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How happy we are, to meet friends from afar! It is a great honour for Beijing 
Institute of Fashion Technology to host the 18th IFFTI Annual Conference. We 
would like to take opportunity to extend our heartfelt welcome to all the experts, 
scholars and entrepreneurs from 58 organizations participating in this conference. 
Again, we would like to express our sincere appreciation to all those that have been 
supporting this international conference for their valuable contributions.

 
Culture difference and cultural integration, scientific technologies and innovative 

value, tradition and modernization, are the important references to the current 
development of international fashion culture. Driven by the advance of technology, 
international fashion culture not only concerns traditional craftsmanship and 
feelings, but combines scientific technologies with innovative value, which reflects 
an open and inclusive mindset best illustrating the main theme of this conference: 
Cultural Revival. Just as a Chinese saying goes: “the world will be a harmonious 
place if people appreciate their own beauty and that of others, and work together to 
create beauty in the world”.

 
As the conference host, BIFT will organise a series of academic activities for all 

participants, including symposiums, gallery exhibitions, catwalk shows presenting 
outstanding graduates’ works, creative workshops on traditional crafts, and 
sightseeing such as visiting BIFT nationality costume museum and BIFT PARK. 
We hope that this conference will indeed become a fashion gala, which enhances 
academic exchange and cooperation among participants, and promotes mutual 
understanding. Finally, we hope for this conference to deepen the future academic 
cooperation and exchange between Chinese fashion industry and higher education 
institutions and the international fashion world.

LIU Yuanfeng 
Chairman of 2016 IFFTI-BIFT Organizing Committee 

President of Beijing Institute of Fashion Technology
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The International Foundation of Fashion Technology Institutes (IFFTI) was 
formed in 1999 with the intention of creating an international apex body comprising 
of leading fashion education institutions from around the world. A cornerstone in the 
creation of the Foundation was the need to establish a framework of co-operation 
and collaboration in the wake of the liberalisation and integration of the global trade 
in textiles and clothing under the auspices of the World Trade Organisation. The 
aims of IFFTI include the following:

•To advance education and research in fashion design, technology, and business 
and related industries.

•To serve as an international forum for the exchange of ideas and collaborative 
research and development in fashion design, technology and business and related 
industries.

•To promote the interest of students of members institution by involving them in 
the activities of the Foundation.

•To foster the development of fashion and related industries internationally.
 
In the 16 years since its inception, IFFTI’s membership has grown from 17 

member institutions to 57, drawn from 22 countries across the world and including 
reciprocal and corporate members. We continue to seek new members and would 
welcome expansion into as yet unrepresented areas of Africa, South America 
and parts of Europe and Asia. Member institutions are invited to participate in 
the international annual conference, regional meetings and faculty exchanges 
and collaborate with each other in bilateral agreements and many professional 
development activities. IFFTI continues to set the standard for fashion education 
throughout the world.

I do hope you will be able to join us for the 18th annual IFFTI conference, kindly 
being hosted by the Beijing Institute of Fashion Technology from 21st to 25th March 
2016.

Professor Frances Corner, OBE
Head of London College of Fashion & Pro Vice-Chancellor, University of the Arts London

Chair, International Foundation of Fashion Technology Institutes



2016 IFFTI Annual Conference006

Logo design for basketball uniform: an eye tracking study
Guo Jing,Lan Lan,Wang Jiaojiao..........................................012

A 3d virtual visualization method for visualing chinese
ancient clothing
GUO Ruiliang, Jiang Yan, Huang Hongyuan .......................018

Bagh printing motifs and processes of madhya pradesh:
from past to contemporary
Kaveri Dutta , Ratna Sharma................................................023

An exploratory study on wearable mannequin shell based
on 3d scaning technology
Lin Boya, Cui Minghai, Yunyan..............................................029

Influence of pre-tension on the tensile elastic knit fabric
and elastic properties
Li Lu,Chen lihua....................................................................035

The light warm jacket design based on the cold sensitivity
map of body skin
Liu Li, Hu Zi-ting....................................................................040

A glimpse at Chinese developing trends of wearable
clothing
Luan Shan ............................................................................046

A study on body satisfaction and dressing behaviors
Qian Tingting, Cui Minghai ...................................................053

Physical deformation of various yoga wearing jackets
based on the different structures on shoulders and backs
Ren Can-Can, Li Jian, Wu Hao-ran ......................................058

Prospects of smart textiles:  opportunity & challenges
Santosh Tarai, BinayaBhusan Jena, Lipsa Mohapatra..........065

Study on cyclists’ preferences for decorative lines on
cycling jerseys
Shen Miaoyue,Cui Minghai...................................................074

“Information, ecology and wisdom”-interaction between
high tech / high touch and high performance sportswear
design
Zhou Shaoen........................................................................080

01

02

03

04

05

06

07

08

09

10

11

12

13

14

15

16

17

18

19

20

21

22

23

24

The research of color and color name for china traditional
shu-brocade and yun-brocade
Chang Le..............................................................................086

Reviving of craft through design intervention
Hemalatha Jain, M. Vasantha...................................099

Tangible value of intangible heritage— the application of
traditional dyeing and weaving intangible culture in South
Korean creative industry
Jiang Yuqiu...........................................................................107

Intangible cultural heritage in fashion marketing: from
number 1 savile row to the world
Natascha Radclyffe-Thomas.................................................112

A community of culture
Rebecca Louise Breuer.........................................................122

The re-emergence of crftsmanship: embodiment and
materiality in bespoke tailoring and cordwaining
Robert Ott.............................................................................128

Two and a half yards: an unsewn Indian adornment
dornment with multiple draping styles
Sonika Soni Khar, Ashish Dhaka...........................................138

Art Nouvean and the modernization of the Kimono:
The re-evaluation of traditional dress through cultural
hybridization·
Saskia Thoelen.....................................................................148

Comparison of floral pattern of women costume between
chinese and banglladeshi culture
Tao Hui, S M Minhus.............................................................160

Art of creation of the times-research on Hainan island li
brocade
Wang Li.................................................................................166

Traditional craft vs technology; a look back to the future
Wendy Yothers......................................................................171

Field research on amateur craftsman: revival of crafts in
post-industry era
Wu Qi....................................................................................180



007

Sight.Site.Cite
Anthony Bednall....................................................................218

The effects of culture and fashion system on fashion
design process -a conceptual framework of fashion design
process
Ja Young Hwang, Eulanda Sanders, Mary Lynn Damhors....225

Research on the fashion design for the theme of monkey
based on chinese culture
Jia Xizeng, Cheng Xiying......................................................237

Rake up the past: research of vintage fashion
Song Yang............................................................................244

A study on chinese-style fashion leadership
Shi Yajuan.............................................................................255

Influence of consumer lifestyle on the cultural identity of
traditional chinese costume
Sui Xiaohui, Zhaoping, Wangyu, Jin Gaoxia.........................263

Consumer’ understanding process on csr actions—a
cross-cultural comparison
Zhao Li, Baolu Wang............................................................272

28

29

30

31

32

33

34

Fashion without borders-turning cooperation into
collaboration: a case study analysis of a global fashion
communication course
Anne Peirson-Smith..............................................................285

Theme: cultural revival
Sub theme: education in fashion
Showing off:The future of the fashion graduate show
Catherine Mcdermott, Elinor Renfrew...................................294

The role of international cooperation in fashion education
and its current development-taking college of fashion and
design, Donghua University as an instance
Chen Mengmeng, Li Min.......................................................304

Self-determined learning: are you ready? - a study
of fashion design students’ and faculty members’
perceptions on "Heutagogy"
Chiranjeevi Reddy Gudimetla...............................................310

Partipatory action research and fashion education:
theories, Practices, and implications
Magnum Lam, Wing-sun Liu, Yee-nee Lam, Eric Li...............317

The role of project-based learning in fashion education: a
case study on BIFT fashion week
Qian Jingxi, Jiang Ying ........................................................328

The case study methology as an educational tool for
fashion business management
Verónica Arribas Barreras, Isabel García Hiljding, Lourdes Sus
aeta.......................................................................................335

Practical teaching case of sportswear design major
Zhou Shaoen........................................................................346

35

36

37

38

39

40

41

42

25

26

27

Harmony actually osters new things and similarity doesn’t 
sustain-the study of merge and recostruction between 
miao traditional costumes cultural system and modern 
design system
Zhijia Zhai, You Zou..............................................................190

A study on skirt construction in qin dynasty
Zhang Ling............................................................................198

The evolution and innovation of chinese knot buttons
Zhu Lingmin, Zhao Ming.......................................................206

Problems and prospects of sustainable fashion: a case
study of kotpad natural dyed handloom cluster
Binaya Bhusan Jena, Santosh Tarai, Harsha Rani...............353

43



2016 IFFTI Annual Conference008

44

45

46

47

Designing creative album for promoting sustainable
lifestyle with inspiration from Warli tribe
Darniya Roy, Goutam Saha, Satya Shankar Banerjee.........379

3D printing fashion with recyled polyester: a sustainable
journey
Emma Grain..........................................................................388

The colours of nature sustainable dyeing with AAL
(Morinda Citrifolia)
Sudha Dhingra......................................................................398

Sustainable fashion:business model designs
Tarun Panwar........................................................................388

Sustainable fashion: from production to consumer
Yang Jie, Jiang Ying.............................................................394

Origami mee&ts eco-fashion Butter ies on the shoulder
Chen Chanjuan.....................................................................403

Euclidean Sunrise
Kim Hongyoun Hahn, David Hahn.....................................408

Dot stitch & Flowering connections &Spiraling though
generations
Linda Ohrn-McDaniel............................................................412

Heal the world
Mohammad Shamsad Hasnine.............................................418

The shape of box3
Wei Mingjuan........................................................................422

Jamdani design for the future
Sarmily Sarker.......................................................................426

Follow me
Zhou Shaoen........................................................................432

Amma's Chaos & Order
Zhou Shaoen........................................................................435

Walking in the sky
Wan Lan...............................................................................439

The brauty of denim
Zhang Weiqi..........................................................................444

49

50

51

52

53

54

55

56

57

58

48



009



2016 IFFTI Annual Conference010



011



2016 IFFTI Annual Conference012

Logo design for basketball uniform: 
An eye tracking study

Guo Jing*，Lan Lan，Wang Jiaojiao

Aimer Human Engineering Research Centre, Beijing Institute of Fashion Technology, Beijing 100029 P. R. China

*Corresponding author's email: 

julia0224163@163.com

Abstract

The research and technology on eye tracking has been developing rapidly and widely in the fields of, such as, attention catching, visual perception and reading 

activities. Basketball is one of the most popular sports in the world, and the design of the uniform in this sport offers a fantastic opportunity as a culture 

showcase and spiritual impression of its team. Financially, the design of its Logo appeared on the basketball uniform attract designers and potential sponsors as 

a way of self-promotion and income. Where would be the best place to locate a sponsor’s Logo on the uniform? And how can we manipulate the Logo and the 

color of uniform in order to amplify the visual impact upon audience? 

Based on the existing research on Logo design on basketball uniform in regard to its physical design and color theory, this paper focuses on the impact of 

its Logo design upon audience by using eye tracking equipment. It is hoped the paper will provide an important reference to designers and professions in 

commercial advertising industry. The first part is a questionnaire carried out by 30 people. The second part is eye tracking experiment applied on 13 people in a 

random selection, which the main content is: the attention order and sequence with the duration of time spent on each element; the longest period of time spent 

when the color of the Logo is in a complementary color to the uniform. According to the experiment, the Logo attract attention immediately when it is placed 

at upper location; the longest duration is recorded when the color of the Logo is in complementary to the uniform. Therefore, the outcome of observation 

suggests a few certain spots to place the Logo and the choice of the color to maximize its impact on audience.

Key words：Basketball uniform, Eye tracking, Logodesign
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1. INTRODUCTION

The research and technology on eye tracking has been 
developing rapidly and widely in the fields of, such as, 
attention catching, visual perception and reading activities. 
Basketball is one of the most popular sports in the world, 
and the design of the uniform in this sport offers a fantastic 
opportunity as a culture showcase and spiritual impression of 
its team. Financially, the design of its Logo appeared on the 
basketball uniform attract designers and potential sponsors 
as a way of self-promotion and income. Where would be the 
best place to locate a sponsor’s Logo on the uniform? And 
how can we manipulate the Logo and the color of uniform in 
order to amplify the visual impact upon audience? 

Based on the existing research on Logo design on 
basketball uniform in regard to its physical design and color 
theory, this paper focuses on the impact of its Logo design 
upon audience by using eye tracking equipment. It is hoped 
the paper will provide an important reference to designers and 
professions in commercial advertising industry.

2. MATERIAL AND METHOD OF THE APPROACH 

The experiment on the effect of logo printed on basketball 
uniform is carried out using 5 logo spots commonly 
located on the uniform and 4 commonly used colors as the 
independent variables. 

According to the study on basketball leagues in all levels, 
there are 5 logo spots commonly located: upper right, upper 
middle, upper left, lower right, and lower left, shown in 
Figure 1. The colors adopted in regards to color wheel (shown 
in Figure 2) are pairs of bordering colors, similar colors, 
contrasting colors, and complimentary colors. This study 
focuses on color red as the background. Considering the fixed 
places might bring unwanted impact to the result, the software 
AI and PS are used to swap positions of each logo illustrated 
in Figure 3.

2.1 Questionnaire Survey
With 87% participants as enrolled students in the 

randomly drawing of 30 in total on campus, they are age 
between 18 to 30 years old. The survey reflects the sequence 
of participant’s attention shifting across different logo 

positions and the level of sensitivity towards the different 
combinations of the color of numbers against the background.

2.2 Eye tracking experiment
There are 13 people out of the 30 after completed the 

survey are taken further into the eye tracking experiment, 
who are not familiar with the sport, age between 20 to 25 
years old. The equipment involved in the experiment are 
RED (See Figure 4), sampling at 120HZ, operated software 
including iView X RED, Experiment Center, and BeGaze. 
The experimental material is the picture of basketball uniform 
which is displayed on monitor. 

Figure 1. 5 commonly used positions in logo display

Figure 2. Color wheel 

 a (Original position)                          b (Switch left to right)

        c (Switch end for end)    d (Switch left to right and end for end)

Figure 3. Selected colors in logo display

Technology Innovation and Redesign
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Table 1 and Figure 6 list the final scores for each logo. The 
upper middle as the highest in total, followed by upper right, 
upper left, lower right, and lower left as the lowest in Table 
1. The upper middle also received the immediate attention, 
followed by upper right, upper left, lower left, and lower right 
which received the least attention.

 

3.1.2 Color attraction in questionnaire survey
Added scores are made to reflect color attraction in 

different combinations. The first in the ranking earns 2 points, 
than 1 point for the second, followed by the third with minus 
1 point and the fourth with minus 2 point. The final scores at 
each combination indicate the level of attraction on eye balls.

The scores in coherent to color combinations are shown 
in Table 2 and Figure 7. Contrasting colors earn the highest 
scores.

3.2 Results and discussion of eye tracking experiment
3.2.1 Logo’s position attraction in eye tracking experiment 

Results on logo’s position are got through the analysis on 
track record, duration of watching, hot spot and focal-point.

1)Track record analysis: eye tracks recorded for seeing 

 

There are 2 mainly parts. The first part is examined on logo 
positions, in one stimulation last for 8 seconds; the second 
part focuses on the match between numbers and background 
color, in four stimulations with each picture last for 12 
seconds. There is text reminder appeared in between each 
picture last for 5 seconds. The flow is shown as an example 
below (See Figure 5): 

 

3. EXPERIMENTAL RESULTS AND DISCUSSION

3.1 Results and discussion of questionnaire survey
3.1.1 Logo’s position attraction in questionnaire survey

Scores are recorded to indicate the sequence of  
participant’s attention on each logo: the logo received first 
attention scored 3 points, so in forth, the second scored 2 
points, the third scored 1 point, the fourth scored minus 1 
point, and the fifth scored minus 2 points. Each logo will 
accumulate their scores from each participant and the more 
scores each logo earned, the earlier attention it received from 
each participant.  

Figure 4. RED

Table 1. Overall scores earned by each logo

Figure 6. Attentions received by each position

Figure 5. FLow chart

Table 2 Scores earned by different color combinations

Figure 7. Scores earned by different color combinations
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3)Analysis on the positions in regards to hotspot and focal-
point: the hotspot in Figure 11 (the longer eye balls been 
watching, the color of the spot becoming closer to red) and 
focal-point in Figure 12 (the longer eye balls been watching, 
the point becoming brighter) also indicate the position of 
upper middle attracted the longest attention. 

 

Therefore, amount the 5 positions located at the front of 
the uniform, the upper middle always immediately catch the 
eye balls, followed by upper right, then upper left, lower 
right and lower left. In terms of duration of watching, the 
upper middle is ranked the longest, followed by upper right 
and upper left, and lower right and lower left as the least. 
The results demonstrate the position of upper middle is the 
most popular position to be noticed amount the 5, which is 
identical with the result of survey.
3.2.2 Color attraction in eye tracking experiment 

Analysis on color attraction are got through duration of 
watching, hotspot and focal-point.

1)Duration of watching: Working on 4 pictures on 
color testing, the logos (numbers) are divided according to 
positions, and named (Figure 13). For example, AOI 001 
represents upper left position. In eye tracking experiment, 4 
disorganized pictures are used in logo colors testing in order 
to minimize the disruption of human eyes from memorizing 
logo’s fixed positions. However, in Figure 14, AOI5 and 
AOI2 receive relatively longer attention than others, which 
means the effect from logo’s fixed position still impact on 
eye’s attention. Regardless the colors, the logo located at 
these two positions always receives the highest attention.  

 

across 5 positions (Figure 8). The pie chart below shows the 
most common eye tracks is Number 1 which eye balls move 
from upper middle – upper right – upper left – lower right – 
lower left that occupies 62% of total in the experiment(Figure 
9). According to the result, the position of upper middle stands 
out as the most attractive spot which is in corresponding with 
the result of survey. 

 

2)Analysis on watching duration: As shown in Table 3 and 
Figure 10, from the longest to the shortest, are upper middle 
– upper right – upper left – lower right – lower left, which 
the duration of watching at the position of upper middle is 
apparently the longest among the rest.

Figure 8. Eye tracks 

Figure 11. Hotspot of the positions

Figure 10. Time spent on each positions

Technology Innovation and Redesign
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Continuing the analysis on the data in Table 4, the bold 
number in red represents AOI5, and the bold number in blue 
represents AOI2, these two numbers are apparently greater 
than others. To minimize the impact of these two numbers, 
while analyzing the data: all number in blue deduct 4 when 
sum up the total percentage (the duration spent on AOI002 
is almost 4 units greater than the average time on AOI001, 
AOI003, AOI004, AOI006, AOI007, AOI008, and AOI009); 
number in red is taken out before calculating the average of 
other three numbers, the number of average multiply 4 as 
total time 2, and total time 1 is the sum of duration of each 
logo watched on each picture. It can thus be seen, yellow-
green (a pair of contrasting color) is attended as the longest. 

When the uniform is in red, the color of red-orange and 
red-purple shown on numbers is a pair of similar color; 

yellow-orange and purple is a difference color; green, 
yellow, blue-green and blue are contrasting colors; green is 
complementary color. The logo in various colors are attended 
in an order, from the longest to shortest, yellow-green, yellow, 
yellow-orange, red-purple, blue, blue-green, purple, green, 
and red-orange. Duration on yellow-green and yellow are 
higher than the others, and red-orange receives the shortest 
attention, while others are not distinguished significantly. 
Such observation does not match the assumption made 
beforehand. (Assumedly complementary color would receive 
the longest attention followed by contrasting color, similar 
color, and bordering color).   

2)Hotspot analysis: The analysis focuses on top three 
in color marching. As the table 5 shows, the data analysis 
reflects similar outcome as the hotspot examination. In 
comparison in hue, it is not that the further apart between 
two colors on color cycle, the stronger of contrast is; and a 
color shows different level of contrast with the two colors in 
the same distance on color cycle. Therefore, the intensity of 
contrast in between two colors is, from the strongest to the 
least, complementary colors, then contrasting colors, similar 
colors, and bordering colors. Such sequence is not fixed as 
colors are also affected by lightness.

Figure 12. Focal-point of the positions

Figure 13. Divisions of logo (numbers) in color

a Time allocation                          b Time allocation

c Time allocation                                   d Time allocation

Figure 14. Data shown the attention on colors in 4 disorganized pictures

Table 4. Attention received in each colors 
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Outcome of the eye tracking experiment: the rank of 
numbers in colors in terms of its capacity to attract attention, 
from the longest to shortest, yellow-green, yellow, yellow-
orange, red-purple, blue, blue-green, purple, green, and red-
orange. The color of yellow-green and yellow are significantly 
higher than others, and red-orange is the least, while others 
are in similar positions. According to color theory, red-orange 
and red-purple are similar color, yellow-orange and purple are 
difference color, yellow-green, yellow, blue-green, and blue 
are contrasting colors, green is complementary color. Hence, 
contrasting color get most attention, bordering color has the 
least, similar color and complementary color are midst. Such 
outcome is not in coherent with the initial suppose. (The one 
receive the longest attention is complementary color, than 
contrasting color, similar color and bordering color). 

4. CONCLUSION
1)After careful examination on the 5 commonly used 

positions on basketball uniform, through hotspot and focal-
point analysis: the sequence of 5 been watched starting from 
immediate: upper middle, upper right, upper left, lower right, 
lower left; the duration of 5 been watched starting from 
longest: upper middle, upper right, upper left, lower right, 
lower left. Therefore, the best position to locate a logo is 
upper middle which is relatively easier to be visually noticed 
and remembered. In the case there is more than one sponsors, 
the organizer can rank the levels of sponsorship in regards to 
placing their logo accordingly. 

2)After the comparison in between selected colors which 
is the analysis on different color-matching between logo and 
background through hotspot and focal-point experiments: 
when the background is in red, the duration of attention 
is as below, starting from the longest, contrasting color, 
complementary color, similar color, and bordering color. 
Therefore, when it comes to design the uniform, the color 

of logo does not have to be the complementary color to the 
background. There are a few opinions such as contrasting 
color and complementary color to compare and select 
whichever the most appropriate one. 

Technology Innovation and Redesign
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A 3d virtual visualization method for 
visualing chinese ancient clothing

Ruiliang GUO, Jiang Yan, Huang Hongyuan
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Abstract

This paper applied the three-dimensional virtual computer simulation technology to achieve the 3D virtual visualization of ancient clothing, hoping to find 

a way to take advantage of computer technology to quickly recreate ancient clothing in the computer. The method proposes to gather information of ancient 

clothing(style, structure, measurements and fabric information), from museums and written records. Three-dimensional virtual visualization technology is used 

to make and present the ancient garment, using two-dimensional garment CAD software to produce ancient clothing pattern firstly, then using image processing 

software to process fabric images, and finally using CLO3D system to produce three-dimensional model of ancient clothing. This approach is proved feasible 

through an example of the Qing Dynasty robe.

