagram.com/gareth_wrighton/?hl=sv  [Accessed 2020.02.20]

Figure 14. Marine Serre (2019). REGENERATED Denim. Available at: https://www.instagram.com/p/B4fjBHuJ_Af/ [Accessed 2020.02.02].

Figure 15. Marine Serre (2018). Hardcore Couture. Available at: https://www.vogue.com/fashion-shows/spring-2019-ready-to-wear/marine-serre/slideshow/collection#4 [Accessed 2020.02.02].

Figure 16. Re: Textile (2018). Some prints from the Re: Love digital print session at the @monki store in Gothenburg. Available on: https://www.instagram.com/p/BnLvY3BFyRO/ [Accessed 2020.02.20]

Figure 17. Aldama, I (2018). Stockholm Spring 2019, Swedish School of Textiles. Available on: https://www.vogue.com/fashion-shows/stockholm-spring-2019/swedish-school-of-textiles/slideshow/collection#116  [Accessed 2020.02.19]

Figure 18. Aldama, I (2018). Stockholm Spring 2019, Swedish School of Textiles. Available on: https://www.vogue.com/fashion-shows/stockholm-spring-2019/swedish-school-of-textiles/slideshow/collection#119 [Accessed 2020.02.19]

Figure 19-25. Tallvod, L (2020). Authors own.

Figure 26. Hansson, L (2019). Female body lines. Available on: https://www.linnhansson.se/female-body-lines [Accessed 2020.04.03]

Figure 27. Tallvod, L (2020). Authors own.

Figure 28. Lindqvist, R (2015). Flat rectangle – torso and arms. Available on: http://hb.diva-portal.org/smash/record.jsf?pid=diva2%3A793364&dswid=8281[Accessed 2020.04.03]

Figure 29-104. Tallvod, L (2020). Authors own.

Figure 105. Atacac (2019). 100% silk jumpsuit. Available on: https://www.instagram.com/p/BzINEbRighx/?utm_source=ig_web_copy_link [Accessed 2020.04.03]

Figure 106. Reuters (2020). Janelle Monae signs Sandy Powell’s suit at the Oscars. Available at: https://www.telegraph.co.uk/fashion/people/costume-designer-sandy-powell-suit-signed-100-hollywood-names/ [Accessed 2020.04.03]

Figure 107. MAIN NUÉ (2020). Acne sweater mended through hand dyeing, patches and added collar. Available at: https://www.instagram.com/p/B-bnLpziBaO/?utm_source=ig_web_copy_link [Accessed 2020.04.03]

70