Key words: ancient clothing, virtual reality technology, three-dimensional simulation, garment CAD software, virtual visualization
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1.INTRODUCTION

3D virtual visualization technology is part of the 
virtual reality technology. Based on computer technology 
and combined with the relevant science and technology, 
virtual reality (VR) can generate a range of real-world 
environment in vision, hearing, touch and other aspects 
of the digital environment with the necessary equipment 
and the digital environment objects(ZHAO Q.P, 2009). 
In 1965, Dr. Sutherland proposed the idea of the virtual 
visualization technology(Sutherland IE, 1965). Since then, 
many universities and research institutions have done a lot 
of research on all aspects of virtual reality technology, and 
gradually achieved a large number of research results. 3D 
virtual visualization technology research in the textile and 
clothing sector mainly focused on the simulation of fabric. 
Recently, some outstanding productions have been published, 
and used successfully in Europe textile and garment 
enterprises(Guay L.,2013; Rotter U.,2010).

In China and the western world, clothing is an important 
part of the humanity's heritage. Unlike ancient architecture, 
textiles are often not well preserved, some even stored in 
dry and air-tight conditions. For most of ancient clothing not 
preserved, the researchers would reconstruct them according 
to written records, paintings, figurines and other artifacts. 
However, real restoration of ancient clothing requires a 
lot of manpower and material resources, and is not widely 
spread. This paper attempts to apply the three-dimensional 
virtual computer simulation technology to display ancient 
costumes, hoping to find a way to take advantage of computer 
technology to quickly recreate ancient clothing.

2.METHOD

The virtual visualization of ancient heritage usually begins 
with 3D virtual modeling or 3D model scanning, followed by 
mapping and lighting. Textiles are more difficult to preserve, 
and perishable. If we use 3D scanning, clothing may be 
physically damaged to some extent. As a result, 3D modeling 
is adopted to get the model in this paper.

Many scholars have studied on modeling clothing, such 
as Volino P.(2005) and Decaudin, P. (2006). However, these 
studies focused on the modern structure of clothing, not 

ancient clothing. In the paper(Magnenat-Thalmann N., 2006), 
the virtual visualization of ancient Roman costumes were 
briefly presented. But the paper only described the restoration 
method, without the recovery information, for example 
specific clothing size and structure. In this paper, clothing 
virtual visualization takes four stages: 1) data collection, 
including clothing style, structure, measurements and fabric 
information; 2) pattern recreation according to the analysis 
of style, structure and measurements, to produce clothing 
patterns; 3) fabric virtual visualization, according to fabric 
pattern information gathered, making the fabric patterns 
with actual garment size in the fabric processing software; 4) 
clothing virtual visualization, the obtained patterns are placed 
around the target virtual body and seamed in a 3D space. And 
the texturing and fabric physical properties definition are 
completed.

3.VIRTUAL VISUALIZATION OF THE QING 
DYNASTY ROBE

3.1 Data collection
To recreate the visual appearance exhibited by ancient 

clothing, source data such as frescos, mosaics and statues, 
coupled with written descriptions and complementary 
historical information concerning the garments, fabrics, 
colors and accessories has been used as a base. This paper 
takes the Qing Dynasty robe as a case study. The reason is 
that the Qing dynasty was the last imperial dynasty of China, 
and many costumes at that time are well preserved. There are 
large amounts of data that can be collected.

This study focuses on a Manchu woman's robe(changyi) 
of the Qing Dynasty, describes the specific implementation 
process of the three-dimensional virtual visualization. 
Changyi, the informal robe of the Qing Dynasty court, is 
the type of clothing with the richest decoration. It was worn 
frequently in several occasions such as visiting friends and 
receiving guests. It was originally a traditional Han clothing. 
The Changyi featured a round neck and a panel crossing from 
left to right, fastened at the side with buttons and loops. It had 
splits up at each side of the robe for the facility of movement. 
The splits were often highlighted by decorative borders. It had 
a relatively straight body and flat sleeves. Cuffs are connected 
with a replaceable sleeve head to facilitate removable. The 

Technology Innovation and Redesign



2016 IFFTI Annual Conference020

sleeves are lined with cream-silk sleeve bands embroidered 
in polychrome floss silk with flowers and butterflies. Fabrics, 
usually cotton, clips, satin or yarn, change in different 
seasons. 

As Qing Dynasty court informal clothing, the image of 
changyi has been changed from the traditional impression 
of Manchu robe to a new fashion that caters to the court 
extravagant luxury, ease and comfort. To the late Qing 
Dynasty, the style of changyi is integrated with other Manchu 
robe, and gradually evolved into cheongsam. The changyi 
has the same style with different fabrics. Figure 1 shows the 
image of changyi used as case in this paper.

Unlike modern clothing, the silhouette of ancient Chinese 
clothing is baggy shape. The clothing cutting mode is "cross 
cutting", i.e., front and back piece and two sleeves are 
connected as one piece, like "+".The changyi is actually a 
one-piece dress. In order to facilitate wearing, the front piece 
has a slant lapel, and left and right sides are also open. In 
addition, ancient clothing and modern clothing are different. 
There is no deal with the dart, and the pattern is relatively 
simple.

The s ize  of  changyi  can be  measured by t i l ing 
measurement. In this case, the purple silk changyi has 
medium sleeves. The specific measurements of this purple 
silk changyi are shown in Table 1.

3.2 Drawing Pattern in Apparel CAD Software
According to the measurements of Table 1, the basic lines 

of changyi were drawn in apparel CAD software. Then the 
details of pattern, such as the garment around the open top of 
wishful cloud top, were drawn. Finally the pattern of changyi 
was shown in Figure 2.

 

In this paper, the number of changyi patterns is15, 
including bodice block, sleeve patch block, neck patch block, 
and other trim patch block. It's complex and not very efficient 
to arrange and sew so many pieces in CLO3D software. It 
may also affect the virtual visualization of changyi. In the 
virtual visualization, it has little effect on the display of result 
whether a patch is sewn or not. To combined the efficiency of 
virtual sewing and good display, we didn't cut out the patches 
of changyi, but showed them by textures drawn in Adobe 
Illustrator software.

3.3 Illustrating the fabric of changyi in adobe illustrator 
software

In order to make a clear pattern and facilitate the fabric 
mapping in CLO3D system, the pattern with actual size was 
imported into image processing software. In this paper, the 
DXF format patterns were imported into Adobe Illustrator 
software, filled with the fabric image by using tools. After 
filling operation was completed, the pattern was saved as a 
JPEG file, as shown in Fig.3.

 

Figure 1. The image of changyi used as case

Table1. Measurements of changyi(unit:cm)

Figure 2. Pattern of changyi

Figure 3. Fabric of changyi
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3.4 Virtual sewing of changyi
Because of the amount of geometrical details, and the 

total number of polygons that can be used to render the 
geometrical complexity of a give model, we ought to consider 
the available hardware limitations of the hosting platforms 
and the inherent constraints of any real time application, 
a careful preparation and optimization of the modeled 3D 
meshes is necessary in order to ensure real time simulation 
and interaction. Consequently, it is of prime importance to 
find a suitable compromise in the trade-off that exists between 
precision, performances and visual impact of the simulations, 
in order to guarantee an optimum balance in all the elements 
that participate in the virtual restitutions. In this section we 
will thus illustrate such concerns trough the presentation of 
the modeling and mapping that have been applied to our case 
study.

Virtual sewing of the purple silk changyi was carried 
out in CLO3D system. After the virtual model size was 
set up, the changyi patterns were imported and placed 
horizontally on the model's shoulders, as shown in Figure 
4. Draping simulation, mapping fabric texture, the cloth 
physical properties were adjusted to the feeling of silk, as 
shown in Figure 5. The complex degree of performance was 
reduced because of a whole texture made in Adobe Illustrator 
software. The particle distance, a property which indicated 
the number of polygons of clothing model in CLO3D system, 
was set to 15. The number of polygons was 16,015, in line 
with the requirement for display in different platform such as 
PC, IPAD and Internet.

In order to better reflect the beauty of the ancient clothing, 
the model's pose was adjusted to the Qing Dynasty common 
female posture, as shown in Figure 6.

4.CONCLUSION

In this paper, a method of three-dimensional virtual 
visualization was proposed by studying the application of3D 
virtual display technology in clothing. The method consists 
of four stages: 1)data collection, including clothing style, 
structure, measurements and fabric information; 2) pattern 
recreation according to the analysis of style, structure and 
measurements, to produce a clothing pattern in garment CAD 
software; 3) fabric virtual visualization, i.e. making the fabric 
patterns with actual garment size in the fabric processing 
software according to the gathered fabric information 4)
clothing virtual visualization in CLO3D system. The 
paper took the Qing Dynasty changyi as a case study, and 
demonstrated the effectiveness of this method. The method 
is simple, and can serve as a strong complement to the real 
restoration of ancient clothing.
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Figure 6. The final virtual visualization

Figure 4. The changyi patterns placed horizontally on the model's shoulders

Figure 5. Mapping the fabric
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Abstract

Indian traditional textile is a synthesis of various cultures. Art and crafts of a country showcases the rich cultural and artistic history of that nation. Similarly, 

Bagh print a traditional hand block Print with natural colors an Indian handicraft practiced in Bagh, Madhya Pradesh (India). Bagh printing actually started in 

1962 when the craftsmen migrated from Manavar to the neighboring town of Bagh situated in Madhya Pradesh and hence Bagh has always been associated 

with this printing style. 

Nowadays fashion trends are fragile and innovative changes over existing fashion field in short span is the demand of times. We must make efforts to preserve 

this cultural heritage of arts and crafts and this is done either by documenting the various ancient traditions or by making a blend of it. Since this craft is well 

known over the world but the need is to document the original motif, fabric, technology and colors used in contemporary fashion. Hence keeping above points 

in mind this study on bagh print textiles of Madhya Pradesh work has been formulated.

The information incorporated in the paper was based on secondary data taken from relevant books, journals, museum visit and articles. Besides for the 

demographic details and working profile of the artisans, an interview schedule was carried out in three regions of Madhya Pradesh. This work of art was 

expressed in Cotton fabric. For this study selected traditional motifs for Bang printing was used. The Bagh printed cotton fabrics were developed into a range 

of men’s ethic wear in combination with embroideries from Rajasthan. Products developed were bandhgala jackets, kurtas, serwani and dupattas. 

From the present study it can be observed that the embellished traditional Bagh printed range of ethnic men’s wear resulted in fresh and colorful pattern. The 

embroidered Bagh printed cotton fabric also created a huge change in a positive way among artisans of the three regions.

Key words: Art and craft of Madhya Pradesh, bagh print motifs, evolution of printing in India, history of Bagh printing, sources of inspiration.
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1.INTRODUCTION

India is a land of diverse cultures. Going back to almost 
5000 years from present, the first references to Indian 
handicrafts can be found from the Indus Valley Civilization 
(3000 B.C.- 1700 B.C.). In the heartland of India lies its 
largest State, Madhya Pradesh. Filled with lush forests, 
magnificent monuments, exuberant festivity and blissful 
solitude. In this land of wonderful and contrasting variety, 
handicrafts lend a touch of mystique - a charm unique to 
Madhya Pradesh. A deftly woven silk or a cotton blended 
saree. Block printed fabrics, stuffed leather toys or floor 
coverings. Folk paintings, bamboo, cane or jute. Woodcraft, 
stone craft, iron craft. Metal craft, terra-cotta, peppier mache. 
Zari work (gold thread embroidery), ornaments, dolls...each 
hand-crafted product of Madhya Pradesh is charming enough 
to sweep you off your feet. 

The history of printing is also a history of people, culture 
and trade. Textile printing, the various processes by which 
fabrics are printed in colored design, is an ancient art. 
Although the time and place of origin are uncertain, examples 
of Greek fabrics from the 4th cent. B.C. have been found. 
India exported block prints to the Mediterranean region 
in the 5th cent. B.C. and Indian chintz was imported into 
Europe during the Renaissance and widely imitated. Early 
forms of textile printing are stencil work, highly developed 
by Japanese artists, and block printing. In the latter method a 
block of wood, copper, or other material bearing a design in 
intaglio with the dye paste applied to the surface is pressed on 
the fabric and struck with a mallet. A separate block is used 
for each color, and pitch pins at the corners guide the placing 
of the blocks to assure accurate repeating of the pattern. 
Roller printing, developed in 1785, the fabric is carried on 
a rotating central cylinder and pressed by a series of rollers 
each bearing one color. 

There are five main methods of printing a fabric, these 
being the block, roller, screen, heat transfer and ink-jet 
methods. The main centers of traditional printing in India are 
as follows:

1. Bhuj, Jamnagar and Ahmadabad in Gujarat.
2. Udaipur, Jodhpur, Ajmer, Kota, Bagru, Sanganer and 

Barmer in Rajsthan.
3. Indore, Bagh, Ratlam, Gwalior, Mandsore, Neemach 

and Ujjain in Madhya Pradesh.
4. Varansi, Lucknow, Farukhabad, Kasipur, Kannuaj, 

Kanpur, Mathura, Mirzapur and Fatehpur in Uttar Pradesh.
5. Nasik, Nagpur, Khandesh and Mumbai in Maharashtra.
6. Bangalore, Mangalore and some parts of north in 

Karnataka.
7. Vijaywada, Chirala, Machalipattanam and Srikalahasti 

in Andhra Pradesh.
8. Kumbarnam, Tanjore, Tuni, Kodalikaruppur and 

Chennai in Tamil Nadu.
9. Sreerampur, Murshidabad and Kolkata in west Bengal.
10.  Bastar in Chhattisgarh.
The colors commonly used in Printing are –
red, a symbol of marriage
saffron, a color worn by yogi who has renounced the world
yellow, which stands for spring
Black and maroon, used for mourning.
Bagh Printing started with Sindh, their original place of 

inhabitance. The ‘Khatris’ a textile community from Sindh 
migrated to Gautampura and later on to Manawar. From 
Manawar a part of the community moved to bagh, a nearby 
village in search of good quality water for their craft, and 
also to avoid octroi taxes. This bold and vibrant hand block 
Bagh printing has its origins in Bagh village in Dhar district 
of Madhya Pradesh and from where it also derives its name 
‘Bagh prints’. This unique craft was started by the Chhippas 
of the Khatri community who migrated to Bagh around 400 
years ago from Larkana is Sind which is famous for its Ajrak 
prints. Bagh was chosen as a suitable place for this craft as the 
high copper content in the waters of Bagh River adds depth 
to the color. Like most handicrafts, Bagh printing is a tedious 
and time-consuming process but the end results are worth 
the wait. The whole process of block printing involves '15 
STEPS' and a single Bagh print composition may comprise 
of as many as 1300 different block impressions. Bagh prints 
are characterized by geometrical patterns of floral motifs, 
usually using tones of black, red and blue. The motifs evoke 
various moods in the serenity of the prints and that is the 
catchy element of Bagh prints. Natural colors are extracted 
through various raw materials. Tamarind seed mixed with 
alum creates the characteristic red color of Bagh and black 
color is obtained by leaving a mixture of iron fillings and 
jaggery together for a fortnight. Authentic Bagh prints have a 
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distinctive smell of alizarin (organic dye).
Bagh prints’ are an all time favorite in the Indian 

subcontinent primarily because the material is very 
comfortable and soft. There is a variety of Bagh printed 
merchandise that is commonly found such as bed covers, 
cushion covers, table covers, runners, mats, ladies suits and 
sarees, kurtis, dupattas, skirts and dresses amongst other 
things.  A lot of trendy and contemporary prints are now being 
used by the Bagh printers along with more fabrics apart from 
Cotton such as Silk, Crepe and Tassar with fabulous results.  
Bagh prints are very fashionable and people are developing 
a new connect with this beautiful art form which is a part of 
the rich Indian textile heritage.  Eco-friendly in nature, since 
Bagh prints make use of vegetable dyes, this art is gaining a 
lot of recognition worldwide and indigenously too, with the 
Government taking initiatives in trying to support and reform 
this craft.

1.1Purpose of the study
The development in traditional textile is as essential as in 

other field. Indian culture and its rich heritage are reflected in 
costumes and the traditional textiles of various regions of the 
country. Nowadays fashion trends are fragile and innovative 
changes over existing fashion field in short span is the 
demand of times. India is proud of its immemorial heritage. 
We must make efforts to preserve this cultural heritage of 
arts and crafts and this is done either by documenting the 
various ancient traditions or by making a blend of it. In the 
new millennium where the younger generation has taken to 
the field of designing using modern tools and techniques and 
different materials, it is their responsibility to preserve the 
richness of Indian culture and to adapt the traditional motifs 
to contemporary and stylized forms with modern technology 
so that coming generations could know about their ancient 
arts and crafts. Since this craft is well known over the   
world but the need is to document the original motif, fabric, 
technology and colors used in contemporary fashion. Hence 
keeping above points in mind this study on Bagh print textiles 
of Madhya Pradesh work has been formulated.

2. METHODOLOGY

Indian traditional textile is a synthesis of various cultures. 

Documentation of the craft was carried out by reviewing the 
available literature through the books, newspapers, magazines, 
museums visits, internet etc. and also by interviewing the 
artisans engaged in the craft of Bagh printing.

The following methodology sets forth the methods and 
procedures undertaken for the collection and analysis of data 
with the objectives of the study in mind.

2.1 Place of study: Bagh printing work is the form of 
fabric ornamentation believed to be introduced in India during 
the medieval times. Therefore keeping this point in mind the 
regions of Madhya Pradesh like Bagh and Manawar are the 
ideal locale for exploring this work.

2.2 Selection of the sample: The present study dealt 
with exploration and documentation of the Bagh printing 
unit’s locations of Bagh and Manawa. A total number of 60 
units (thirty from each region) were selected. The desired 
information was purposively gathered from each of the above 
mentioned area. 

Other secondary sources of information were: -
Newspapers
Historical literature
City Palace Museum
Documentaries
Internet etc.

( c )                                                                 ( d)

Figure 1. (a) (b) (c) (d) shows a step by step process of Bagh printing.

(a)                                                                 (b) 
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2.3. Development of tool: In order to gather information 
regarding the Demographic details and working profile of the 
artists an interview schedule was prepared. 

2.4 Creation of motifs: Ten motifs from each of the 
regions with the help of a panel of six judges, two judges from 
each category of designers, consumers and manufacturers 
were selected. Geometrical, abstract, floral, Traditional, Folk, 
Figurative and natural. 

2.5 Selection of stylized designs: Out of total fourty 
stylized motifs five motifs from each region selected 
by Judges. The motifs were further used for product 
development. Best ten designs (i. e. five from each of the two 
regions) were selected based on the ranks provided on a scale 
mentioned (Excellent: 5/Very Good 4/Good 3/Average 2/Poor 
1)

2.6 Selection of fabric, color, size & embroidery
Motifs created for the products, embellished with 

embroidery from Rajasthan on men’s ethnic wear i.e. Kurta, 
Jacket & Stole 

2.7 Sketching of men`s ethnic wear
Thirty sketches of Mens’ Kurta, Stole and Jackets in 

total were approved for the construction on the basis of the 
selection made by the judges. 

2.8 Construction of the product line
A range of twenty sets of Kurta, Stole and Jacket were  

constructed for males belonging to an age group of 30-35 
years and its acceptability was found out by showing it to 
the consumers. A rating scale for evaluation was developed ( 
ranked on a scale - Excellent: 5/Very Good 4/Good 3/Average 
2/Poor 1). Various elements for rating comprises of fabric 
used, motif used, placement of the motifs, Color combination 
and overall appeal and willingness to buy the product. 
Responses thus collected will be analyzed and assessed for its 
sale ability in the market.

3. RESULT AND DISCUSSION

Table 1. Motifs selected from Bagh region.

Table 2. Motifs selected from Manawa region
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engaged in bagh printing, local designers and consumers of 
the two regions. 

From the artisans rating against the developed products it 
was observed that the embellished traditional Bagh printed 
range of ethnic men’s wear resulted in fresh and colourful 
pattern. The embroidered Bagh printed cotton fabric also 
created a huge change in a positive way among artisans 
of Manawar and Bagh region.  Products developed were 
bandhgala jackets, kurtas, serwani and dupattas. 

 

4.CONCLUSION

Therefore from the present study it can be concluded 
that this paper first analyzed the origin and importance of 
bagh printing to safeguard cultural identity of a community. 
Secondly it presented the possibility of merging the bagh 
printing of Manawar and Bagh region with embroidery of 
Rajasthan. Thirdly the evaluation efforts were presented 
among the local designers, artisans and consumers of the 
two regions not only to develop fresh and colourful bagh 
printed cotton products but also to generate revenue. The 
embroidered Bagh printed cotton fabric products also created 
a huge change in a positive way among artisans of the two 
regions. Lastly it is important to adapt design elements for 
new crafts without destroying the cultural core that lies 
behind the tradition.

Bandhgala Jacket 
and kurta

Serwani and 
dupattas

Bandhgala jacket

Manawar a city located in the Dhar district of Madhya 
Pradesh, on the banks of the Maan River.  Bagh is a town, 
also situated in the Dhar district of Madhya Pradesh. Bagh 
print has its roots in Sindh, which is now a part of Pakistan. 
The art of Bagh printing moved eastwards to Marwar 
(Rajasthan) and later to Manawar (Madhya Pradesh) with the 
migration of the craftsmen. The present form of Bagh printing 
actually started in 1962 when the craftsmen migrated from 
Manawar to the neighboring town of Bagh and hence Bagh 
has always been associated with this printing style. The Bagh 
prints are basically floral and geometrical patterns and the 
blocks for Bagh printing are crafted with great skill by block 
makers that reside in Pethapur, Gujarat. These are created 
by a community of printers called 'Chheepa' (derived from 
the Hindi word "chhapna" which literally means 'printing'). 
The printers of Bagh as well as Manawar use vegetable 
and natural dyes, specially extracted from roots of "Aal" or 
madder. The resultant colours are bright shades of red and 
black and also occasional indigo. The blocks are made of 
intricately stylized motifs, which have evolved over hundreds 
of years. These prints have a tonal and a three dimensional 
effect which is impossible to replicate in the screen printing 
or machine printing process. 

The present study was undertaken to explore the possibility 
of restructuring and redesigning of bagh print motifs of 
Manawar and Bagh region over cotton fabric.  The Bagh 
printed cotton fabrics developed into a range of men’s ethic 
wear in combination with embroideries from Rajasthan. The 
embellished bagh print products presented among the artisans 

Table 3. Distribution of respondents (n=150)

Figure 2.

Technology Innovation and Redesign



2016 IFFTI Annual Conference028

5. ACKNOWLEDGEMENT

It is my profound privilege to express my deep gratitude 
to Dr (Mrs) Ratna Sharma for her keen interest, constant 
guidance and continued encouragement throughout this work. 
I would like to express my heartfelt thanks to my Husband 
Mr Pankaj K Dutta for his help and moral support throughout 
the course of my study. Last but not the least, words or deeds 
are not enough to thank my parents, brother, sister and friends 
who are responsible for making me this level through their 
encouragement and blessings. And above all my almighty god 
for the blessings and enlightenment at every step in my life.

URL
http://textilelearner.blogspot.in/2011/07/printing-method-

method-of-printing_

Albeck P. (1969): Printed Textile, Oxford University 
Press, London, pp.67-68.
Muchikar R. (1986): Traditional Textile Design, 
National book trust, New Delhi pp.261.
Gulrajani, M.L. and D. Gupta. 1992. 6. Natural dyes 
and their application to textiles. Pp 81- 96.
Mehta ,  J .R . (1994) :Mas te rp iecesOf   Ind ian 
text i les ,  D.B.  Taraporwala  Sons & Pvt .Ltd .
Ahmedabad,pp.23-23.
Bhandari V. (2005): Costumes, Textiles And Jewellery 
Of India: Traditions in
Rajasthan, Mercury Books Delhi, pp.161-165.
Sarkar, D., K. Mazumdar and S. Datta. (2006), 
‘Application of eco-friendly Floral dye on natural 
fibre: Flax’, Man-Made Textiles in India, 49(11): 409-
419 
Byadgi S. (2009): Digitizing conventional patterns of 
Gujarat embroidery and product development (M.Sc. 
Thesis) pp.171-175.
M.P. Midday Editor (2011) ―Bagh Prints artists in 
Argentina for fourth Bharat Mahotsav.‖ 
Dange M.S. & Mandloi S. (2015) :” New Trends in 
Bagh Prints:A Prospective Study” Asian Resonance, 
vol-IV , January ( 235-236) 
Singh M. et al “Hand Crafted Indian Textile”
Mahadevan M.G. “Textile colouring”
Corbman B.P. “Textile Fibre to Fabric”

[1]

[2]

[3]

[4]

[5]

[6]
[7]

[8]

[9]

[10]

[11]
[12]
[13]

References: 

Pizzuto’s J.J. “Fabric Science”
Tandon N. & Reddy E.E (2013) “A study on emerging 
trends in Textile industry in India”, International 
Journal of Advancement in Research and Technology, 
vol-2, July (267-276)
“Global Printed textile Industry”, Times of India, 
2003. 
K. Rangarajan: “International Trade in Textiles 
and Clothing”, paper presented in the International 
Conference - Textile and Clothing Management”. 
K. Rangarajan: International Trade in Textile and 
Clothing”, ITCM, 2004, p. 28. 
D.K. Nair: “ Indian Cotton Mills Federation” , Yojana, 
February, 2005. 

[14]
[15]

[16]

[17]

[18]

[19]



029

An exploratory study on wearable 
mannequin shell based on 3D scanning 

technology

Lin Boya1, Cui Minghai1,2*, Yang Yunyan1

1Beijing Institute of Fashion Technology, Beijing 100029 P. R. China
2 LANCY Co., Ltd, Beijing 100022 P. R. China

*Corresponding author’s email: 

fzycmh@bift.edu.cn

Abstract

Due to the large amount of purchase, high cost and limited storage space of the mannequin in clothing enterprises in recent years, this paper wants to find out a 

way to solve this problem. After the analysis on the current situation of the adjustable mannequin market, this paper presents a new method that on the premise 

of the same type we put the mannequin skin shell of larger size onto the mannequin of minimum size. Then the “one type with multi-sized” mannequin was 

obtained which release the burden of clothing enterprises. Seven different sizes of two series mannequins were scanned by three-dimensional laser scanning 

technique, and the modeling technology of the reverse engineering software Rapidform XOR 3 was used to obtain the 3D scanning data of seven mannequins. 

By measuring the thickness of the key cross sections and sagittal sections on these mannequins, the characteristic difference data between the mannequins 

of two series in adjacent sizes was reached to. In the end, this paper analyzes and concludes the change rules of these mannequins. The paper lays a certain 

foundation for the development and production of wearable skin shell of the mannequin in the future, and also provides an instructive significance. Once this 

kind of mannequin and mannequin skin shell are developed, clothing companies can reduce costs and save space.

Key words: Mannequin, 3D scanning, 3D modeling, Characteristic value, Skin shell
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1.INTRODUCTION

Mannequin, namely dummy, is widely used in garment 
manufacture. There are different kinds of mannequins, 
different clothing enterprises need to place an order for 
different types of mannequins. Because purchasing expense is 
too high, besides, they take up a lot of storage of space, which 
has changed a lot and its operation is complicated. Nowadays, 
with the constant innovation of science and technology, the 
production and the invention of transformable Mannequins 
conform to the development of the trend of our times. 

This paper proposes a new concept of “mannequin with 
wearable skin shells ”, it means a series of the same types 
of skin in a larger size can be put on basic body form in the 
smallest size, which can get the useful mannequins with one 
body but different sizes to reduce the burden of the garment 
enterprises.

2. LITERATURE REVIEW

Kueng Mi Choi et al. (2011) who come from Seoul national 
university and Iowa State University, they took advantage of 
3D body scanning data and 3D modeling technologies, finally 
designed a multi-purpose three-dimensional body form, so 
that clothing enterprises can put different body skin with 
ease on the standard body form and design the different types 
of clothing. The invention of revolutionary robotic branded 
called i.dummy® was successfully developed by Dr. Allan 
Chan Chee Kooi (2013) from the Hong Kong Polytechnic 
University. The designers only need to input human body’s 
data through the computer, then i.dummy® can automatically 
change its size, proportion and dimension. I.dummy® is a 
sustainable tool for fashion design and garment size fitting.

To sum up, for the adjustable mannequins, according to 
the classification of different ways of deformation, we can 
divide them into segment method and padding method[1]. 
Segment method, namely the adjustment of body form’s 
proportion. Padding method, that is to say, wearing different 
skin pads is a way to change the size of body form. According 
to the different adjustable parts, we can put them into local 
adjustable mannequin and overall adjustable mannequin.

3. RESEARCH METHOD

3.1 Research object
Body of Kiiya is a Japanese famous mannequin brand. The 

research object of this paper is Body of Kiiya, of which is a 
series of Kypris with two types, one was called AR-R (Kypris 
Regular Torso), another was called AR-Mrs (Kypris Mrs 
Torso), what they are like is as Figure 1. Seven mannequins 
were chosen, namely 7AR-R, 9AR-R, 11AR-R, 13AR-R, 
9AR-Mrs, 11AR-Mrs, 13AR-Mrs. 

 

Table 1. is the measurement dimensions of two types of 
mannequin, it can be seen that AR-R series and AR-Mrs 
series are based on the size of the height of 158.0 cm, and (the 
length) from nape to waist of 38.5 cm. As the same series of 
mannequin, in addition to the across shoulder, AR-Mrs series 
is slightly bigger than AR-R series on the other aspects: AR-
Mrs series is bigger 1 cm in the bust girth and breast length 
than AR-R series. Furthermore, the other is bigger 3 cm on 
the waist and hip girth. This is because the AR-Mrs series 
reflect the women of 45 older. Their breast prolapse and their 
shape was slightly fat.

3.2 Experimental process and the process of dealing with 
data

VIVID9i 3D laser scanner was used in this paper as 
experiment instrument equipment. It is the production of 
Konica Minolta Investment Ltd., its precision of measurement 

Figure 1. AR-R (Kypris Regular Torso) series and AR-Mrs (Kypris Mrs 
Torso) series

Table 1. Dimensions of AR-R series and AR-Mrs series
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can be up to 50 µm and soon can provide reliable data , it 
is suitable for reverse engineering and the design result’s 
checking, etc. 

Seven mannequins of Kiiya’s AR-R and AR-Mrs Series 
were scanned by using VIVID9i. Then, eight original scan 
data of each mannequin was gained after scanning. And 
Using Rapidform XOR 3- the modeling technology of the 
reverse engineering software- to match the 3D scanning data. 
Ultimately, full sets of seven mannequins’ data was obtained. 
Figure 2 (a) is eight original scan data of 9AR-R, (b) is the 
effect of the 9AR-R after matching.

    

3.3 Data analysis procedure
3.3.1 The analysis of main horizontal section shape and 
feature difference

The first step of this topic is measurement. The three 
main horizontal sections( bust, waist and hip) of seven 
mannequins were measured. Then, data was gained and each 
cross section’s width and thickness were analyzed. Using the 
Formula1, the flatness ratio R of each section was calculated. 
The cross section’s data and documents’ analysis are as 
follows Table 2 (a) and (b).

                                                     ( Formula 1)

Then, two series were nested together according to the 
size order by establishing the same coordinates. Next, getting 
horizontal section of bust, waist and hip circumferences. By 
using the human body cross section’s analysis method of 
flatness ratio, the cross section in every 15° average division 
(considering the symmetry of body shape, only to set the 
right half of partition), the partition line named L1 in turn 
clockwise to L15, as shown in Figure 3.

Finally, L1 to L15 of each section were measured, and 
thickness difference between the two mannequins were 
calculated, as shown in Table 3. The corresponding curves 
were drew out according to Table 3, as shown in Figure 4. 

Figure 2. (a) The eight original scan data of 9AR-R;
 (b) The effect of the 9AR-R after matching

Table2. (a)  Data of horizontal sections

Table2. (b) Variation data of horizontal sections

Figure 3. Horizontal sections’ comparison charts of 
AR-R Series and AR-Mrs Series 
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From the Table 4,we can draw a conclusion:
(1) AR-R series bust section in thickness difference is 

relatively consistent. The change rule is rising first and 
then decreasing, and rise and fall again; Bust is surrounded 
degree of thickness on the width of the obvious change, and 
change in other position is relatively uniform; the waist and 
hip of AR-R series are similar to the change of cross section 
thickness difference curve, the maximum respectively located 
at the side of waist and hip. Waist circumference and hip 
circumference of the width change are obvious.

(2) The change trend of AR-Mrs series bust section in 
thickness difference and the change rule of AR-R series is 
roughly the same, there are also two peaks with a trough. 
In the lateral bust and shoulder, there is the biggest change. 

It proves that the change of bust circumference degree of 
thickness and width equably increase; AR-Mrs Series’ waist 
section in thickness decrease after increasing, it shows the 
change of the waist back; AR-Mrs Series’ hip section is more 
rounded than AR-R series. It is a smaller change in width, but 
a larger change in the hip side.

3.3.2 The analysis of surface contour angles
In addition to the analysis of the section’s flatness ratio, 

the surface’s contour shape of mannequin can not be ignored. 
Therefore, taking two series of mannequin to make frontal, 
lateral projection for contrast analysis, as shown in Figure 5. 
There are two series of comparison in the frontal and lateral 
projection drawing, it can be seen that the increase of each 
area was not uniform: The contrast of AR-R series is obvious 
in bust, waist, hip and shoulder slope is bigger. AR-Mrs series 
is soft in outer contour; AR-R series is smaller than AR-Mrs 
series in thickness, bust and hip are also higher.

 

Then, taking the frontal profile and the side profile to 
measure shoulder angle α and frontal hip on the convex 
angle β, bust angle γ and lateral hip on the convex angle δ, 
as shown in Figure 6. Then, these four angles were took into 
the important point of comparative analysis, they were the 
measuring angles of outer contour surface’s diagram. Data in 
Table 4 is angles outside the body surface. 

Table 3. Thickness variation data of horizontal sections

Figure5. The orthographic projection and lateral projection of 
AR-R series and AR-Mrs series

Figure 4. Horizontal sections’ thickness difference curve chart of AR-R 
Series and AR-Mrs Series  

 Figure 6. The angles of surface contour
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From Table 4, it can be seen that: two series of mannequin 
shoulder angle α becomes smaller as the model size becomes 
bigger. That is to say, the shoulder gradually flattens. The 
frontal hip angle β becomes smaller as the type size becomes 
larger, and the change of the waist area is more than hip 
circumference. AR-R series’ angle γ is greater than the AR-
Mrs series, which conforms to the middle-aged women’s 
natural changes that bosoms prolapse. AR-R series of angle 
γ is bigger, while AR-Mrs Series of angle γ of growth is not 
large, it shows that compared with the AR-Mrs Series, AR-R 
series’ change of the thickness of the bust is more obvious. 
Two series of side slope delta of hip (angle δ) are respectively 
similar, it shows that, on the change of the thickness, the 
change of the waist and hips is relatively uniform. 

3.3.3 The analysis of main sagittal characteristic difference 
Two important sections were selected to study the change 

of longitudinal thickness difference to the body, they were the 
centre sagittal plane and the BP point of sagittal plane. The 
centre sagittal plane is perpendicular to the bust ,waist and 
hip ’s horizontal section, and it divides the model form into 
two equal parts. The definition of BP point of sagittal plane 
is parallel to the centre sagittal plane and it is the surface 
through BP point. Fifteen lines of the two cross section in 
a horizontal direction were chosen to analyze, as shown in 
Figure 7 (a) and (b). Then, the front (F) and back (B) body 
thickness difference of 15 horizontal line in two sagittal 
position were measured respectively, thus Table 5 was gained. 
According to Table 5, the corresponding curves were drawn 
(Figure 8).

    

According to the Table 5 and Figure8, the following rules 
of variation are analyzed: 

(1) In the two series’ sagittal planes, the change rule of 
front thickness difference value is similar to the back’s.

(2) In the centre sagittal section, the variation tendency 
of AR-R series turns to be average. In BP point sagittal 
plane, its front and back’s thickness difference in P8 and P9 
is the largest, and it is a larger change from P2 to P5. This 

Table 4. The angle value of surface contour 

Figure 7. (a) The analysis graphics of AR-R series and 
AR-Mrs series’ sagittal plane 

Table 5. Thickness variation data of sagittal plane

Figure 8. The analysis graphics of AR-R series and 
AR-Mrs series’ thickness difference value
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shows that as the mannequin, the bigger is the size, the more 
obvious is the abdomen and the waist. From the pit of neck 
to the under bust circumference, the bust and shoulder blade 
increase more obviously.

(3) When the AR-Mrs series are over BP point sagittal 
plane, a former thickness difference in P4 reach maximum, a 
latter thickness difference in P9, P10 is the largest, after that, 
as the model increases gradually, the bust area, waist back 
and the former abdomen increase significantly. 

4. CONCLUSION AND PROSPECT

To sum up, according to the special thickness of 
mannequin and the graphs, researchers can using 3D 
modeling technology to make body skin shells. Once the skin 
shells are produced, researchers can use mannequins which 
have small size, and the rest of large human skin to obtain the 
all types of the series.

Because the time is limited, this paper just puts forward 
a kind of exploratory thinking method. In the follow-up 
research process, the number of samples of mannequin will 
be increased and the skin shell’s selection of materials and 
production will be considered, so that designers can put 
on or take off the body skin in case of need. We believe 
that mannequin as an important clothing tool will be more 
environmentally friendly and sustainable.
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Abstract

The present situation of tensile and elastic properties of elastic knitted fabrics, the present status of the tensile strength of knitted fabrics are described, and the 

problems in the standard are studied.Knitted fabric tensile testing is required to apply 1N's pre-tension in the national standard FZ/T70006-2004,knitted fabric 

tensile elastic recovery rate test method".In order to study the fabric tensile testing pre plus tension effect of elastic knitted fabric tensile strength and elastic 

properties, ten different fiber compositions of warp knitted elastic fabric is applied 0.1N~1N pre plus the tension. The five time constant force test method 

is applied, and the results are tested and analyzed.The results show that under the same conditions,the pre-tension stress has a significant effect on initial 

elongation of elastic knitted fabric,the force value of the constant force of 20N,elastic recovery rate,plastic deformation rate.This paper provides a reference 

for the testing method of tensile elasticity of knitted fabrics.If you can master the method of testing the tensile properties of knitted fabrics, it is helpful for the 

development and application of knitted fabrics on the market.

Key words: elastic knitted fabric, pre-tension, initial elongation, elongation, elastic recovery 
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1. PREFACE

With the rapid development of the times, in the purchase of 
clothing, comfort properties of clothing fabric  is considered 
to be the first choice by 81% of American consumers, more 
and more Chinese consumers will also consider that it is one 
of the important factors for the choice of clothing product. 
For more elastic knitted fabric, knitted fabric elasticity 
and comfort properties is an important indicator of elastic 
knitted fabrics .Now people's life involves more and more 
elastic knitted fabrics, such as functional sportswear, elastic 
stockings, swimming suit, knitted underwear, sportswear, 
medical knitted bandage, etc.. The elastic properties of 
the fabrics are very important to the comfort properties, 
convenient performance, or movement of the wearer.

The tensile properties of knitted fabric is one of 
the important factors in knitted clothing, it reflects the 
psychological and physiological individuals produced and 
interact with each other on the feeling of clothing. We need 
a ruler to measure the tensile properties of knitted fabrics.
According to the national standard FZT 7006-2004 China,the 
measure of elastic properties of the standard includes the 
maximum tension,tensile deformation, elastic recovery, 
plastic deformation and elastic elongation rate

To research the significance of the tensile and elastic 
properties of elastic knitted fabric, it is whether the 
appropriate knitted fabric can be applied to the appropriate 
clothing to reach a good comfort degree.The tensile elastic 
recovery rate test of elastic knitted fabric is to be tested in 
the test method based on the national standard (FZT7006-
2004 ).In this paper, 10 kinds of common clothing fabrics 
are chosen to test and analyze by their tensile and elastic 
properties, and a model of the relationship between pre-
tension and tensile and elastic properties are established.

2. TEST AND ANALYSIS OF TENSILE AND ELASTIC 
PROPERTIES OF ELASTIC KNITTED FABRICS

2.1 Selection of test materials
In this paper, 10 kinds of elastic knitted fabrics are chosen 

as test materials, and the components of the elastic knitted 
fabric are analyzed and determined.Fibre composition see 
table 1.

2.2 Tensile test of elastic knitted fabric
The experimental apparatus is INSTRON-3300 universal 

power meter, the test distance is 100 mm.According to 
the standard of FZ/T70006-2004,the test method for 
tensile elastic recovery of knitted fabric is determined as 
200mm*50mm.The test is the use of five power reciprocating 
tension method to test its initial concentration,  elongation, 
elastic recovery rate and plastic deformation rate.

3. EFFECT OF PRE-TENSION ON TENSILE AND 
ELASTIC PROPERTIES OF    ELASTIC KNITTED 
FABRICS

3.1 Effect of pre-tension on the initial elongation of elastic 
knitted fabrics

The effect of pre-tension on the initial elongation was 
tested, and the results were shown in table 2.

From the table 2,we can see that with the increase of pre-
tension 0.1N to 1N, the initial elongation value of each piece 
of fabric is slowly increasing with the increase of pre-tension. 
Effect of pre-ension on the elastic knitted fabric elongation: 
the linear change of the fabric 1, 3, 10, three pieces of fabric 
is also increased with the increase of pre-tension, but it can 
be very intuitive to see the value of it's growth is slow and 
smooth, and many linear change 7 pieces of fabric is the rest 
with the increase of pre-tension and obvious upward trend. 
The initial elongation of the fabric 2 and 4 is the most intense 

Table 1 Fibre composition

Table 2 Effect of pre-tension on initial elongation
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increase with the increase of pre-tension.

3.2 Effect of pre-tension on the elongation of elastic 
knitted fabrics

The effect of pre-tension on the ealry elongation was 
tested, and the results were shown in table 3.

From the table 3,with the increase of the pre-tension of 
the fabric, with increasing pretension force the elongation 
value of linear change appears irregular decline. Effect of 
pre- tension on the elastic knitted fabric: force elongation of 
1, 3, 10with the increase of pre- tension basically no obvious 
change. Fabric 5, 6, 8, but with a smaller decline curve 
of frequency increasing pretension, the influence of these 
three pieces of fabric pre-tension on the fabric elongation is 
relatively little. The data of 2, 4, 7, 9 and of the fabric were 
in a relatively steep decline with the increase of the pre-
tension, and it was relatively stable after 0.6N. According to 
the composition of the fabric can be seen in the table 2, 4, 
7 fabrics, 9 components and fabric 5, 6, 8 of the ingredients 
are not common, so the effect of pre-tension on 10 pieces of 
fabrics of the rule is not obvious, the linear rule of the whole 
is gentle decline.

3.3 Effect of pre-tension on the elastic recovery of elastic 
knitted fabrics

The effect of pre-tension on the ealry elongation was 
tested, and the results were shown in table 4.

From the table 4 ,with the increase of the pre-tension, the 
elastic recovery rate is relatively smooth. The pre-tension 
recovery effect on elastic knitted elastic force: overall ten sets 
of data changes are probably relatively flat without obvious 
upward or downward trend, but the fabric 1, 3, 6, 8 are with 
elastic pretension to increase the recovery rate of value is 
showing a very linear rule do not change smoothly. The three 
fabric 4, 9, 2 are as the pre-tension increased, until the linear 
law of the 0.6N is a smooth straight line, after the beginning 
of a downward trend. Fabric 5, 7, 10, sampling was repeated 
fluctuations in the state, there is no law of linear change. It 
can be seen from the chart that can analyze the influence 
of elastic pre- tension on each sample recovery rate is not 
obvious and not certain regularity.

3.4 Effect of pre-tension on the plastic deformation rate of 
elastic knitted fabrics

The effect of pre-tension on the ealry elongation was 
tested, and the results were shown in table 5.

From the table 5 ,with the pre-tension from the increase of 
0.1N-1N, every piece of cloth is increased with the increase 
of pretension force ,it makes the plastic recovery value 
presents a linear variation of the constant relatively smooth. 
The pre-tension effect of plastic deformation rate of elastic 
knitted fabric force: general linear rule of plastic deformation 

Table 3 Effect of pre-tension on elongation

Table 4 Effect of pre-tension on elastic recovery

Table 5 Effect of pre-tension on plastic deformation rate
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rate is still relatively smooth trend line, including No.1, 2, 
3 fabrics, No.4, 6, 8, 9 of the 7 pieces of cloth with linearly 
increasing basic smooth linear pre-tension the No.5, 7 and the 
fabric No.10 of the three block No.10, among other data 0.1N, 
0.2N of the two sets of data is also increased with the increase 
of pre-tension and a flat shape, No. 5 and No. 7 sample some 
volatility but do not have the law, so the basic experimental 
data consistent rules, the pre-tension of the effect of plastic 
deformation rate very little and not very obvious.

3.5 Interpretation of result
According to the results and data analysis, it can be seen 

that the preliminary conclusion is the effect of pre-tension on 
initial elongation is increased with the increase of pre-tension, 
while the effect of pre-tension on elastic recovery and plastic 
deformation is not obvious. Effect of pre-tension on the 
force elongation with pretension force numerical increase 
elongation decreases in the linear rule is stable. Because the 
graph can visually see the trend of the experiment, in order 
to more thorough study on the pre-tension elongation force, 
elongation, elastic recovery, plastic deformation rate, the need 
for significant analysis.

4. SIGNIFICANT ANALYSIS OF TENSION AND 
ELASTICITY OF ELASTIC    KNITTED FABRIC BY 
PER-TENSION

4.1 Significant analysis of pre-tension on the initial 
elongation of elastic knitted fabrics

Using SPSS 18.0 software to carry out the single factor 
analysis of variance, the change of the initial elongation 
of elastic knitted fabric with different pre-tension force is 
calculated.Analysis results are shown in table 6.

Table 6 is a significant analysis of the calculated values 
,check table F0.05 (9, 20) =2.39, F0.01 (9, 20) =3.46, it can 
be seen that the 10 groups of initial elongation of the impact 
of F-measure are greater than 2.39, and are more than 3.46, 
so the effect of 10 groups of elastic knitted fabric is very 

significant.

4.2 Significant analysis of pre-tension on the elongation of 
elastic knitted fabrics

Using SPSS 18.0 software to carry out the single factor 
analysis of variance, the change of the elongation of elastic 
knitted fabric with different pre-tension force is calculated.
Analysis results are shown in table 7.

Table 7 is a significant analysis of the calculated 
values,check table F0.05 (9, 20) =2.39, F0.01 (9, 20) =3.46, it 
can be seen that the influence of the above 10 groups of pre-
tension on the elongation of the F-measure concentration was 
greater than 2.39, and were more than 3.46, so the influence 
of the 10 elastic knitted fabric pre-tension on elongation is 
significant.

4.3 Significant analysis of pre-tension on the elastic 
recovery of elastic knitted fabrics

Using SPSS 18.0 software to carry out the single factor 
analysis of variance, the change of the elastic recovery 
of elastic knitted fabric with different pre-tension force is 
calculated.Analysis results are shown in table 8.

Table 8 is a significant analysis of the calculated 
values,check table F0.05 (9, 20) =2.39, F0.01 (9, 20) =3.46, it 
can be seen from table ,10 the group pre-tension recovery 
effect on elastic F-measure fabric in which No.1, 5, 6, 9 of 
the 4 pieces of cloth of F-measure were less than the F0.05 
value of 2.39, it said these 4 pieces of fabric pre-tension 
recovery rate has no significant effect on the elastic. The 3.46 
fabric F-measure is more than 2.39 and less than 7, so the 
effect of the elastic recovery rate of the pre-tension of the 
7 fabric is relatively obvious. Fabric No3, 4, 8, 10, 2 of the 
data of the five groups of more than 2.39 and more than 3.46. 

Table 6 variance analysis of initial elongation of elastic knitted fabrics by 
pre-tension

Table 7 variance analysis of elongation of elastic knitted fabrics by pre-
tension

Table 8 variance analysis of elastic recovery of elastic knitted fabrics by pre-
tension
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The influence of elastic recovery rate is affected by many 
aspects, including fabric composition, structure, density, and 
experimental error, so the effect of pre-tension on the elastic 
recovery is not obvious.

4.4 Significant analysis of pre-tension on the plastic 
deformation rate of elastic knitted fabrics

Using SPSS 18.0 software to carry out the single factor 
analysis of variance, the change of the plastic deformation 
rate of elastic knitted fabric with different pre-tension force is 
calculated.Analysis results are shown in table 9.

Table 9 is a significant analysis of the calculated 
values,check table F0.05 (9, 20) =2.39, F0.01 (9, 20) =3.46, it 
can be seen from table ,10 sets of pre-tension on the plastic 
deformation rate of F-measure in 8 of the organization of 
the No1.3.4.5.6.7.8.9 F-measure are less than F0.05 value of 
2.39, which means that the four pieces of fabric pre-tension 
on plastic deformation rate is not significant. The fabric 2 is 
greater than 2.39 and less than 3.46 ,it indicates that the effect 
of pre-tension on the plastic deformation rate is significant. 
Fabric 10 of F-measure more than 3.46 indicates that the 
impact of pre-tension on the plastic deformation rate is very 
significant.

4.5 Interpretation of result
Effect of elastic knitted fabric pre-tension on the initial 

elongation is very significant; The pre-tension effect on force 
elongation is very significant; A few elastic knitted fabric pre-
tension effect on the elastic recovery rate is not obvious, it 
has a significant impact on the individual, the fabric of the 
fabric is a very significant; the vast majority of elastic knitted 
fabrics pre-tension effect on the plastic deformation rate is 
not significantly affected significantly, and few are significant 
and very significant.

5. CONCLUSION

(1) with the increase of the pre-tension, the initial 

elongation is linearly increasing, and the effect of pre-tension 
on the initial elongation is very significant.

(2) with the increase of the pre-tension, the elongation 
decreases linearly, and the effect of pre-tension on elongation 
is very significant.

(3) there is no obvious effect on the increase of the elastic 
recovery rate with the increase of the pre-tension. The effect 
of pre-tension on the elastic recovery of some fabrics is not 
significant, and the influence of the polar data is significant.

(4) with the increase of the pre-tension, the effect of the 
plastic deformation rate is smooth and linear. The effect of the 
pre-tension on the plastic deformation rate is not significant.

Knitted fabrics are widely used in textiles and garments. 
The mechanical properties of knitted fabrics have a great 
relationship with the performance of the fabric and the fabric 
in the clothing design. Therefore, according to the Chinese 
national standard test method to test the knitted fabric, there 
will be some errors, especially for the larger elastic fabric, 
the tension of the pre 1N will cause the extension of its 
own fabric, this paper concludes that the textile industry 
technology innovation to provide a basis for textile workers 
also have a certain reference value.

Table 9 variance analysis of plastic deformation rate of elastic knitted fabrics 
by pre-tension
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Abstract:

We carried out two experiments in order to design light and warm jacket in the paper. Firstly, we develop a wear trial by hiring six young male. The 

physiological variation (skin temperature changes) of eight main sections located in up waistline and upper arm are observed; Secondly, we proceed a test on 

the warmth retention of multilayer fabrics and analyze its variance of five quilting stitch densities. The results show that skin temperatures of all eight parts on 

the body will drop under same cold stimulation, and the skin sensitivity map of the body was obtained; the warmth retention of multilayer fabrics is correlated 

with its quilting stitch densities. Finally, a light warm jacket was designed based on the skin sensitivity map of the body.  

Key words: Skin temperature, Cold sensitivity, Quilting stitch density, Warmth retention, Light warm jacket   
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Cold feeling refers to the people’s subjective description 
of the cold sensation to the environment. People only 
determine the thermal comfort of clothing based on their 
skin surface temperature but couldn’t feel the temperature of 
environment[1]. Different from the traditional design method 
of warm clothing, this paper put forwards a design method of 
functional warm jacket based on the different skin sensitivity 
map of the body.

The methods of researches on the changes of different 
skin sensitivity map of the body are changing constantly. 
Fiala found that the cold and hot feelings of body had linear 
relation with the skin temperature in 1998[2]. Li Jun carried 
out cold sensitivity analysis on the local skin temperature 
changes In 2002, dynamic change process of body surface 
temperatures and subjective feeling[3,4] of different positions 
under clothing. Some researchers also conducted the study 
on the skin temperature research methods and specific study 
on cold sensitivity parts of the body, for instance, literature[5-7] 
discusses the research methods of skin temperature, 
literature[8,9] study the sensitive positions to cold.

The research in this paper makes subdivision of the 
observation of physiological variation (skin temperature 
changes) of different sections located in up waistline and 
upper arm, and investigates physiological variation (skin 
temperature changes) of different sections under the same 
degree of cold stimulation to provide theoretical basis for the 
principle of the thermal design of warm clothing. At the same 
time, the paper explores the relationship between the warmth 
retention rate and the quilting stitch densities of multi-
layer composite fabrics, to develop a reasonable method of 
designing a light warm jacket based on the different skin 
sensitivity map of the body.

1 EXPERIMENTS 
1.1 Subjects 

Six healthy young men with an average age of 22 are 
hired as subjects, with average height of 171 cm and average 
weight of 65 kg. The experimental scene is as shown in figure 
1.

1.2 Trial clothing sample 
Based on the average body size of subjects, inner wear 

made from cotton/ spandex (93.2% cotton, 6.8% spandex) 
blending knitted fabric with size M which is mostly fit 
the body sizes of 6 subjects was selected as trial jacket, 8 
openings were cut in different positions of chest, abdomen, 
back, lower back, armpits, shoulder, upper arm and lower arm 
respectively with the size of 400cm2 in the shape of rectangle, 
and stitched by cotton thread as required. The size of trial 
jacket is as shown in table 1, and the cut positions are as 
shown in figure 2.

1.3 Warm retention fabric
Warm retention fabrics are composed of outer layer fabric, 

middle layer fabric and inner lining, the outer layer fabric is 
made from polyester, the middle is from napping polyester, 
and the inner lining is from polyester. The three layers of 

Figure 1. Experimental scene

Table 1.  Size of trial clothing

Figure 2. Cut positions of trial clothing
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influences of eating and movement during the experiment, so 
as to ensure the accuracy of data. The test flow of wear trail is 
shown in figure 3.

Houdas Five Points Method was adopted to measure 
average skin temperatures[10] by placing the five points 
of thermal sensor on the chest, abdomen, lumbar spine, 
upper arm and back thigh, the measurement was conducted 
throughout the entire experimental process continuously, we 
recorded data at an interval of 3s, and carried out weighted 
calculation. The calculation formula of average skin 
temperature is Tsk, mean=0.07tsk, Chest+0.175tsk,abdomen+0.175tsk, 

Lower back+0.19tsk,upper arm+0.39tsk, back and middle part of thigh. Tx was used 
to represent the temperature value of the center of exposed 
area.

 

Secondly, we conducted warmth retention experiment of 
multi-layer composite fabric in accordance with the standard 
of GB/T11048-2008 Thermal Resistance and Moisture 
Resistance Measurement of Textiles under Steady State of 
Physical Comfort. We selected five multilayer composite 
fabric samples of different quilting densities with the size of 
40 cm x 40 cm. In order to ensure the accuracy of warmth 
retention experiment, we chose 3 fabrics for each sample, and 
carried out three times to get average value.

1.5 Experiment equipment
We adopted Gram Corporation thermal sensors to measure 

the temperature of skin surfaces, and A.S.T.M thermal 
resistance tester (Japan DAIEI) to test warmth retention rate.

2 RESULTS AND DISCUSSIONS

1.Subjects wear trial clothing; 
2.Place thermal sensor; 
3.The experiment starts; 
4.expose skins, and record the average skin temperature 

and the local temperatures of exposed parts, and restore 
fabric; 

5.make subjects adapt to the environment temperatures 
before exposing the next part for a period; 

6.expose the skins of another part and record temperature

fabrics are stitched by quilting method, forming a multi-layer 
composite fabric.

According to the standard of GB/T11048-2008 Thermal 
Resistance and Moisture Resistance Measurement of Textiles 
under Steady State of Physical Comfort, we selected 40 cm 
× 40cm multi-layer composite fabrics and stitched them 
with five different quilting densities such as no quilting, 3cm 
quilting, 2cm quilting, 1cm quilting and 1cm diamond-shaped 
quilting. The five stitching densities of multilayer composite 
fabrics are shown in table 2.

 

1.4 Experimental research methods
The experiment includes two steps. Firstly, we conducted a 

wear trial in the artificial climate chamber of Beijing Institute 
of Clothing Technology, and set the room temperature at 
20.5±0.5 degrees, and relative humidity at 60±10 %. We 
asked each subject to enter into the chamber 20 minutes in 
advance to make them physically and mentally adapt to the 
environment in order to reduce the experimental errors of 
the objective skin temperature data. Subjects then wore trial 
clothing in chamber for 10 minutes. In order to observe the 
different body temperatures of the exposed skins, we removed 
the detachable fabrics of the certain parts of trial jacket to 
expose the skin for 20 minutes, the exposed sections were 
selected randomly. During the 20 minutes of exposure, we 
measured the temperatures of exposed skins every 3 seconds. 
Then we restored the detached fabrics and maintained for 
20 minutes, the temperatures of exposed local skins and the 
continuous changes of the average body skin temperatures 
were recorded through temperature sensor. Subjects were 
tested at the same time every day, and we ruled out the 

Table 2. Five quilting densities of multilayer composite fabrics

Figure 3. Test flow of wear trial
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Table 3 lists the difference values △ T of the average 
skin temperature (Tsk, mean) of each section at the first five 
minutes before exposure and the lowest body temperatures Tx 
minimum at the end of exposure, △ T = Tsk, mean at first five 
minutes before exposure - Min（Tx）at the end of exposure. 
The order of △ T of eight sections are obtained as shown in 
table 4. The data reflect that the temperatures of eight sections 
of body showed a trend of decline under the same degree of 
cold stimulation, but the decrease values of the temperatures 
of each section is different, the difference values of eight 
sections arranged in descending order are chest, abdomen, 
armpits, shoulder, lower back, lower arm, upper arm and 
back, it also reflects the cold sensitivities of the eight sections.

2.2 Influence of quilting density on the warmth retention 
rate of multilayer composite fabrics 

Table 5 lists the changes of warmth retention test indexes 
of multi-layer composite fabrics with five different quilting 
densities. The curve graph of the influences of quilting 
density on the warmth retention rate of multilayer composite 
fabrics is as shown in figure 5. The test results of warmth 
retention rate show that with the increase of density of 
quilting, warmth retention rate will show a trend of increase 
at first and then decrease, indicating the warmth retention rate 
can only maintain high level within a certain range, too thick 
quilting will reduce warmth retention rate. And when quilting 
density reaches 2 cm to 3 cm, the warm retention rate falls 
into relative high range.

2.1 Comparison of local skin temperature changes
Figure 4 shows the continuous changes of the average 

body skin temperature (Tsk, mean) and the skin local 
temperatures of eight sections (Tx). Before the experiment 
and exposure began, the average body temperatures of 
subjects were stable between 33 to 34 degrees Celsius, and 
they felt comfortable. When the local parts of body were 
exposed for 20 minutes, the local physiological variation (skin 
temperature changes) of eight sections located in up waistline 
and upper arms reached extreme low value Min (Tx). 20 
minutes after the restoration of fabrics, the skin temperature 
of local parts of the body restored to a stable state. The results 
suggest that when the exposed skins of local part of body 
were stimulated by cold, the skin temperature would decrease 
correspondingly, and the variances were different.

As observed from the experiment, the average skin 
temperatures of subjects showed no obvious changes in 
the whole procedure of exposing local skins, indicating the 
exposure of local skins of body with an area 400 cm2 in the 
experiment could not cause the significant change in the 
temperature regulating system of subjects for a short period 
of time.

Table 3. Temperature changes     T of trial skins

Table 4. Orders of the mean value of each section
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(Tsk, Mean) and the skin temperatures of eight sections (Tx)
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napping polyester with sound warmth retention effect, and the 
inner lining from polyester.

3) The design of quilting positions: by reference with the 
experimental results, the design of second sections structure 
and the general fashionable style of jacket, only the chest 
and abdomen where the skin temperatures drop relatively 
obviously after the stimulation of cold is quilted, the rest parts 
does not do need quilting. The style is also considering the 
men's fashion.

4) The design of quilting density: in order to coordinate 
jacket style with its warmth retention effect, we select the 
quilting density of 2cm to 3cm which can achieve sound 
warmth retention effect by reference with the warmth 
retention experimental results of multilayer composite 
fabric, and design 2cm quilting on chest and 3cm quilting on 
abdomen.

3. CONCLUSION
1) The skin temperatures of all eight parts located in up 

waistline and upper arms of the subjects will drop under same 
cold stimulation. The maximum difference values of eight 
sections arranged in descending order are chest, abdomen, 
armpits, shoulder, lower back, lower arm, upper arm and 
back.

2) With the increase of density of quilting, warmth 
retention rate of multi-layer composite fabrics will show a 
trend of increase at first and then decrease, indicating the 
warmth retention rate can only maintain high level within a 
certain range, too thick quilting will reduce warmth retention 
rate. And when quilting density reaches 2 cm to 3 cm, the 
warm retention rate falls into relative high range, therefore, 
quilting can enhance the warmth retention effect at particular 
places of the jacket.

3) The light warm jacket designed on the basis of the 

2.3 Design of light warm jacket
Based on the two groups of experiment results, the design 

of warm jacket will adopt the biggest temperature change 
value △ T of the eight sections located in up waistline and 
upper arms as thermal theory basis with the changes of 
quilting density as technology to set up appropriate quilting 
density at the sections where the temperature of local skins 
drops significantly when stimulated by cold, to enhance the 
local warmth retention effect, so as to adjust the thermal 
micro-environment between clothing and human body.

The design of light warm jacket for slightly cold climate 
(front and back) is as shown in figure 6. The specific designs 
are as follows:

1) The style design of warm jacket: with classic second 
sections structure, high collar and rib-knit cuffs as well as rib-
knit hem to strengthen windproof and warmth retention.

2) Fabric design: considering the windproof and warmth 
retention functions, we select the composite fabric composed 
of 3 layers stitched by quilting method. The outer layer 
is made from windproof polyester, the middle layer from 

Table 5. Changes of warmth retention test indexes of 
multi-layer composite fabrics with five different quilting densities

Figure 5 Influence of Quilting Density on the Warmth Retention Rate of 
Multilayer Composite Fabrics 

Figure 6 Design of Warm Jacket (Front and Back)
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different skin sensitivity map of the body is suitable for 
slightly cold climate and weather changes, quilting warm 
jacket is lightweight and flexible with sound warmth retention 
effect.
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Abstract

Wearable technology which achieved human-machine interaction in the network and data era has become the focus of attention. Some of the competitive 

clothing brands tries to apply this technology in their products and many technology companies also survive in competition.But whatever the clothing brands 

or the technology companies are facing some common problems that the products are lack of style and has  low rate of usage. How to design and promotion 

of wearable clothing has become the key to occupy the market at the moment of  the technical maturity.And this will becoming the developed trends of 

wearable.First of all,for wearable design,it is about aligning the products with what is the most  innovative and fashion.The design needs to own its position 

in the consumer's mind and focus on consumers  potential demands.And to make the vast female as consumer groups has a great effect on the promotion and 

development of wearable clothing.Women pay more attention to fashion than men,and more willing to pay for them.Expanding the female consumers will 

be an important breakthrough about the development of wearable design.Besides,From the  user's perspective,the technology service as an intelligent system 

is required to have more humanitarianism concern.The tools which human begin to design always  follows the unaltered principles of  human centered ,so 

the essential idea of  the wearable technology is  also human-centered.For the retailers point of view,the different kinds of brands are expected  to pay more 

attention to build brand with this promotion

phenomena of inquiry and explore the developing trends of wearable clothing from different angels..Wearable clothing has great potential commercial value 

.The developing trends of wearable clothing provide value to gain a deeper understanding and tap the potential possibilities about it.

Key words: Smart clothing, Wearable, Intelligent system, Trend, Human-machine interaction
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1. INTRODUCTION

With the wearable smart products like apple smart watches 
and Google glasses are known and purchased by the public 
around the world, intellectual products gradually enter into 
the consumer market. These wearable smart products have 
been recognized by the market also led to the development 
and innovation of smart clothing. Intellectual clothing is 
considered to be the most comfortable way to wear smart 
products with various forms. The intellectual clothing market 
has a large potential market as well as a large design scope. 
Therefore, the R&D and design of intellectual clothing has 
always been the focus of all circles. This paper explore the 
development trend of China's intellectual clothing from 
the perspective of clothing design through the comparative 
analysis of intellectual clothing at home and abroad a well as 
the way of specific cases analysis.

The main content of this paper can be divided into three 
chapters. The second chapter focuses on introducing the 
intellectual clothing from China's independent design and 
its function; Chapter three summarizes up the development 
stages of sino-foreign intellectual clothing with comparative 
methods so as to understand the importance of design in 
intelligent clothing and the development trend of intellectual 
clothing; Chapter four provides us with detailed interpretation 
of several important development trends of intellectual 
clothing; The fifth and sixth chapter are respectively the 
summary and reference part of this paper.

2. THE EXISTING INTELLECTUAL CLOTHING IN 
CHINESE MARKET

In recent years, researchers around the world are 
paying more and more attention on intelligent clothing. 
Many institutions began to committed to the research and 
development of intellectual clothing especially in some 
developed countries such as Germany, Finland, Belgium, 
Switzerland, the United Kingdom, the United States and 
Japan. On one hand, this is due to their strong demand 
for developing new textiles in these areas; on the other 
hand, their surrounding advanced industry in electronics, 
communications and computer software provide them with 
coordination and support .

Domestic research on wearable computer is mainly done 
in Chongqing University and Harbin Institute of technology 
while they relatively focus on technical realization; Donghua 
University which mainly focus on clothing design also 
made some meaningful exploration with their professional 
advantage in this field. Many enterprises want to seize 
the market trend so that they set up development teams in 
intellectual clothing who are trying to find out the future 
development trend of intellectual clothing under the 
leadership of foreign technology companies. Generally 
speaking, the development of intellectual clothing is still a 
new subject in our country which may have a great impact on 
the domestic textile industry.

2.1 Intelligent clothing and its R&D team
For all the research and development teams of intelligent 

clothing, the intelligent clothing is a new attempt and 
exploration in this field which can be a superior means to 
increase the competitiveness of enterprises. All the research 
and development teams are in the exploratory stage. There 
are still few intellectual clothing in the market, but many 
traditional clothing enterprises and Internet enterprises are 
establishing R&D teams for the development of intellectual 
clothing.

The traditional clothing enterprise Hongdou Group has 
made phased achievements in the development of intellectual 
clothing. In Wuxi Branch of the second session of Jiangsu 
Industrial Design Week held on 10 October 2015, the first 
intelligent cool cultural T-shirt launched by Hongdou Group 
was a highlights among the audiences. The "cool cultural 
T-shirt" was jointly launched by Hongdou Group and Wuhan 
University. The product applies the electronic manufacturing 
technology and fancy optional features of the printing 
principle. They printed the pattern on to the surface of the 
garment with LED system so that if the consumers turn on 
the switch, the garment will shine. Hongdou Group hope that 
this new and innovative idea will meet the needs of young 
consumers to fancy whenever and wherever possible.

2.2 Intellectual clothing and consumers
The purchasing population of intellectual clothing mainly 

include digital fanciers who want to do new things and people 
who like sports. Most of the intellectual clothing are sold on 

Technology Innovation and Redesign
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the crowd funding platforms which has a relatively single 
style.

ompany launched an intellectual clothing named leist 
smart in August which is a men's jacket. It is equipped with 
an intelligent platform and an electrical  storage equipment in 
the jacket which supports five practical functions including 
Bluetooth headset, wireless photo shooting, playing music, 
anti-theft and anti-loss, intelligent warm keeping and constant 
temperature. If consumers would like to use these functions, 
they only have to press an intellectual key which is easy to 
operate.

The intellectual clothing enterprises currently facing the 
Chinese consumers have preliminary handled the relationship 
between the intellectual modules and intellectual clothing 
while there is not enough intelligent clothing can be choose 
on the Chinese market at present. Consumers always find 
troubles in disassembling and washing. From another point of 
view, consumers’ demand and feedback can also promote the 
rapid growth of intellectual clothing industry.

3. COMPARION OF CHINESE AND FOREIGN 
DEVELOPMENT STAGES OF SMART CLOTHING 

Europe and the United States and other developed 
countries explore smart clothing  comparatively early, dating 
back to the sixties and seventies of the last century before the 
mobile phone developed.To begin with,smart cloth  applied 
in the military field.Then it applied in the daily life gradually 
and have a period of consumption growth since 2012.On the 
other hand,the development of smart clothing in China began 
in 2000.But nearly two years it developes fast.In 2014,the 
market size reached to 6.62 billion yuan.

3.1 Development Stages of Foreign Smart Clothing
3.1.1 Initial exploration from “scientific carrier” to 
“wearable” (1960s and 70s --1997)

The period from the 1960s and 70s to the year of 1997 
was a period of initial exploration of wearable devices by 
America-dominating scientific research teams. As early as in 
the 1960s-70s, Mann.S declared in the article Smart Clothing: 
The Shift to Wearable Computer that when computers still 
occupied a big room and there was no WLAN or mobile 
handheld devices, he had already had the idea of a wearable 
mobile device. But the first recognized mobile suit in the 
world was developed by him in the 1990s [1]. At that time, 
the most representative research institutes were the Media 
Lab at MIT and the University of Oregon in America, while 
the initial purpose of such researches was to apply wearable 
devices to the area of national military security [2]. 

Figure 1. Leist smart  intellectual clothing

Figure 2. Intelligent module in leist smart intellectual clothing

Figure 3. The battery in leist smart intellectual clothing
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3.1.2 Parallel period of scientific research and fashion 
design (1998-2000)

Between1998 and 2000, scientific research teams in this 
emerging area realized fashion had equal importance as 
technology, opening up a situation where scientific research 
and fashion go parallel with many European countries 
starting to participate meanwhile. Many different categories 
of materials science, computer engineering and design also 
began to be involved in the area of smart clothing. The British 
Eleksen started up its smart fabric company and applied for 
a patent in 1998, which was introduced in Eleksen Offers 
Smart Fabric Wireless Keyboard [3]. In 1999, Central St. 
Martins College of Art and Design in the UK launched a 
course called MA Textile Future. In the paper Smart Clothing 
for the Arctic Environment, it was introduced that in 2000, 
research institutions in Finland with Tampere University as 
the center had started to explore into intelligent aid clothing 
[4]. Besides, France Telecom also joined the army of smart 
clothing research and development.

3.1.3 Smart clothing enters the sight of the public (2001-
2005)

Busayawan Ariyatum, Ray Holland and David Harrison 
conducted a trend analysis on wearable smart clothing in The 
Future Design Direction of Smart Clothing Development, 
suggesting that smart clothing would literally come into the 
public’s sight between 2001 and 2005 [5]. In 2001, CTIA 
put on a fashion show named Fashion in Motion, where 
Panasonic and Polo Jean Co jointly launched the Tech Style 
collection, and The North Face rolled out its MET5 smart 
jacket. In 2002, Cornell University in America launched its 
smart jacket at the ICEWES meeting; in the same year, the 
smart clothing launched by Knowledge Systems Institute 
(KSI) in America was for the first time used in the Germany’s 

round of championship. In 2003, Tokyo University in Japan 
developed smart transparent clothing while Nokia of the 
communications industry started R&D in wearable areas. In 
2005, GapKid launched its FM radio embedded sports shirt.

3.1.4 Formation period of industrial environment and 
consumption habits (2006-2012)

2006-2012 was a period of formation of industrial 
environment and consumption habits. In 2006, Nike and 
Apple collaboratively produced a product capable of 
synchronizing user data with ipod, and a new kind of clothing 
was designed by Nike for purpose of holding Nike+. In 2007, 
Hussein Chalayan launched smart clothing in both the spring-
summer and autumn-winter fashion show, attracting much 
attention from the public. In 2010, CuteCircuit launched 
communication-enabled M-Dress clothing, becoming a 
clothing brand specialized in rolling out smart clothing. 
Odell Amy also used Katy Perry in her Katy Power to raise 
CuteCircuit as an example, which is well-known, as it is 
usually worn by European and American stars in public [6]. 

3.1.5 Period of consumption growth (2012-present)
The period from 2012 to date is a period of consumption 

growth of smart clothing, with such brands occupying 
a large share of the international market as Google and 
Apple launching wearable smart clothing one after another. 
Many brands have aimed at integrating high-tech wearable 
technology into mainstream fashion items; cooperative 
products between design brands and tech companies can be 
seen everywhere. The development trend of wearable smart 
clothing in the direction of fashion was both pointed out in 
Fashion Takes Center Stage in Tech Lines Aimed at Women 
[7] and Wearable Tech Is on the Rise [8]. 

3.2 Development Stages of Smart Clothing in China
3.2.1 Initial exploration from “scientific carrier” to 
“wearable” (2000-2004)

The period of 2000-2004 was a period of initial exploration 
from “scientific carrier” to “wearable” in China with the 
primary wearable research centers at Chongqing University 
and Harbin University of Science and Technology. In 2000, 
the Wearable Computer Laboratory at Chongqing University 
developed a wearable computer named NETDAILY-1[9]. 

Figure 4. Steve Mann with his intelligent suit
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Harbin University of Science and Technology started to 
investigate into wearable computer in 2002[10]. In the same 
year, a German semiconductor firm Infineon Technologies, 
drawn by the broad market in China, brought smart textiles 
technology into China [11]. Researches in this period still 
weighed much on scientific and technological implementation 
and were mainly applied in military security and health care 
areas, but have not yet involved in the design area [12]. 

     

3.2.2 Incubation period of scientific research (2005-2012)
The period of 2005-2012 was referred to as the incubation 

period of scientific research, in which technological innovation 
still took a dominating position [13—15]. In the design area 
of smart clothing, several costume design academies with 
Donghua University as the center commenced investigation 
into smart clothing design [16]. In 2008, Intel Corporation 
in collaboration with the Teachers Union at Beijing Institute 
of Fashion Technology developed smart clothing based on 
luminescent materials [17]. In 2012, Academy of Arts & 
Design of Tsinghua University and Parsons School of Design 
in New York jointly organized a smart clothing workshop for 
international academic communication [18]. 

            

3.2.3 Formation Period of industrial environment and 
consumption habits (2012-present)

The period from 2012 to date is considered to be the period 
of formation of industrial environment and consumption 
habit [19]. The big hits of smart devices of international 
brands have propelled the design and R&D of some local 
smart devices, and pushed forward the collaboration between 
Chinese local brands and scientific firms to launch their own 
smart clothing [20]. In 2014, Aizhishang in collaboration with 
Beijing Institute of Fashion Technology launched Himama 
smart underwear for those who want to get pregnant. In the 
same year, the establishment of many trade organizations such 
as Wearable Device Committee and Wearable Computing 
Industry Promotion Alliance sped up the formulation of 
smart clothing market rules. The establishment of Beijing 
Mobile Health Industry Alliance in 2015 also promoted the 
development of smart clothing in the field of health care. 

4. TREND ANALYSIS OF CHINESE SMART 
CLOTHING

It is reported by Gartner, an internationally famous 
information technology research and consulting firm, that in 
2014 the global shipments of health wearable devices were 
around 70 million pieces, among which smart clothing was 
regarded as the “most promising” category that will jump 
up to 26 million pieces in 2016 from its originally near-zero 
state in 2013 and 2014, becoming the category with the most 
shipments. 

Compared with many wearable devices intended as 
additional accessories, wearing smart clothing brings about 
fewer burdens. Take smart bracelet as an example. People 
have to attach an object to their wrists to acquire the “smart” 
function, which would more or less bring about a kind of 
burden and even influence people’s original wearing habits. 
However, wearing clothing is a habit and necessity of each 
modern person. Besides, smart accessories have limited 
area of contact with human body, but clothing can cover 
much larger body parts so as to enable more contact points 
of sensors and a wider range of sign data to be measured. 
Moreover, as for clothing and electronics industries, they 
already have their own loyal customer bases, brand influence, 
and sales channels. 

Figure 5. NETDAILY-1 developed by Chongqing University

Figure 6. Smart clothing based on luminescent materials developed by Intel 
Corporation and Beijing Institute of Fashion Technology
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Smart clothing is considered a market with great potential, 
its future development trend in China will also follow closely 
with the market trends in the future. 

4.1 Wider cross-border cooperation
The industry service chain of smart clothing mainly 

inc ludes  chip ,  sensor,  screen,  ba t tery,  equipment 
manufacturer, system platform, clothing design, marketing 
mode and so forth. Thus cross-border cooperation across 
multiple industries can ensure the most reasonable resource 
utilization and optimal profits so as to enable the smart 
clothing industry to develop in the best manner.

China’s Aishangzhi Company based in Beijing launched 
a HiMAMA smart underwear in 2015 with its style 
design completed by professors at Beijing Institute of 
Fashion Technology and smart sensor and system platform 
independently developed by Aishangzhi. The end user 
customer service with health hotline embedded in the smart 
underwire was developed in association with online health 
care networks, the sales were enabled by the mode of crowd-
funding through China’s JD Finance network, and many 
related enterprises also took part in the production of chip 
carrier and clothing manufacturing. It can be said that the 
design and completion of a piece of smart clothing requires 
cross-border cooperation across multiple industries. The 
future smart clothing industry is bound to turn around the 
production and marketing modes of the traditional clothing 
industry and open up new approaches. 

4.2 More fashionable design
Smart clothing was initially applied to aerospace, military 

and other frontier fields. With the popularity of computer and 
network providing new opportunities for the clothing industry, 
smart clothing has come to be of more benefits for the public. 
The decorating trait of clothing itself will also become 
a necessary trait of smart clothing, while how to link up 
demand for fashion with technology in a natural manner will 
become an unavoidable question for smart clothing producers 
to win the market. Meanwhile, research on comfort, price and 
detergency will appear to be more and more important as key 
factors affecting the design of smart clothing. In the future 
where smart application is ubiquitous, fashion of clothing will 
remain a focus of the public’s attention.

4.3 More precise data
Smart clothing as compared with other smart devices has 

greater advantages in the larger contact area with human 
body, most closely compact way of contact, and more 
precise data collection. With its advantages in wearing, smart 
clothing can collect and analyze more data information more 
effectively.

4.4 Interconnected smart products 
So far, smart products have tapped into all aspects of 

people’s lives, including smart clothing, smart vehicles, smart 
family and so forth. When too many smart systems become 
too complicated, they appear to the disadvantage of users’ 
everyday life, which is also opposite to the initial ideas that 
smart technology strives to convey. Thus it might be one 
of the development trends of smart clothing in the future 
to integrate itself and other smart products into one single 
platform, or for all these smart products, to work within a 
unified system. The establishment of iOS system of America’s 
Apple Inc. is precisely a system that enables its mobile 
devices to be connected with each other, and the Apple 
smart wristwatch still keeps this advantage. MI in China 
also has devoted great efforts to this respect with its smart 
phones, smart homes, smart bracelets and other devices all 
supported by a unified management platform, through which 
users can use their smart phones to interact with different 
smart hardware, hence achieving the interconnection and 
interoperation of these devices to make me experience a more 
convenient and comfortable smart life. The interconnection 
between smart clothing and other smart devices will become 
an essential development trend of the future smart clothing.

5. SUMMARY

Smart clothing will develop along with the advent of 
a global smart era, and the development of China’s smart 
clothing will also become a major reform in Chinese clothing 
area. With the improvement of electronics technology and 
the running-in of various related fields, the smart clothing 
industry will bring about great convenience to people’s work 
and lives with its advantages in data analysis and interaction, 
applying smart clothing to various industries including health 
care, communications, military, sports, entertainment, etc.. 
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Abstract

There is a close relationship between body satisfaction and dressing behavior that the body satisfaction affects people’s dressing behaviors. However, the 

current studies of the relationship between body satisfaction and dressing behaviors are still in the voice of experience. And to explore the relation between 

body satisfaction and dress style preference is very important for manufacturers and designers to design clothes fitting for people of different figures. The 

purpose of this study is to provide theoretical basis of young women’s dressing preference for clothing manufacturers and to lay the foundation for the clothing 

that meets the market’s need. Based on that, this study adopts the method of questionnaire survey to investigate the actual size and the ideal size of the key 

parts of young women’s bodies in the Beijing area and young women’s body satisfaction and their dressing behaviors. By using the software SPSS, we analyze 

the correlation. This study finds that dressing willingness was significantly associated with the actual wearing; body satisfaction was significantly correlated 

with the dressing behaviors.

Key words: body satisfaction, dressing satisfaction, dressing behavior, dressing willingness

Technology Innovation and Redesign



2016 IFFTI Annual Conference054

1.INTRODUCTION

Body is an important part of self, and the clothes as the 
“second skin” of human beings, is the “visible self”. Body 
satisfaction is the key consistent part of the body self which 
has a close relationship with self-esteem, self worth, eating 
disorder, appearancemanagement, media influence and 
mental health in the field of psychology while with dressing 
motivation, aesthetic preference and dressing behavior in 
the field of dress aesthetic. Regarding the researches on 
the relations among the body self, self concept and the 
dressbehavior, the domesticresearches involvethe relation 
between the self concept and the clothing consumption, the 
media’s ideal standards, and the influence of mass media like 
magazine reading on college students' attitude and evaluation 
to their body.However, the current studies of the relationship 
between body satisfaction and dressing behavior are still in 
the voice of experience.The overseas researches on the body 
self, body image, relationship between body satisfaction and 
dressing behavior are very much, including body image, body 
satisfaction and dress motivation, clothing consumption, 
clothing fitness, clothing style preference and appearance 
management. Based on this, this study takes female college 
students as objects and analyzes the relationship between 
physical satisfaction and dressing behavior by means of 
questionnaire survey.

2. RESEARCH METHODS AND DESIGN

2.1 Research objectives
From the research review on the relation between body 

satisfaction and the dressing behavior, we find that the 
relation is close and people’s attitudes towards their body 
satisfactionaffect what they dress.The higher the body 
satisfaction is, the more preference on revealing costume. 
Conversely, the lower the body satisfaction is, the less 
preference on revealing costume. However, it is only the 
overseas finding that is still on the initial phase and there is 
no further research on the classification and refinement of the 
clothing style.The domesticresearch on the relation between 
the body satisfaction and the preference on the clothing style 
is still in the voice of experience and not in-depth empirical 
study yet. Nevertheless, it is important to clearly explore 

the relationship between body satisfaction and clothing 
style preference for manufacturers and designers to design 
clothing for different people.This study focuses on the subject 
of summer wear that is specific to the differences in local 
styledesign of clothing, and it gives the pattern figure. This 
study researches on the relation between body satisfaction 
and the dressing behavior.

2.2 Research object
This study selects the 18-26 year old female college 

students in a clothing College as the research object, because 
this kind of consumer groups is very concerned in the clothing 
style and has its own unique clothing consumption concept. 
They are also the main consumer group of many brand 
clothing. The principle of eliminating invalid questionnaire 
is: the whole questionnaire has the purpose of leakage, and 
the same subject to choose two or more than two answers: the 
whole questionnaire has all the same answer.

2.3 Research tools
This study uses the "body cognitive questionnaire", "body 

satisfaction degree questionnaire" and "clothing style and 
dressing behavior questionnaire".

The body awareness questionnaireis used to measure 
9 parts of body (includingneck, shoulder,chest,arm,waist
,abdomen, hips, back and legs) and 5 wholeparts of body 
(the height, the weight, the upper body, the lower body and 
the whole body).In five-grade marking system, one stands 
small(fine, short, no protruding abdomen, shoulder drop, 
short, light), two stands slightly small (slightly fine, slightly 
short, slightprotruding abdomen, slight shoulder drop, slightly 
short, slightly light), three stands normal, four stands slightly 
large (slightly wide, slightly thick, obvious protruding 
abdomen, slight shoulder up, slightly tall, slightly heavy), five 
stands large (wide, thick, quite obvious protruding abdomen, 
shoulder up, tall, heavy).

The body satisfaction degree questionnaireis used to 
measurethe satisfaction degree from the subjects to their 9 
parts of body (includingneck, shoulder,chest,arm,waist,ab
domen, hips, back and legs) and 5 wholeparts of body (the 
height, the weight, the upper body, the lower body and the 
whole body).It also uses five-grade marking system. One 
stands very unsatisfied, two stands slightly unsatisfied, three 
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From Table 1 above, 100 women’s satisfaction for 
each part of the body is generally low, the highest average 
satisfaction is for the arm length, the average satisfaction 
value is 3.47 which stands general satisfaction. The average 
value of the highest satisfaction is lower than 4, among which 
the highest one is the arm length and the next are the neck 
thickness and the wrist thickness; the lowest one is thigh 
thickness, followed by the abdomen and the weight.

Based on statistical analysis of body satisfaction, the most 
satisfactory, the more satisfactory and the most dissatisfactory 
part of the body is obtained. Table 2 analyzes the correlation 
of the cognition value of corresponding body parts and 
body satisfaction. When the confidence degree (double 
measurement) comes to 0.01, the correlation is significant, 
from the table we can see that the longer the arm length is, 
the highersatisfaction the subjects have; the thinner the wrist 
is, the highersatisfaction the subjects have; the more the 
abdomen protrudes, the higherdissatisfaction the subjects 
have; the thicker the thigh is, the higher dissatisfaction the 
subjects have; and the heavier the weight is, the higher 
dissatisfaction the subjects have.

2.4.2 Correlation analysis ofdifferent parts’ shapes of 

stands general, four stands slightly satisfied and five stands 
very satisfied. 

The clothing style and dressing behavior questionnaireis 
to investigate women's preference for clothing styles and 
wearing frequency which including the clothing local style 
and the overall style.The local style involves 9 key parts 
styles, and the overall style contains the whole tight style and 
the whole loose style. In the preference score of clothing, one 
stands definitely unwilling to wear, two stands unwilling to 
wear, three stands general, four stands willing to wear, and 
five stands much willing to wear; while in the actual wearing 
value, one stands definitely not to wear (none per month), two 
stands occasionally wear(not more than 3 times), three stands 
general (not more than 10 times), 4 stands often wear (not 
more than 20 times), and 5 stands very frequently wear (more 
than 21 times).

2.4 Results and analysis
All the collected questionnaires are statistically analyzed 

and the SPSS is used to ensure the accuracy of the data. 
Under this premise, the data is described and analyzed.

2.4.1 Relationship between body cognition and body 
satisfaction

Table 1. Descriptive statistics of body satisfaction

Table 2. Correlation analysis of body cognition and body satisfaction
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clothing style and actual wearing
Table 3 is thedescriptive statistics analysis of the 

preference from 100 women towards different shapes of 
dress. The highest preference value is the blouse, and the next 
is ankle-length dress and super miniskirt. The clothing style 
of the most unwilling-to-wear is high-collar shirt and wide 
shoulder shirt.

We can obtain the optimal preferred clothing style and the 
most dissatisfactory one from the statistic table of clothing 
style preference. Correlation analysis of actual wearing is 
based on these styles of clothing. When double measurement 
sig comes to 0.01, the correlation is significant. From Table 
3 we can see the trend shows the significant correlation. In 
other words, women’s choice on actual wearing is consistent 
with their preference on clothing: the clothes they wear very 
frequent which is the one they are most preferred, the clothes 
they wear frequently which is the one they are preferred, and 
the clothes they definitely don’t wear which is the one they 
are absolutely not preferred.

2.4.3 Correlation analysis ofbody satisfaction and actual 
wearing

Correlation analysis is done to the satisfaction of the 
body parts and the actual wearing. Table 4 shows the 
result of correlation analysis on the upper part of the body 
satisfaction and the actual-wearing clothing style. It manifests 
the significant correlation of body satisfaction and actual 
wearing. That is, the more satisfied with a part of the body, 
the more preferred to exposethe part when actual wearing 

clothes.For example, if someone is more satisfied with her 
wrest, she will more like to wear a tight crop top. Body parts 
satisfaction and loose style clothing are negative correlated. 
That means people don’t usually choose the loose clothes if 
they are satisfied with their waist. Table 5 shows the result of 
correlation analysis on the lower part of the body satisfaction 
and the actual-wearing clothing style, which indicates the 
same as Table 4 is showing. For instance, the satisfaction 
of the thigh thickness is negatively correlated with the 
hip-covered shirt and positivelycorrelated with the super 
miniskirt. 

3. CONCLUSION

In this thesis, the research and analysis of the body 
satisfaction and clothing style preferences of female 
college students aged 18-26 years old are carried out by 
questionnaire.

In general, women who are more satisfied with local parts 
of their body more prefer the clothing style that can show 
their body parts, such as low-collar shirt, shorter sleeves, 
more tightness on waist and shorter skirt.

Table 3. Correlation analysis of clothing preference and actual wearing

Table 4. Correlationanalysis on the upper part of the body satisfaction and the 
actual-wearing clothing style
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1. Body satisfaction are generally low: the highest 
satisfaction is forthe arm length, followed by the neck 
thickness and the wrist thickness; and the minimum 
satisfaction is for the thickness of the thigh, the abdomen, and 
the weight; it all shows thatthe smallerthe body part girth is, 
the higher satisfaction they have, and the longer the length is, 
thehigher satisfaction they have;

2. In clothing style preference, the blouse, theankle-length 
dress and the super miniskirt are favored by women, and 
the high-collar shirt and the wide shoulder clothes are not 
favored by women; the actual wearing is in accordance with 
the preference on clothes, that is, the clothes they wear very 
frequent which is the one they are most preferred, the clothes 
they wear frequently which is the one they are preferred, and 
the clothes they definitely don’t wear which is the one they 
are absolutely not preferred.

3. Body satisfaction and actual wearing are significantly 
correlated. The more satisfied with a part of the body, the 
more preferred to expose the part when actual wearing 
clothes, and the more unsatisfied with a part of the body, 
the more preferred to choose the clothing style with a lot 
covering.
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Abstract

This paper selects five different main yoga wearing jackets’ topping structures after conducting marketing analysis. With same fabrics and same front pattern, 

five kinds of yoga jackets with different back and shoulder structures are made. Stamped method is applied on chest, waist, abdomen, armpit parts of the 

jackets. Four action states are chosen, including motionless standing, a type of yoga warrior, yoga seated twisting and standing state after practice. 3D Scanning 

Technology is utilized to get the various values of deforming areas. After that, binding index about yoga appeal top wearing could be obtained. At last, the 

influence of various structures on main part of yoga clothing coat piece could be studied with the help from SPSS and EXCELK.

Key words: Yoga wear, Market investigation, Ink press method, Three-dimension scanning, Binding index
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1. INTRODUCTION

This paper will classify the shoulder and back structures 
of Yoga jacket by investigating all kinds of brand Yoga 
wearing jackets, design and make the Yoga clothes with 
these kinds of different shoulder and back structures based 
on guaranteeing same styles and fabrics of the front piece, 
and analyze the influence of the several types of shoulder and 
back structures on the jacket deformation comfort level by 
conducting objective experiments for jacket deformation and 
displacement by means of lineation-on-body method and ink 
press method. 

2. MARKET INVESTIGATION ON YOGA CLOTHES 

2.1 Investigation methods and approaches 
Clothing market brand investigation method [1] is used for 

the investigation of Yoga clothes in this section; investigate 
the sales volume of Yoga wearing brands and styles on 
Taobao and official Yoga wearing brand websites at home and 
abroad or other relevant network platforms. 

2.2 Investigation content 
Style features as well as shoulder and back style 

characteristics of three best-sold brand Yoga jackets (mainly 
sleeveless tops), whose sales ranked top 3 during one year on 
the network platform of Taobao; collect the pictures of latest 
styles of Yoga vests and sports jackets on all official brand 
websites and official shopping malls, and classify, conclude 
and analyze the front-piece structure, shoulder and back 
structures and fabric features of Yoga vests according to the 
style features. 

2.3 Investigated brands 
The Taobao brands selected are the top 8 Yoga wearing 

brands and the other brands are the 16 domestic and overseas 
Yoga wearing brands and sportswear brands frequently 
mentioned on the WGSN (Worth Global Style Network). The 
main investigated brands include: Adidas, adidas by stella 
McCartney, adidas originals, alo yoga, Easyoga, Free people, 
Lululemon etc.

2.4 Investigation result 

The Yoga jackets and sports vests can be divided into the 
body-fitted style, the fitted style and loose style according 
to the profile shapes and can fall into the short, medium-
length and long ones according to their lengths. Based on 
the investigation of the styles of the 8 sales-based brands, 
the brands with high sales and prices are the medium-length 
body-fitted vests. 

The style structures of Yoga jackets and sports vests can 
be generally classified into the ones with no cutting line, 
horizontal cutting line below the breast, longitudinal cutting 
line over breast and waist darts as well as both horizontal 
and longitudinal cutting line. The Yoga jackets and sports 
vest without cutting line are mostly the loose styles. The 4 
frequently-used structures for front piece are summarized 
in Table 1. The back and shoulder style structures can be 
summarized and concluded in five types, which are named 
style C1, C2, C3, C4 and C5 respectively, as shown in Table 2. 

The market investigation result also shows that the Yoga 
wearing fabric of Nylon plus spandex occupies the highest 
market share. Especially, almost all of the high and middle 
end Yoga wearing brands use the cotton-like elastically-
knitted fabric with Nylon and spandex to make Yoga clothes. 

3. STYLE DESIGN AND MAKING OF YOGA JACKET 
FOR EXPERIMENT 

Based on the market investigation result, the structural 
designs for the front and back pieces of Yoga jackets for 
experiment are shown in Figure 1 below. 

 

Table 1. 4 types Frequently-used Structures of Front Piece 

Table 2. 5 types Frequently-used Shoulder and Back Structures of the Back 
Piece

Technology Innovation and Redesign



2016 IFFTI Annual Conference060

press marks on the body or clothes. The changes in gesture 
movements during the movement of human body will result 
in the deformation of clothes. Clothes will restrain human 
body to some degree. 

Binding index R=(B − A)/A×100%
A: initial surface area of clothing; B: clothing surface area 

covered on human body 

4.3 Selection of measuring position 
Choose the horizontal underarm line, bust line, underbust 

line, waist line, longitudinal side seam line, BP vertical line, 
point of intersection between front and middle lines, average 
divided location, halving location and other eleven locations, 
as shown in Figure 3. The naming method is shown in Figure 
4. 

4.4 Selection of measuring condition 
In this experiment, the 2 Yoga movements of Warrior 

Pose and sitting posture twisting shown in Figure 5 and Sun 
Salutation Pose series of Yoga movements shown in Figure 
6 [5]. The muscle colors in the picture show the stretching 
intensity of chest, waist and back muscles during movement 
and the colors from red to blue represent the increasingly low 
stretching intensity. The measuring condition and naming 
method are shown in Table 4. 

Figure 3. Ink Pressing Positions of Clothing     
Figure 4. Naming Method for Ink Pressing Positions

At first, get the prototype of jacket for women without ease 
allowance on the 160/84A[2] dress form by using the three-
dimensional cutting method [3]. Deal with the decrement of 
the prototype according to the quantity of elastic application 
of fabric to get a body-fitted Yoga jacket prototype, which 
meets the body pressure comfort. Acquire the paper patterns 
of 5 experimental clothes according to the body-fitted Yoga 
jacket prototype. Choose a cotton-like knitted fabric of Nylon 
plus spandex. Finally, finish the Yoga jackets for experiment, 
as shown in Figure 2. 

  

4. YOGA JACKET DOFORMATION ANALYSIS 

The experimental clothes are the five Yoga jackets made in 
Section 2, as shown in Figure 2. Such clothes are successively 
named C1, C2, C3, C4 and C5. 

4.1 Experimental objects 
The experimental objects are 3 young women with Yoga 

training experience. Their body type standards are close to the 
type of 160/84A dress form used to acquire the prototypes in 
Section 3. The basic information is shown in Table 3 and the 
3 experimental objects are respectively name S, L and H. 

 

4.2 Experimental methods 
This paper uses the combination of surface line-drawing 

method and ink press method to measure the deformation of 
clothes [4]. 

The ink press method is to use the rubber stamp to 

Figure 1. Structural Designs for Front and Back Pieces of Yoga Jacket for 
Experiment 

Figure 2. Pictures of Ready-to-wear Yoga Vests for Experiment 

Table 3. Basic Information of Experimental Objects 

Figure 5( Left). Warrior Pose, Yoga Movement 1, and Sitting Posture 
Twisting, Yoga Movement 2

Figure 6(Right). Sun Salutation Pose series of Yoga Movement 
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4.5 Experimental equipment 
1)Artec 3D EVA handheld three-dimensional color scanner 
2)Line laser 
3)Equipment with GrooPic software
In this experiment, the GrooPic is used to take pictures 

of and snap the experimental objects’ movements so that the 
experimental objects can keep the same posture after wearing 
different-styled clothes for three-dimensional scanning to 
guarantee the correctness of data. 

 

4.6 Experimental process 
1). Surface line-drawing marking 
Draw lines and points on the naked body surface by 

using the laser marking instrument; the measured objects are 
required to be stand naturally with both slightly open arms 
and uniform breathing. 

2). Constant movement states 
The experimental objects successively demonstrate the 

static state, Yoga movement 1 and Yoga movement 3 on 
the Yoga mat; the experimenter successively mark the foot 
positions of the three states on the Yoga mat with marking 
tapes and take pictures of and record the two movement 
states by using Groopic so as to guarantee the maximum 
consistency of bare-state Yoga movements and those with 
clothes during the experimental process. 

3). 3-dimensional scanning for nude experimental objects

After each state is marked and recorded, the experimental 
objects need to keep static so that the experimenter can carry 
out three-dimensional scanning for them. 

4). 3-dimensional scanning for experimental objects with 
Yoga clothes. 

Draw lines and points on the experimental objects, which 
wear experimental Yoga wearing sample C1, by using the 
same method in bare state; then, the experimental objects took 
off their Yoga clothes; after the experimenter presses the point 
positions with a rubber stamp, the experimental objects put 
on the experimental Yoga wearing sample C1 again; adjust 
the clothes to the first wearing state by virtue of the laser 
marking instrument; set about the three-dimensional scanning 
for the four states with Yoga clothes once for each. Scan the 
rest four Yoga wearing samples in proper order according to 
this method. 

4.7 Data processing 
Use the ArtecStudio software to extract the independent 

and complete part frame data from a layer of body fragment 
scanned to a new layer; delete the surplus or useless data 
layer; then, match every two complete parts in all layers 
till forming a complete body. See Figure 9. A clear color 
three-dimensional human body picture can be acquired after 
complete correct matching, rapid synthesis, hole filling, grid 
and texture simplification of all layers in Figure 9. Save the 
data in the obj format. 

     

Figure 7. Diagram of GrooPic Operating Principle 

Figure 8. Different Ink Pressing Colors for Different Experimental Objects 

Table 4. Measuring Conditions and Naming Methods 
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Import the three-dimensional human body data in the obj 
format into the Rapidform software to measure the data about 
body line and pressing area. See Figure 10. 

    

4.8 Result and Discussion
This paper uses binding index to indicate the Yoga jacket 

deformation. At first, use the excel software to calculate the 
binding index of ink pressing area. After descriptive statistic 
analysis on the binding index with the SPSS software, the 
variation range of binding index for the three experimental 
objects wearing four pieces of experimental clothes in 4 
states is calculated to fluctuate between 35% to 45%. Refer to 
the scheme on color change setting when muscles stretching 
during Yoga movements [48] to conduct color filling with 
varied binding ranges for the clothing binding index of the 
ink pressing positions and use pictures to directly analyze the 
deformation of all styles in each movement state. 

4.8.1 Different experimental objects’ influences on the 
deformation of the 5 Yoga jackets 

In the static state D1, the binding indexes of the three 
experimental objects, who wear the Yoga jacket C1 is shown 
in Table 5. The direct view of binding condition is shown 
in Figure 13. Different body shapes of the experimental 
objects avoidably result in the different bidding degrees, 
but the variation trends for the binding degrees of the ink 
pressing parts are similar, especially the side seam and the 
part below the breast, as shown in Figure 12 Broken Line 
Graph. The dressing binding conditions in other states are just 
the same. As the tendencies of measuring data for the three 
experimental objects are extremely similar, this paper will 
mainly conduct a written analysis on the experimental object 
S in the following analysis. 

 

Figure 10 Diagram of Acquisition for Pressing Positions of Three-
dimensional Body Picture and Data 

Figure 11. Range of Bidding Index Represented by All Colors 

Table 5. Binding Indexes of Three Experimental Objects Wearing Yoga 
Jacket C1 in Static State D1

Figure 12. Changes in Binding Indexes of Three Experimental Objects 
Wearing Jacket C1 in Static State D1

Figure 13. Diagram of Binding Indexes of Three Experimental Subjects 
Wearing Jacket C1 in Static State D1

Figure 9. Systemization of Three-dimensionally Scanned Human Body 
Pictures 
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4.8.2 Analysis on deformation of 5 types of Yoga jackets in 
the same state 

In the static state D1, the changes in the binding indexes of 
the 5 types of Yoga vests are shown in broken line graph 14. 
The difference in the binding condition of each kind of jacket 
is unique, which means that different types of jackets have 
different binding degrees for human body. In the static state 
D1, the binding degrees of C4 and C5 are rather uniform; 
C2 and C3 have a greater binding degree; the binding degree 
of C1 is distributed unevenly. In the Yoga movement state 
D2, the bidding degrees of all types are similar in the chest 
position and greatly different in the part below chest and in 
the waist and belly; the relaxing state of C4 and C3 match the 
movement state. In the horizontally twisting Yoga movement 
state D3, there is not too much difference in the binding 
degrees of all types; in the static state after movement D4, 

4.8.3 Analysis on deformation of each kind of Yoga jacket 
in 4 states 

Based on the analysis on deformation of each type of Yoga 
jacket in 4 states, C1 and C5 have a relatively stable changes 
in their binding degrees in four states; in state D2 and D3, the 
displacements of binding degree for each ink pressing parts 
of C3 and C4 highly match the movement statement; the C4’s 
resilience of binding degree in the static state after movement 
is superior than that of C3; the displacement of binding 
degree of all ink pressing parts of C2 in the movement state is 
obvious but doesn’t match the movement state. 

 

Figure 14. Broken Line Picture of Binding Indexes of Five Types of Yoga 
Vests in State D1

Figure 15. Illustrative Diagram for Binding Indexes of Five Types of Yoga 
Vests in State D1

Figure 16. Broken Line Picture of Binding Indexes of Yoga Jacket C4 in 4 
States 

Technology Innovation and Redesign

Figure 17. Illustrative Diagram for Binding Indexes of 
Yoga Jacket C1 in 4 States 
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5. CONCLUSION 

According to the analysis on the deformation of Yoga 
jacket, it is clear that the binding indexes of 5 types of jackets 
have their own characteristics, which indicate that different 
shoulder and back clothing structures will indeed largely 
affect the deformation of clothes. 

In the Yoga movement state, C1 and C5 have relatively 
stable and small deformations while C2, C3 and C4 have 
rather obviously deformations. In the static state after Yoga 
movement, C1 and C5 still remain stable deformations; there 
is also no obvious difference in deformations of C3 and C4 
with those in the static state; the deformation of C2 in all 
states are largely different from that in the static state. 
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Abstract

Since the evolution of textile industry, there has been a trend of change in fabric structure from traditional to industrial, from technical to functional, and now 

from intelligent to smart textile. With advancements of research and innovation, smart textiles emerged as a new area in textiles after technical textiles and 

functional textiles. The term ‗Smart Textiles‘ refers to a broad field of studies and products that extend the functionality and usefulness of common fabrics. 

They include textiles that can sense, analyse the signals and generate responses in an intelligent and smart way.

For the last three decades, the market share of industrial textiles has increased tremendously largely due to the growth of different synthetic fibers, new 

manufacturing processes, innovations in non-textile technologies and increase in inter-industrial activities. The continuous innovations and increasing 

functional applications have resulted in increasing demand for smart textiles. Further, the convergence of digital technology with textiles has widened the 

scope for fashion industry. Few examples are high-tech fashion accessories such as MP4 players, smart phones keypads, medicated textiles, and performance 

apparel. The emerging technological space is significantly affecting the business of fashion, thereby opening up new vistas for the dawn of a new era in fashion 

industry. The fusion of fashion and technology has made wearable gadgets ubiquitous and brought them from the elite segments to mass market.

The paper has highlighted the prospects of smart textile industry through SWOT analysis. It also investigates the consumer awareness of smart textiles and its 

various categories and the overall purchase parameters. It is concluded from the study that there is a wide scope for smart textile products in future owing to 

the increasing concern of consumers towards a healthy and active lifestyle.

This research paper is based on both primary and secondary data collected from different sources. Primary data was collected through a questionnaire 

administered to the consumers already using or used smart textile products in India. Another set of questionnaires were administered with the young consumers 

to understand their awareness and willingness to use smart textile products. Secondary data was collected from different published research articles, reports, 

documents and newspaper reporting.

Key words: Smart textiles, wearable gadgets, technology, performance apparel, health care fabric
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1. INTRODUCTION

The progress of humankind has witnessed an evolution of 
textile industry. There has been continuity in the change of 
design, structure and function of textiles with the passage of 
time. In the last thirty years, the market share of industrial 
textile has increased tremendously because of factors like 
synthetic fibers, new manufacturing processes, developments 
in non-textile technologies and increase in the variety of 
human activities. According to a report in Businesswire the 
global smart textiles market was valued at USD 795 million 
in 2014 and is expected to reach USD 4.72 billion by 2020, at 
a CAGR of 33.58% between 2015 and 2020 (Businesswire, 
2015,).Application of smart textiles can be now found 
everywhere. The market and the business of wearable, 
interactive and smart textiles are presently changing 
the basis of the textile industry. Textiles integrated with 
microelectronic devices have created numerous functional 
product categories related to temperature management, health 
monitoring, communication response and actuation and many 
more. The major application areas for smart textiles consist 
of military, aerospace, automotive, construction, medical, 
sports, transportation, architecture, entertainment, fashion, 
and fitness. A range of literature suggest that application of 
smart textiles is widely accepted in almost all industries from 
geo textiles in the soil to the outer space in the expedition 
of the universe; from the hospital beddings and clothing to 
entertainment; and from the personal healthcare to sportswear 
applications (Dadi, 2010).

The term “Smart textile” in this paper refers to garments/
smart clothing and fashion accessories that can carry 
out intelligent functions by incorporating electronic 
technologies into them. This is due to its hybrid nature and 
multidisciplinary approach (Ariyatum, 2004). Experts opine 
that “intelligent” or “smart” means ability to sense stimuli 
from the environment, and then react or adapt behaviour to 
the circumstances (Baurley, 2003). Smart clothing represents 
the convergence between the electronic and apparel 
industries, which can provide interactive reactions by sensing 
signals, processing information and actuating the responses 
(Textile Institute, 2001). This sector represents the future of 
both the textile/clothing industry and electronic industry due 
to its interdependency. As the convergence between these two 

industries brings large opportunities and challenges, it draws 
great attention and investment from many organizations 
in different fields, e.g. academic institutes, governmental 
organizations, commercial entity, private companies and 
laboratories (Amsamani and Punna (2010). The prospect for 
application of smart textiles in various end-users products 
has brought in increasing collaborations among business 
organizations, consumer researchers, and innovators in 
developing and testing new products for market. Many 
innovative brands have been introducing new products of 
smart textiles on different lines like types (Passive, Active, 
Ultra-smart), Function (Sensing, Energy Harvesting, 
Luminescence & Aesthetics, Thermo-electricity), Industry 
(Healthcare, Sports & Fitness, Fashion, Military, Automotive), 
& Geography. With increasing taste for smart textile products 
due to its inherent nature and functions, the size of the 
market is getting bigger. The developed country markets 
always remained a preferred destination for introduction of 
new products of smart textiles. With increasing competition, 
companies and brands have expanded to other markets in 
developing and emerging countries. The market segmentation 
for smart textiles products is becoming geo-centric due to 
increasing income, education and awareness in the markets. 
As a result, the emerging of this technology is welcomed to 
a whole spectrum of new markets for the textile and related 
industries. The emerging technological space is significantly 
affecting the business of fashion, thereby opening up new 
vistas for the dawn of a new era in fashion industry. The 
fusion of fashion and technology has made wearable gadgets 
ubiquitous and brought them from the elite segments to mass 
market (US Department of Commerce, 2015). Although, the 
market and the business of wearable, interactive and smart 
textiles are presently changing the foundation of the textile 
industry for over last 2 decades, yet, its reach and acceptance 
is still in its infancy.

2. METHODOLOGY

The paper aims to discuss broadly four aspects: to discuss 
and examine the convergence of smart textiles with fashion 
and other wearable articles. The second aspect of this paper 
attempts to understand and evaluate important factors and 
motivators for acceptance of smart textile products. Third, 
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a SWOT analysis has been done to know the issues and 
concerns associated with smart textiles products. This is 
an exploratory research based on both sources of primary 
and secondary data. Primary data was collected through an 
interview schedule administered to the consumers already 
using or those who have used smart textile products in India. 
Secondary data was collected from different published 
research articles, reports, documents and newspaper reporting. 
A questionnaire was administered in four major cities in 
India, i.e. Delhi, Mumbai, Bangalore and Ahmadabad. 
Convenience sampling method was adopted in order to reach 
at the consumers using smart textile products. A database of 
consumers was taken in confidence from the sellers of smart 
textile products.

Data pertaining to smart textiles and wearable products 
were collected from various sources such as scholarly articles, 
books, research reports and working papers etc. These 
sources have also formed a substantial part of the flow of 
information for this research study. The data on consumers‘ 
perceptions about the smart garments and wearable products 
from business perspectives are not readily available in the 
secondary sources. This is because the smart garment is 
primarily dominated by small businesses; start-ups companies 
and university/academic researchers, which do not publish 
detailed accounts, sales revenues or volumes. Therefore, an 
attempt has been made to collect necessary information from 
primary sources in order to gauge the possibility and scope of 
smart garment business.

The field survey targeted to collect information from 170 
respondents from those four major cities in India, due to 
convenience in data collection. A structured questionnaire 
was framed which included information on variables relating 
to the objectives, hypothesis and other relevant issues 
associated with the study. The information was collected 
through structured questionnaires and personal interviews 
at all levels. So as to assess the perceptions of customers on 
various parameters, appropriate assessment scales including 
Dichotomies scale of measuring qualitative information has 
been used. Apart from the information through structured 
questionnaire, personal and telephonic interviews of experts 
/ knowledgeable people were conducted on various smart 
textile problems existing in the industry.

3. REVIEW OF LITERATURE

In the context of the present research, a selected review 
of literature is conducted to assess the issues and concerns 
of smart textiles in the context of application and market 
acceptance. This is expected to throw a better insight and 
a background about the context of the study. Smart textiles 
are an interdisciplinary subject. While constant efforts have 
been made toward miniaturization of electronic components 
for wearable electronics, true ―smart clothing‖ requires full 
textile materials for all components. People prefer to wear 
textiles since they are more flexible, comfortable, lightweight, 
robust, and washable (Kirstein et al. 2005). There is increasing 
trend in research on smart textiles particularly related to the 
technological collaborations, increasing applications and new 
product development. In recent years there has been growing 
cooperation between the worlds of fashion and technology 
(BOF 2010).The literature pertaining to the role of smart 
textiles in human life, consumer awareness and acceptance 
are yet to evolve as a domain of research.

Smart textiles are around for a while now with a great 
technology- driven emphasis on what is possible to develop. 
There are many inspirational examples around that express 
how technology and textiles could co-exist creating effects 
or even feelings (Kuusk K, et al 2012). Clothing is an 
environment that we need and use every day. Clothing is 
special because it is personal, comfortable, close to the 
body, and used almost anywhere at any time (Kirstein et al. 
2005). Developing smart clothes requires multidisciplinary 
approaches involving textile, human, and information science. 
Smart fashion often begins at a level that‘s imperceptible to 
the human eye. Advances in nanotechnology, which allow 
manufacturers to control materials on a molecular scale, 
have enabled researchers to develop smart textiles: fabrics 
that have embedded technology, but are able to maintain 
normal appearance and feel (BOF 2010).Smart clothing is 
a ―smart system‖ capable of sensing and communicating 
with environmental and the wearer‘s conditions and 
stimuli. Stimuli and responses can be in electrical, thermal, 
mechanical, chemical, magnetic, or other forms (Tao 2001). 
Although smart clothing has progressed in various fields, 
advances remain in individual fields; more comprehensive 
reviews should associate diverse perspectives. People enjoy 

Technology Innovation and Redesign



2016 IFFTI Annual Conference068

clothing, with pleasures associated with its selection and 
wearing. Technology and material developments allow us to 
create smart objects, like apparel. Garments are able to sense, 
track and output movements, temperature, touch, sound, 
moisture, pressure, bend, orientation, light, etc (Kuusk K, et 
al 2012).

We can generally define smart textiles as a material that 
interacts with its environment in more or less complex ways, 
including textiles that react and adapt to their environment 
(Nilsson Linnéa & et al, 2011). Smart textiles are the 
integration of advanced smart materials, micro-electronic, 
Nano technology, sensors and IT technologies. Such clothes 
are for the benefit of the wearer with increased personal 
security. In healthcare applications small wireless units are 
integrated into clothing to replace bulky wires and electrodes. 
The smart technology is rewarding materials with new 
properties and abilities which have never been experienced 
before (Ohmatex, 2007). According to the manner of reaction, 
smart textiles can be categorised into three groups: passive 
smart, active smart and very smart (Ziang and Tao, 2001; Van 
Langenhove and Hertleer, 2004). Passive smart textiles can 
only sense stimuli from the environment; active smart textiles 
can sense and react accordingly; very smart textiles can sense, 
react and adapt themselves to the environmental conditions. 
In most cases, Smart Clothes are designed to sense user 
requirements and environmental contexts, and provide 
appropriate service at the right time and place accordingly 
with minimum effort required from the users to operate 
(Marzano, 2000).

Fashion is a dynamic construct and it has touched 
everyone. The changing consumer needs and requirements 
for differnet types of functionality in apparel and fashion 
have brought in a great degree of fusion of technology 
with textiles. It is rightly opined that fashion today is not 
restricted to grown-ups, but kids too are becoming fashion 
conscious, these days especially when it comes to dressing 
(Salmon Lisa, 2014, and Parag Sanghani, 2014). Smart 
clothes for men and women come in all forms, from jeans 
equipped with an iPod docking station to sweaters that 
regulate body temperature(Forbes, 2007).Looking at the 
impact of the constant change of fashion statement and the 
positive consumer trend, the fashion and high tech industries 
are trying to align together to integrate technical and smart 

intelligent functionality into fabrics for clothing (Amsamani 
and Punna, 2010). Hence, this development and paper has 
become the need of our research study.

Smart textiles can be broken into two different categories: 
Aesthetic and Performance Enhancing. Aesthetic examples 
include everything from fabrics that light up to fabrics that 
can change color. Some of these fabrics gather energy from 
the environment by harnessing vibrations, sound or heat, 
reacting to this input. Then there are performance enhancing 
smart textiles, which will have a huge impact on the athletic, 
extreme sports and military industries Forbes (2014). Smart 
textiles have a place primarily in five areas of the fashion 
business, i.e., medical garments, work wear, sportswear, 
wearable accessories and fashion. Smart textiles have got into 
application areas related to health issues. One key trend is the 
changing functionality of clothing: consumers wear ‘smart‘ 
clothes with built-in heart rate and body temperature monitors 
to protect them from disease and enhance their fitness. This 
trend has seen the clothing industry face competition from 
new quarters such as pharmaceutical companies, as well as a 
series of interesting mergers (Fashion Futures 2025‘, 2010).

Smart textiles, however, are not just restricted to clothing 
and apparels but extend too many other applications like 
automobiles, robotics, aircrafts, medicine and surgery etc. 
The importance of these materials is so profound at some 
places (e.g. military battlefields) that they virtually act as life 
saving materials (Ajmera Nitin, et al, 2015). With increasing 
collaboration with different disciplines of science and 
technology, the scope of smart textiles is widening. As the 
application area widens, the scope of new products becomes 
bigger. There are companies and brands who have built their 
unique sales proposition around new products using smart 
textiles. Although the market data for smart textiles has not 
yet been studied at a global scale, but trends particularly 
from the developed country markets show a tremendous and 
rapid growth. Despite a rather extensive research effort the 
industrial and commercial activities are still in its infancy, 
which have been reported in several articles and reports. The 
most extensive report is ―A roadmap on smart textile‖, which 
gives a roadmap of where we are in smart textile, where 
we want to be and the reports also identifies the barriers to 
get there (Schwarz, et al, 2010). The consumer preference 
for different smart textiles products are growing in many 
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emerging and developing country markets along with the 
developed country markets. Even though a great opportunity 
exists for smart textile products in the developing country 
market, the challenges are enormous. The challenges are 
pertaining to awareness, availability, acceptability, pricing 
and promotion.

4. GLOBAL SMART TEXTILE TREND & FUTURE 
SCOPE

The global market for smart fabric and interactive textiles 
was only around USD 369/- million according to Textiles 
Intelligence. In 2014, the size of the market was more than 
doubled and reached USD 795 Million and expected to 
reach USD 4.72 billion by 2020 (Textiles Intelligence, 2008; 
Markets and Market, 2015). This growth itself is enough to 
talk about the increasing demand for smart textiles in the 
global market. The global scenario of the overall performance 
of smart textile business is presented in Table 1 which reveals 
that North America is significantly doing well in smart textile 
business among the regions in the world. The highest revenue 
generated by North America is 46.51 % ($134.6 mn values) 
and followed by others.

Currently, research is happening mainly in seven product 
segments such as Healthcare, Entertainment, Sportswear-
fitness, Communication, transportation, architecture and 
protection and military. As per the data, three segments are 
relatively performing better than others which are reflected 
in Table 2. Few literatures opine that Communication and 
Entertainment is being emphasised by the industry because 
these segments are directly linked with daily activities of 
human being. But overall, research is constantly emphasizing 
on all the sectors because it is inevitable and has become the 
need of the society.

 

The results from Table 2 shows that 27.54 % of textile 
revenue is resulting from protection and Military category 
from the world smart textile business, followed by 
architecture (20.66%), sports and fitness(17.28%) as well. 
The highest value from protection and Military category 
could be the reason of initial development activities on this 
sector. This category along with healthcare (medical) sports 
and fitness are expected to grow faster than other. As per view 
of Global Research Report (2012), industries are emphasising 
on 90 per cent of the above product segments. Besides, the 
global textiles markets is predicted to be valued at USD 
1590.3 million by 2020, is expected to grow at a CAGR of 
24.1% from 2013 (Global Research Report, 2012). This is 
primarily due to the speed of technological development 
and growth which demands for wearable electronics for 
safety and protection of life. In addition, many literatures 
suggest that declining cost of manufacturing with low cost 
fibre has encouraged inter-disciplinary stakeholders like 
entrepreneur of smart textile, designer, technology giant, 
ICT etc to emphasise on smart textile business and value 
addition in design in wearable apparel products which will 
lead further development and growth of these segments. For 
instance, majority of the companies such as Ohmatex ApS, 
Tektronix Inc., Clothing+, Adidas, Infineon Technologies, 
Weartech, Fibretronic Limited, and Peratech Ltd. etc have 
shown seriousness on their R&D activities, innovation and 
concerned about the ecosystem for development of smart 
textile products. Besides, other companies are already into 
the business and commercialising the products like Burton 
Snowboard MD Jacket, Levi ICD+ Jacket, and Reima Smart 
Clothes.

As per the report published by Grand View Research, 
North America is expected to be the largest market segment 
over the next few years; it accounted for 46.5% of the 
global market in 2012. Since the number of end use avenues 

Table 1. Global Smart Textiles Market Share 2012 (USD Million)

Table 2 Segment wise Market share of Global Smart Textile 2012
 (USD Million)
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- indicates data are not available in specific year
Source: Data compiled from Grand view Research & other sources

Source: Data compiled  from Grand view Research & other sources
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has increased, therefore the market share is expected to 
increase. Also the availability of low cost fibres and textile 
manufacturing in Asian countries, companies are looking 
forward for design innovations in production phase. Sports & 
Fitness, Architecture, Protection & Military segments are the 
most demanding sectors.

The EU countries were also having a total market share of 
33% in 2012 and are expected to grow in a similar pattern. 
In this area, the European Commission has co-financed a 
number of projects over the years in order to boost smart 
textile development. These include WEALTHY, MyHeart 
and BIOTEX among others. For example, the WEALTHY 
project is used in the healthcare domain in order to monitor a 
patient's vital signs without causing them any discomfort. The 
overall size of the global smart textile market was estimated 
to be USD 289.5 million in 2012 and is expected to exceed 
USD 1,500 million by 2020.

5. SWOT ANALYSIS

A SWOT analysis was conducted based on the primary 
and secondary literature to understand the future of smart 
textiles market. The analysis is presented in a matrix 
form highlighting all four aspects i.e. strength, weakness, 
opportunities and challenges in figure1.

From the above matrix (Fig.1) it is clear that even though 
there are enormous opportunities for the growth of smart 

textiles applications and market, the challenges are equally 
frightening. With further research and understanding about 
smart textiles application, use and impact a new era of fashion 
would begin.

6. PRIMARY DATA ANALYSIS

The Purchase Parameters for Smart Textile Products
To understand the key parameters that underlie the market 

for smart textiles products, customers those who are already 
using smart textile products and the potential customers 
particularly in the four major cities Delhi, Mumbai, 
Bangalore and Ahmadabad were surveyed. The above model 
is developed based on the response received. The survey 
focusing the most important attribute the customers would 
like to see in the smart textile products are rated the most as 
functionality, aesthetics, fitting of the product, price point and

ease of handling and compatibility. When Asked about 
what purchase factors the consumers evaluate while making 
their purchase decision, five factors viz brand name, visibility/
promotion, technology used, terms of warranty offered 
and post purchase service factors were found to be most 
important. When asked about the major influencers for the 
consumers to purchase smart textiles products, it was found 
that mostly it comes through the referral as the awareness of 
smart textiles products are limited, secondly it was found that 
the requirement or need, particularly for medical or health 
related products are the key motivators. This factor was 
strongly found with the working elites having some aliments 
or the other. Reviews are found to be another important 
motivator. About 90 percent do a thorough review when it 
is related to health related functionality. The next one was 
research. It was found that the users of smart textile products 
are mostly the educated elite and almost 80 percent look at 
the research pertaining to the product and the functionality 
associated with it before their purchase. Last but not the least 
most of them had opined that recommendation by doctors; 
relatives or friends are also another influencing factor.  

Figure 1. SWOT Analysis of Smart Textile Industry
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The study was conducted in specific cities of India to 
find out peoples‘ awareness, peoples‘ purchase and future 
opportunity. The study attempts to know the awareness of 
Indian consumers about Smart textile. Further, we have tried 
to measure whether the consumers have knowledge about a 
set of smart textile products through the questionnaire. The 
detail of the analysis is as follows:

The researchers found from the survey that 77.6% 
consumers know about smart textile out of the sample.

Table 4 shows that consumers are more knowledge on 
active sportswear(77.6%), followed by flame retardant 
garment(70.6%), water Proof breathable garment(61.2%) and 
Colour Changing garment(58.2%), whereas consumer have 

awareness on all the categories to some extent.

The analysis shown in Table 5 explains respondents‘ 
awareness on specific smart textile category, no of respondents 
who have purchased in each category and respondents interest 
buying interest in future. The respondents‘ awareness data 
reveals that there are a significant number of consumers who 
are already aware of smart textile. Apart from interactive 
textile and intimacy garment, consumers have purchased in 
all other categories. This show the smart textiles are already 
being used to certain extent. And the last column (buying 
interest in future) shows a remarkable growth in percentage in 
comparison to previous two columns. From these inferences, 
we can conclude that there is a huge opportunity for smart 
textile in coming days in India.

The smart textiles market has already started capturing 
the Indian consumer mindset. Due to increasing consumer 
education, global exposure, interaction and internet the 
awareness for smart textiles have touched the elite market 
of India. Even though, there is a greater degree of awareness 
about smart textile products, the size of the market is still very 
small that has appeared in the survey. The awareness among 
Indian consumers is found highly significant for Active 
Sportswear, Flame Retardant garment, Colour Changing 
garment and Insomnia Bed mattress. Looking at the level of 
awareness and interest among the consumers, supported by 
rising level of income and availability of products of smart 
textiles would revolutionize India market.

7. CONCLUSION 

Table 3. Respondents’ Awareness on Smart Textile

Table 4. Respondents’ Awareness on Specific Category

Table 5. Respondents’ Feedback on Specific Category

Technology Innovation and Redesign

Fig: 2: The Purchase Parameters for Smart Textile (Authors own analysis)
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New technologies and continual research and development 
activities in application of smart textiles are expected to create 
a bigger market in diverse areas of fashion and clothing. This 
new market has helped many established companies and 
brands to reposition themselves and has created numerous 
new brands producing numerous products related to wearable 
smart textiles. As consumer and brands are increasingly 
becoming global, their attitudes and lifestyles change are very 
fast, and that has contributed to the growth of smart textile 
market. The growing interest of the consumers in smart textiles 
has given the fashion brands and designers the opportunity 
and motivation to create their exclusive lines with application 
of smart textiles for the elite global customers. The awareness 
and demand for smart textiles markets is also growing in the 
developing countries very fast, due to internet education. 
However, the awareness, acceptability, consumer attitude, 
market dynamics are still in its nascent phase. These markets 
are primarily dominated with products having functional 
benefits for health issues.

This sector has the avenues in the global market hence; it 
offers a large number of possibilities and opportunities for 
new business and new product lines. As a result, an advanced 
research and product developments have been carried out by 
fabric manufacture, multi-national companies and leading 
academic institutes. Many researchers describe smart clothing 
as a marriage of fashion and technology. It is predicted that 
clothes of the future will have the functionality of a personal 
office or a hospital monitoring system with built-in phones, 
computers and health monitoring devices. They will let 
wearers know if they need to contact a doctor or if they have 
forgotten their keys when they leave the house. Some of this 
technology is already on the market, such as in garments 
that monitor the wearer's wellbeing. Some of it is still in 
development. Nevertheless, it is predicted that smart textiles 
will be commonplace within 20 years from now.
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Abstract

In this paper, we research the cyclists’ preferences for decorative lines on cycling jerseys. Line, as a basic element of clothes, combines the functionality 

with the decorative elements. When we see different types of line, we have different feelings, and those different types of line on products would impact on 

consumers’ psychological feelings. The previous studies of cycling jerseys mostly research the functionality but lack of the content on cyclists’ psychological 

preference for decorative lines on cycling jerseys. This paper is from this perspective to explore the significance of decorative lines on cycling jerseys, 

which as a reference aims to help sportswear designers avoid redundant design and do a better job. The methods of this paper include literature research and 

questionnaire survey. Firstly, we obtain the scientific basis of functional lines design through literature research so that we can narrow the range of line design. 

Secondly, we use survey to investigate the cyclists’ preferences for the decorative lines based on the range of functionality. Thirdly, we apply the data from 

survey to mathematical statistics by using the software SPSS, thus we analyze the correlation between the form of decorative lines on cycling jerseys and 

cyclists’ preferences and whether the decorative lines can meet the functional demand. Finally, we suggest an ideal plan of cycling jersey both in beautiful and 

functional way.

Key words: Cycling jerseys, Functionality, Decorative, Lines, Preferences
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1.INTRODUCTION

With the rise of the environmentally friendly travel modes 
and the sports spirit, the non—competitive cycling becomes 
more and more popular. Therefore, people have more and 
more strong demand for specialized cycling clothing. People 
would not only wear common sporty leisurewear but also 
try the special tight cycling clothes which play a role as 
the protector and also the showcase of beauty. However, 
no mater in domestic or overseas literature, the researches 
mostly focus on the functionality of cycling clothes but rarely 
on the aesthetics. Based on the perspective of design and 
psychology, the paper taking the dividing line as the starting 
point studies the design of cycling jersey. The dividing line 
can be divided into two types: one is functional line; the other 
is decorative line. The existing relevant studies mostly focus 
on the functional design of the dividing line, or a summary 
of the generality of the dividing line of sportswear, but with 
the promotion and development of the fashion industry, the 
market is more and more need to be more fashionable and in 
line with the trend of design. Aesthetics becomes an important 
factor for consumer to select things. Based on this, the paper 
emphasizes on the decorative design of the line on cycling 
jersey from the aesthetic vision to provide a better aesthetic 
choice for cyclists and reference value for designers.

2. LITERATURE REVIEW

2.1 Research on the functionality of cycling clothing
It’s essential to research the functionality of cycling 

clothing because it meets the basic needs in this sport. The 
research on aesthetics of cycling clothing in this study is 
also built on the research of functionality. On the premise of 
scientific research, aesthetic value can be developed.

Considering the postures and the circumstance of muscles 
variation in motion, a formfitting design is more suitable in 
structure, and shorter piece in the front and longer piece in 
the back is also needed. Raglan sleeves and set-in sleeves are 
normally the choices for shoulder structure in cycling jersey 
because they can avoid both the excess fold and the feeling 
of tight. Stand collar structure can prevent cyclists from wind 
and ultraviolet damage. Besides, minimize dividing lines to 
reduce the friction caused by sewing stitch. (zhang, 2006)

According to the shape of dividing line, it can be 
categorized into vertical line, horizontal line, diagonal line 
and arc. The vertical line, diagonal line and arc division 
are more practically in use. The vertical line has the effect 
of stressing the longitudinal height and gives the feeling 
of slender and upright; the horizontal line strengthen the 
width and gives a person with soft, balanced and continuous 
impression; the diagonal line has the function of hiding the 
darts and makes clothes both well-fitted and beautifully 
shaped; the arc division refers to the curve dividing line 
connecting various darts in clothing pieces, it gives a gentle 
beauty of curve and unique decorative effect. (zhao, 2011)

2.2 Research on the aesthetics of cycling clothing
There are merely literature researches on aesthetic of 

cycling clothing. Therefore this study combines with the 
cycling brand research to collect popular patterns favored by 
consumers. 

For instance, the Primal Company, meeting the cycling 
enthusiasts’ desire for cycling clothing with high quality that 
breaks the convention, aims to provide high-tech cycling 
clothing incorporated ornamental value with functionality.

2.3 Psychology research on preference for lines
L•J•Martin has done an experiment on the preference 

from 8 subjects for 41 kinds of line (including shape) in 
20th century. Different reactions such as like, indifferent and 
dislike to different kinds of line were obtained. So that the 
general order of leaner preference is: ① round, ② straight 
line, ③ wavy line, ④ oval line, ⑤ arc.

Line has personality, and different kinds of line give people 
different feelings. In general, line can be divided into 3 types: 
straight line, curve line, meander line. Straight line represents 
male, showing the static state and power; curve line represents 
female, expressing the dynamic state and soft; meander line 
represents neutral, indicating the unstable state, and it can 
be used both on menswear and womenswear. Meanwhile, 
the thickness of the line affects the association of character. 
Thick line is strong, striking and ruggedly powerful; thin 
line is smooth and sharp with a sense of speed; bold line is 
moderately delicate with ambiguous character; the flow line 
is soft, slow and unfixed. When lines are mixed and formed a 
plane, it gives different impression. Vertical line combination 
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is upright and serious; horizontal line combination is stable 
and peaceful; oblique line combination is mobile and 
disturbed; broken line combination is anxious and has a sense 
of fracture in surface; geometric curve is elastic and sprightly; 
free curve is active and unrestrained. Horizontal line often 
causes peace and tranquility; vertical line conveys an emotion 
of solemn, dignified and hope; oblique line usually constitutes 
a part of the sense of movement; dentate line often contains 
the feeling of tension or pain; round line or arc often causes 
satisfactory or perfect reaction. Poffenbeiger and Barrows 
once organized a large-scale experiment that had 500 people 
involved. The experiment required people to select the lines 
corresponding to different emotions like sad, peaceful, happy, 
etc. from 18 types of line. The result says that most people 
think curve line of peaceful and sad; rising line of happy; 
falling line of sad.

Thus, different types of l ine impact on human’s 
psychology, and to some extent, the pattern of line 
combination affects consumer’s psychology and preference of 
choice.

3. RESEARCH PROGRRAMME

3.1 Research objectives
Firstly, this study systematically explores and applies 

the current research achievement to provide the theoretical 
support for dividing line design. Secondly, this study 
summarizes and categorizes the main cycling brands patterns. 
And according to the given sales information from websites, 
the well-sold patterns of cycling jersey are obtained, 
which provides a reference for design. Thirdly, through the 
questionnaire survey this study investigates the subjects’ 
preferences for cycling jersey patterns and demonstrates the 
correlation between psychological feeling and preference, 
which helps designers doing a better job.

3.2 Research methods
3.2.1 Literature analysis
This method is mainly used in literature review. By 

searching the relevant literature, the classification of 
dividing line on cycling clothing, the content of functional 
and decorative line and the research on preference for lines 
are applied as theoretical support to make this study more 

scientific. 
3.2.2 Picture acquisition
Based on the brand research on well-sold cycling jerseys, 

this study selects amount of pictures of cycling jersey patterns 
and classifies them into 3 groups: the first group is horizontal 
line pattern; the second group is vertical line pattern; the 
third group is oblique pattern. Then using Adobe Photoshop 
to recreate those patterns in the same size, resolution and 
fundamental form without colors, and the only difference 
is in decorative line. The way of recreation can avoid some 
disturbing factors such as the shape, the style, and the 
proportion caused by colors.

3.2.3 Questionnaire survey
Questionnaire survey is the main method in this study. The 

design of questionnaire references the adopted materials from 
picture acquisition. A total of 152 questionnaires are sent out, 
among which invalid 34 copies are removed. 118 copies are 
eventually collected.

3.2.4 Analysis and summary
This method is used in analyzing the date from the 

questionnaire. Thus the conclusion of which type of line is 
the most attracted one can be achieved, and the correlation 
between psychological feeling and preference is clear to see.

3.3 Research subjects
The research subjects are male athletes and cycling 

enthusiasts at the age from 18 to 30, a half from Beijing 
Sports University and a half from working post. 

3.4 Research tools
This study adopts the questionnaire of Preference 

For Cycling Jersey Patterns Survey. This questionnaire 
investigates the purpose of cycling, in what clothes they 
usually are while go cycling, the preference and choice for 
cycling clothing brand, the concern on aesthetic points, the 
main feeling as cycling, the main feeling towards three types 
of line respectively, the preference for cycling jersey patterns, 
etc.

The statistic software SPSS is applied to analyze the 
data from the survey. The method is mainly the descriptive 
analysis and correlation analysis.

3.5 Research results and analysis
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Then the survey asks the subjects to choose one type of 
line associated with three feelings (aspirant, anticipating; 
smooth, peaceful; dynamic, speedy) respectively. But 
considering the feeling of aspirant and anticipating ranks the 
highest, here comes the specific result. Figure shows that 
39.8% subjects choose curve line and 30.5% subjects choose 
oblique line when connecting to the dynamic and speedy 
feeling. This result coincides with the previous research on 
psychology associated with lines.

3.5.2 Correlation between the feeling for line and the 
preference for cycling jersey pattern

Through the literature analysis and brand survey and 
research, this study summarizes 18 patterns of cycling jersey 
compiled in the questionnaire. After organizing the data, we 
obtain the preference on cycling jersey pattern from subjects 
at different age scale, the different preference for the pattern 
from the athlete and the cycling enthusiasts, and the subjects’ 
different choices for the patterns in different feelings for lines. 
Finally, using the Pearson correlation coefficient proves the 
correlation between psychological feeling and preference.

Figure 4 shows the 18 patterns of cycling jersey in 
questionnaire. P1~P6 are horizontal line patterns, P7~P12 are 
vertical line patterns and P13~P18 are oblique line patterns. 
Because the arc division is mostly embodied in raglan sleeve’s 
structural line on cycling jersey, the curve line is blended in 
raglan sleeve line while compiling the questionnaire.

3.5.1 The psychological feeling as cycling and the 
association with lines

Among 118 subjects, 64% people think the linear pattern 
on the clothes would affect the mood when cycling, and 
the rest 36% people don’t think so. We can see from the 
proportion that most people do believe the line impact their 
emotion. This investigation data also proves the study is 
meaningful to be further developed.

 

When it comes to the emotion when cycling, 76 of total 
118 cyclists choose the feeling of dynamic and speedy which 
ranks the highest. It’s related to the motion of this sport, that 
is, pursuit of the speed. And the second one is aspirant and 
anticipating feeling. The cyclists who choose this option 
might have the experience of mountain cycling. The next is 
smooth and peaceful feeling, which shows a free lifestyle of 
people.

Figure 1. Answer of whether the linear pattern on the clothes affects the 
mood when cycling

Figure 2. Answer of people’s feelings when cycling
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Figure 3. Answer of the association of dynamic and speedy feeling with 
different types of line
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Figure 5 is a histogram showing the different preference 
from athletes and cycling enthusiasts for different types of 
line pattern on cycling jersey. The athletes prefer the patterns 
with oblique line and the enthusiasts prefers the horizontal 
line patterns. Because athlete often attend competitions of 
cycling and the oblique line on jersey can strengthen the 
feeling of pursuing the speed. And the cycling enthusiasts 
normally don’t have this special urge.

From Figure 6 we can see that the subjects who have 
different feelings in cycling have different preferences for 
the line pattern on cycling jersey. Those who feel aspirant 
and anticipating prefer the horizontal line patterns the most 
rather than the vertical line, because there are some inevitable 
factors such as the given vertical line patterns coincidently 
not welcomed by these group of people. However, those who 
feel smooth and peaceful choose the horizontal line patterns 
the most, and those who feel dynamic and speedy prefer 
the oblique line patterns the most. These two results are in 
accordance with the previous psychological research on lines.

By using the software SPSS, the Pearson correlation 
coefficient is made to analyze the correlation between the 
feeling for line and the preference for cycling jersey pattern. 
We set the variable X as the feeling in cycling and the 
variable Y as the type of line pattern on cycling jersey. X1 
represents aspirant, anticipating; X2 represents smooth and 
peaceful; X3 represents dynamic and speedy. Y1 represents 
the horizontal line patterns; Y2 represents the vertical line 
patterns; Y3 represents the oblique line patterns. Based on the 
analysis above, this study analyzes the correlations between 
X2 and Y1 and between X3 and Y3.

Figure 5. Different choices for different patterns from athletes and cycling 
enthusiasts 

Figure 6. Different feelings for different choices of pattern

Figure 4. 18 cycling jersey patterns

Table 1. Correlation between X2 and Y1
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Both of Table 1 and Table 2 shows the correlation is 
significant because P(2-tailed) ＜ 0.05. In other words, there 
is a relation between the psychological feeling and preference. 
Those who feel smooth and peaceful prefer the horizontal line 
patterns on cycling jersey, and those who feel dynamic and 
speedy prefer the oblique line patterns.

4. CONCLUSION

By literature analysis and questionnaire survey, this study 
drives a conclusion that different feelings or moods have an 
influence on preference for different patterns, and these two 
factors have a significant correlation. The most subjects have 
the dynamic and speedy feeling when they are cycling, and 
they mostly associate this feeling with curve line and oblique 
line. And this kind of people prefers the oblique line patterns. 
This conclusion provides a reference for designers.
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Abstract

Take “Information, Ecology, Wisdom” as the main subject, “Emotional Technology” as the breakthrough point, the author has the intention of elaborating the 

interaction between Emotional Technology and High performance sportswear Design through the introduction to the history of the modern sportswear design 

and the new missions given by the new era, the research to the high performance sportswear design fused with emotional technology and the research to the 

modern ecological, environmental and technical materials. As one part of the society, designers should undertake the responsibility, devote themselves to 

promote the research and development of the products, which are helpful to the sustainable development, to reach the balance of the High Tech and the High 

Touch.

Key words: High performance sportswear Design, High tech / High Touch, Ecological garment, eco-friendly materials, Social needs and responsibility
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INTRODUCTION
The Jamaica Team uniforms for the London 2012 Olympic 

Games,  design of Puma by Cedella Marley, taking inspiration 
from the vibrant colors and patterns of the Caribbean nation, 
is the perfect integration of high-tech fabrics and silhouettes 
engineered to enhance the performance of the athletes. “It’s 
going to be inspirational to run in London with that energy 
surrounding me,” said Usain Bolt. 

It’s exactly what has been predicted in the < Ten new 
directions transforming our life > and the < High Tech High 
Touch >, books of the American famous futurist John Naisbitt 
who firstly mentioned about emotional technology: in a High 
Tech world with an increasing search for balance, High Touch 
will be the key to differentiate products and services. 

In this frenetic era, the model theory of “emotional 
technology” consists on keeping the balance of High Tech 
and High Touch, the further the society develops towards 
High Tech, the more should meet the mental, emotional and 
spiritual demands of the people. 

These recent years, the idea of “information, ecology and 
wisdom” was popularized in artistic design, industrial design, 
architecture design, interior design and aesthetic education. 
As well, based on the concept of emotional technology, 
the society asks more about the functionality, comfortably, 
fashionality and reliability of the high performance 
sportswear,  correspondingly, the social responsibility should 
be undertaken in order to maintain ecological balance and 
the sustainable development which are also highlighted by 
ecological and technical materials development section and 
high performance sportswear designers, and the latter are 
especially in the seeking of appropriate usage of these high-
tech materials. 

HISTORY OF MODERN SPORTSWEAR DESIGN AND 
THE NEW MISSIONS ENDUED BY THE NEW ERA

The modern sportswear appeared on the scene of history 
in the middle of 19th century when sports became popularize 
in Europe, garments for hunting and playing golf showed 
up. From the 1890s, as the European women started to play 
tennis, ride bicycle and swim, tennis suit and marinière 
became popular. When we entered in the 20th century, the 
types of sportswear increased constantly in the world.

Chinese athletes firstly worn sportswear was in the 
National Games in 1911. Modern sportswear worn notably 
by athletes, but also became the leisure garments for outdoor 
excise and voyage.

Sportswear can be generalized divided into two categories: 
one side the ordinary sportswear including outdoor and 
indoor fitness sports garments, the other side the competition 
sports garments, which are specifically used on a certain 
sports activity such as swimsuits, ski suits, racing suits, etc. 

With the popularity of sports and the development of 
new technique and technology, the consumers ask more 
about the functionality of sportswear and outdoor garments, 
and the breakthrough of the functional materials gives the 
development of high performance sportswear an opportunity. 
We ensure that the 21st century’s sportswear is due to be 
the perfect combination of functionality and fashionality, to 
protect human body, to improve athletic performance. 

DEMANDS ON QUALITY: FUNCTIONALITY, 
COMFORTABILITY, FASHIONALITY AND 
RELIABILITY

To meet the four qualities mentioned above, functional 
materials are the key point. The comfortability is the most 
important quality of a sports garment. In outdoor sports, the 
garments should be able to protect from the inclemency, such 
as gale, glare, heave rainfall and snowfall, meanwhile, to keep 
the internal-external heat balance of the human body, such 
as the perspiration and the radiation assisted by functional 
materials when the body supersession accelerates. It’s just 
like a delicious dish always begin with the best materials and 
come out with the cooker’s cook skill,  the high performance 
sportswear design also start with the choice of special fabrics. 
Since 1994, on the basic of characteristics of different 
fibers, many companies successfully developed some high 
performance materials, such as Gore-Tex, SympaTex, 
Cordura, Pertex, Lycra, Plortec, etc., holding each of them a 
part of  the market depending on its final products, we call 
them the “fabric system”.

ECO-FRIENDLY TECHNOLOGY

The production of organic cotton is a very important 
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part of the sustainable agriculture because it protects the 
environment, improves the healthy development and satisfies 
the demands of people to green eco-friendly clothing. Good 
breathability, fast drying and staying  fresh, soft and antistatic, 
the organic cotton make us feel like with zero distance 
with the nature. The most important is, the procedure of 
fabrication is completely zero-chemical, totally different from 
the ordinary cotton, the fabrication of organic cotton is 100% 
Eco and non-toxic, leaves no chance to any allergy, atopic 
dermatitis and asthma or any other disease. Japanese expert 
Yamaoka Toshifumi discovered that, on the T-shirt and the 
sheets made of ordinary cotton, exist more than 8000 kinds 
of chemical substances which are harmful to the environment 
and human health. 

Beside the organic cotton, the S.Café became one of the 
new generation of eco-friendly fabric. Issued from the coffee 
grounds, added into fiber, this S.Café not only can control 
odor, but also have the ability of UV protection and fast 
drying. Coffee is not only for drinking, you can also wear it !

Soybean fiber is another renewable botanic protein fiber. 
Its 16 amino acids are healthy and nutritional to people’s 
skin. This fiber basically comes from soybean; plant massive 
in sourcing and rich in nutrition, it is a kind of an active fiber 
shows the superiorities of many natural fibers and synthesized 
one. Fabrics from soybean protein fiber have the following 
features: 

Luster: Soybean protein fiber have the luster of silk with 
excellent drape;

Comfort: It is soft, smooth and light weight;
Absorbency: They have same moisture absorption as 

cotton and better moisture transmission than cotton;
Easy Dyeing: They original state of the product has good 

dyeing penetration and colorfastness properties;
Strength: They have higher breaking strength than wool, 

cotton and silk but less than that of polyester;
Shrinkage: These fibers don’t shrink under influence of 

boiling water;
Easy Care: These fibers are anti-crease, easy wash and fast 

drying. 

VITAL ENERGY CYCLING TECHNOLOGY 

These recent years, High performance fabrics show their 

aspect of High touch, energear™, the new fabric generation 
from Schoeller, ensures that the energy radiated by the 
body is recovered. This additional energy positively affects 
performance capacity and wellbeing.

With energear™, Schoeller is using ancient knowledge 
about the therapeutic properties of certain minerals and their 
ability to reflect back Far Infrared Rays(FIRs). Fabric features 
such as breathability, weather protection or stretch remain the 
same.

 BIO-SIMULATION TECHNOLOGY

Bio-simulation Technology is also be called as Bionic 
Technology, it became another aspect of High Touch in High 
performance sportswear design. The world famous shark 
skin like swimsuit from Speedo; the design of helmet learned 
from shell of insect; from the research of the spider web, 
we invented the “spider fiber”, totally non-toxic, with better 
performance in strength and elasticity. Run after the spirit 
of  “Higher, faster and stronger”, the weight of the clothing 
became another field of battle, the English Pertex high 
performance material company developed the 7Denier nylon, 
thin like the wings of dragonfly, UV protection ultra light 
jacket, light weight down jacket are more and more à la mode 
these years.  

INTELLIGENT CLOTHING AND WEARABLE 
ELECTRONIC TECHNOLOGY

Firstly developed in the army, the wearable electronic 
technology is now entering in our life, for the reason of 
extreme sports. The intelligent materials use the conductive 
fibers, the dyestuff with the sensing function and the switch 
like ink, can examine the health situation, location, main 
position and speed. The computer can reduce into a piece 
of chewing gum, with soft keyboard and the system of laser 
emission. In the field of sportswear design, intelligent clothing 
and wearable electronic technology has been renewed, we use 
the Outlast, X-Static antimicrobial fiber, self-heating system, 
pacemaker integrated in the clothing, Recco system for being 
detected while recovered after the catastrophe, the global 
locating system Reima and the Mp3 players integrated in ski 
suit. 
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RELATION BETWEEN SOCIAL NEEDS AND 
RESPONSIBILITY 

The sustainable development and environment protection 
became the key points of high performance sportswear 
design, from the fabrication of fibers until the process of after 
use, we call it the life cycle of the garment. 

Found in 1973 by the alpinist Yvon Chouinaed, Patagonia 
of California is the company especially focuses on 
environment protection. Every year, there will be 1% taken 
from the benefits as the global taxes.  

CONCLUSION 
Before the research and design of the high performance 

sportswear, the designers should have a global vision and 
concept. Modern sportswear design team should include the 
expert of textile, engineer, expert of electronic technology 
and multimedia. The designers should take part in the technic 
development of new fabrics. The balance of High touch and 
High tech is the modern world asks us to accomplish.   
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Abstract

This paper focuses on researching China traditional brocade’s color and color name. Through research for two kinds of brocade like, Shu-brocade and Yun-

brocade. We can get the first-hand and cherish information for them. According to what we get from the research, after analysis and studying, I can get the 

theories from them, including three parts:

1. after analysis and hackling of this information what we collected in native village of Shu-brocade and Yun-brocade, using the color measurement of NCS 

color system to measure the color data to make sure the color location on the NCS color solid, to analysis the traditional color characteristics of Shu-brocade 

and Yun-brocade. The characteristics mainly from three element of color to make a summary: hue, saturation and whiteness.

2.through using the NCS color solid to analysis the color characteristics of the Shu-brocade and Yun-brocade. I can get the regulations and characteristics of 

the traditional brocade’s color. We can study the difference that traditional color and current color.

3. from the color name of traditional brocades finding out the name characteristics of china traditional brocades and make summary for Shu-Brocade and Yun-

Brocade’s color name characteristics, including word-formation, naming regulations and rules.

4. I used the color measurement and analysis way is NCS color system. This system is natural color and easy to comparison and make summary of color 

characteristics (Cui Wei, Fashion color and design).

Key words: the color of traditional brocade, Yun-Brocade, Shu-Brocade, name characteristics, color name
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1. INTRODUCTION

As long as it has long history, the country should be 
sensitive about the traditional color and color name. China 
has long history of fabric for over five thousand of years. 
The color also experienced different dynasties until now. In 
China ancient books, there are lots of traditional color and 
color names, the way and samples that how to create the 
color. Until now some of the color names were spread, but 
some were died out. In developed cities of textile in south of 
China, they still use the traditional color name for labels. Also 
different brands of the cloth and other products are signed 
with color names. For keeping the traditional color and 
regulating the color for all these industries we should develop 
a complete and standard color book. 

In the local places I researched the information and color 
data for Yun-brocade and Shu-brocade. Through analysis 
of NCS color’s system, I can get the color characteristics of 
China traditional brocade with whiteness, chrome, hue Putting 
forward the relationship between color and color name. The 
following research is to examine the characteristics of the 
color and the color name formation of Shu-brocade and Yun-
brocade by investigating and analyzing Shu-brocade and Yun-
brocade from the Si chuan province and Nanjing in Jiang Su 
province.

2.  THE SITUATION OF SHU-BROCADE AND YUN-
BROCADE

2.1 The situation of Shu-brocade
The Shu-brocade isn’t only famous culture in Sichuan 

province, but the Shu-embroidery, the Hibiscus flowers 
are bloomed in October, greatest animal panda, traditional 
accessories Lacquer ware and Sichuan bonsai are all famous 
there even in China. All these famous articles had great 
influence in ancient China and now.   During the Three 
Kingdoms of Wei, Shu, Wu, The most prominent Shu-
brocade had been the source of the national finance. Inch of 
brocade matched with inch of gold means that the brocades 
were so precious. In Tang dynasty, the pattern of “ Duke Ling 
Yang style”, In Five Dynasties and Ten Kingdoms, the pattern 
of Harvest year, latticework arranged on a grid of octagons, 
in the late of Qing dynasty, “three bests ”that brocade with 

moonlight pattern, the brocade with drizzle pattern, brocade 
with check pattern had so profound effect until now (Huang 
Xiuzhong, Shu-brocade). 

2.2 The situation of Yun-brocade
Yun-brocade was produced in large quantities during the 

Ming and Qing Dynasty. Yun-brocade was named after its 
lustrous patterns resembling colorful clouds. Its classical 
types are jacquard satin, tinseled brocade and brocaded 
textile. Most of the patterns are plants, animals and clouds 
and so on.

The technology of Yun-brocade: there were four kinds 
of gold woven silk like pure golden thread brocade, golden 
thread combine with silk thread brocade, golden thread mix 
with silk thread brocade, silk thread woven brocade decorate 
with golden thread. The golden thread is the essential element 
no matter for decoration or woven (Jin wen, Nanjing Yun-
brocade). 

3.  TYPES AND CHARACTERISTICS OF 
TRADITIONAL BROCADE’S COLOR

To achieve the accuracy and scientism for this study, I 
must get the accurate information for the color to measure 
and analysis. Searching for the color of Shu-brocade and 
Yun-brocade is hard especially of Shu-brocade due to the 
assimilation between other brocade and no official color 
collection. However, in Yun-Brocade Research Institute I got 
one color collection specially for Yun-brocade’s color and 
in the factory of design and production of Shu-brocade, we 
collected the samples what they are using now. 

3.1 The types and characteristics of Shu-brocade’s color
There are at most seven colors in every piece of Shu-

brocade fabric, so the color of Shu-brocade is limited and 
less. We collected eighty-one colors for Shu-brocade during 
researching. Among these colors, several colors are same but 
different name.
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The analysis of hue (Table2), the range of red locates 
within the scope of red area of NCS color solid. Most red 
colors locate between Y80R and R30B. There are two colors 
close to blue that belong to the range of blue in Shu-brocade. 
There are two red colors close to purple.

The analysis of whiteness (Table2), there are seventeen 
colors locate in the scope of high whiteness (0-30), six colors 
locate in the scope of middle whiteness (35-60), three colors 
locate in the scope of low whiteness (65-90). The most colors 
locate within high whiteness scope.

The analysis of saturation (Table2), there are eleven colors 
locate in the scope of low saturation (0-30), eleven colors 
locate in middle saturation (35-60), four colors locate in high 
saturation (65-90). The most of red colors locate in the scope 
of middle saturation. There are three colors in the scope of 
high saturation are warm red, one cold red. The most colors 
are warm colors.

As mentioned above, the range of red has more warm color 
than cold color. The red almost is warm color, high whiteness 
and low and middle saturation. There are 4 colors locate 
in the scope of high saturation. The degree of saturation is 
moderate.

3.1.3 Analysis for blue of Shu-brocade
There are thirteen colors belong to the range of blue 

(Figure3).

3.1.1 Analysis for yellow of Shu-brocade
There are twenty-six colors belong to the range of yellow 

(Figure1).

The analysis of hue (Table1), except Y40R, the yellow of 
Shu-brocade locate only in the scope of yellow. There are 
three colors close to green, eight colors close to red. Almost 
all colors are warm color.

The analysis of whiteness (Table1), there are eighteen 
colors locate in the scope of high whiteness (0-30), seven 
colors locate in the scope of middle whiteness (35-60), one 
color locates in the scope of low whiteness (65-90). The most 
colors locate within high whiteness scope.

The analysis of saturation (Table1), there are fifteen 
colors locate in the scope of low saturation (0-30), six colors 
locate in middle saturation (35-60), five colors locate in high 
saturation (65-90). All the high saturation colors close to red 
and are warm colors. The most of colors locate in the low 
saturation scope.

As mentioned above, the yellow of Shu-brocade is 
warm color, locate in the scope of high whiteness and low 
saturation. High saturation colors are warm yellow. The 
yellow is light and most locate in high saturation scope (Li 
Wei, Discussion of color).

3.1.2 Analysis for red of Shu-brocade
There are twenty-six colors belong to the range of red 

(Figure2).

 Figure1. The number of yellow color of Shu-brocade

Table1.The range of yellow in NCS Color Solid

Table 2.The range of red in NCS Color Solid

Figure 2.The number of red color of Shu-brocade
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The analysis of hue (Table3), the range of blue locates 
between B10G and R80B, especially in R80B, R90B and 
B10G. Most blue colors close to red. There is one green color 
of Shu-brocade locate in the scope of blue. The blue is cold 
color.

The analysis of whiteness (Table3), there are six colors 
locate in the scope of high whiteness (0-30), four colors 
locate in the scope of middle whiteness (35-60), three colors 
locate in the scope of low whiteness (65-90). The most colors 
locate within high whiteness scope.

The analysis of saturation (Table3), there are eight colors 
locate in the scope of low saturation (0-30), five colors locate 
in middle saturation (35-60), there is not color locate in high 
saturation (65-90). The most of blue colors locate in the scope 
of low saturation. 

As mentioned above, the blue colors of Shu-brocade close 
to red scope in the NCS color solid. The blue is cold color, 
high whiteness and low saturation. There is not color locate 
in the scope of high saturation. The blue of Shu-brocade 
presents gray and dark.

 3.1.4 Analysis for green of Shu-brocade
There are sixteen colors belong to the range of green 

(Figure4).

The analysis of hue (Table4), the range of green locates 
between B80G and G30Y. The number of green colors that 
close to yellow equal to the number of green close to blue. So 
the green of Shu-brocade presents both warm and cold effect. 

The analysis of whiteness (Table4), there are four colors 
locate in the scope of high whiteness (0-30), ten colors locate 
in the scope of middle whiteness (35-60), two colors locate 
in the scope of low whiteness (65-90). The most colors locate 
within the scope of middle whiteness.

The analysis of saturation (Table4), there are nine colors 
locate in the scope of low saturation (0-30), six colors locate 
in the scope of middle saturation (35-60), one color locates in 
high saturation (65-90). The most of green colors locate in the 
scope of low saturation. The green color within the scope of 
high saturation is warm color.

As mentioned above, the green colors of Shu-brocade 
are middle whiteness and low saturation. The green of Shu-
brocade is dark. The green color within the scope of high 
saturation is close to yellow and present warm effect.

3.2 The types and characteristics of Yun-brocade’s color
There are in total two hundred fifty-nine color samples in 

Yun-brocade silk yarn collection. It is red, yellow, green, blue 
and gray.

3.2.1 Analysis for yellow of Yun-brocade
There are sixty-three colors belong to the range of yellow 

(Figure5).

Table 3. The range of blue in NCS Color Solid

 Figure 3.The number of blue color of Shu-brocade Figure 4.The number of green color of Shu-brocade

Table 4. The range of green in NCS Color Solid
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The analysis of hue (Table5), the yellow of Yun-brocade 
locate between G90Y and R10B. There are fifty yellow colors 
of Yun-brocade locate in the scope of yellow (G80Y—Y70R) 
of NCS color solid. There are thirteen yellow colors locate in 
the scope of red (Y80R—R70B) of NCS color solid. There 
are five colors close to green. There are 35 warm yellow 
colors and twenty-eight cold yellow colors. Most of yellow 
presents warm effect.

The analysis of whiteness (Table5), there are thirty-four 
colors locate in the scope of high whiteness (0-30), eighteen 
colors locate in the scope of middle whiteness (35-60), eleven 
colors locate in the scope of low whiteness (65-90). The 
most colors locate within high whiteness scope, the highest 
whiteness (0-10). The number of yellow color that locates in 
middle whiteness and low whiteness distributes uniformity. 
The color gradation is stable. The yellow of Yun-brocade is 
light and vivid.

The analysis of saturation (Table5), there are twenty-eight 
colors locate in the scope of low saturation (0-30), twenty-
four colors locate in middle saturation (35-60), eleven colors 
locate in high saturation (65-90). The most colors locate in 
the low saturation scope and present gray effect.

As mentioned above, the yellow of Yun-brocade is 
warm color, locate in the scope of high whiteness and low 
saturation. The characteristics of location of yellow is that 
the colors in middle and high saturation also get together in 
the scope of high whiteness, the colors in low whiteness get 
together in the scope of low saturation. The number of vivid 
yellow colors equals to the number of dark yellow colors. The 
yellow color of Yun-brocade locates between the scope of red 
and yellow in NCS color solid. The yellow colors that close 
to green are less. Visually what colors close to green appears 
yellow.

3.2.2 Analysis for red of Yun-brocade
There are seventy colors belong to the range of red 

(Figure6).

 

The analysis of hue (Table6), the red of Yun-brocade locate 
between Y50R-R60B. The most of red color locate between 
Y80R-R20B and there are forty-two colors. Because of the 
purple colors belong to the range of red in Yun-brocade. There 
is a part of red colors that close to blue. There are sixty red 
colors locate in the scope of red (Y80R—R70B). There are 
ten red colors locate in the scope of yellow (G80Y—Y70R) 
in NCS color solid. There are thirty-four warm colors and 
thirty-six cold colors of the red color in Yun-brocade. Most of 
red color of Yun-brocade appears cold feeling. The red colors 

Table 5.The range of yellow in NCS Color Solid

Figure 5.The number of yellow color of Yun-brocade

Table 6.The range of red in NCS Color Solid

Figure 6.The number of red color of Yun-brocade
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 The analysis of hue (Table7), the blue colors of Yun-
brocade locate between R60B-B20G and span the scope of 
blue (R80B—B70G) and red (Y80R—R70B) in NCS color 
solid. There are twenty-seven colors locates in the scope of 
blue and four colors in the scope of red. All the colors locate 
in red scope appears purple. So the blue of Yun-brocade tend 
to red. Less of the blue colors locate in the scope of red in 
NCS color solid. The blue colors are cold.   

The analysis of whiteness (Table7), there are seventeen 
colors locate in the scope of high whiteness (0-30), nine 
colors locate in the scope of middle whiteness (35-60), five 
colors locate in the scope of low whiteness (65-90). The most 
colors locate within high whiteness scope. So the color looks 
light. 

The analysis of saturation (Table7), there are sixteen colors 
locate in the scope of low saturation (0-30), twelve colors 
locate in middle saturation (35-60), three colors locate in 
high saturation (65-90). The most colors locate in the low 
saturation scope and present gray effect.

As mentioned above, the blue of Yun-brocade is cold color, 
locate in the scope of high whiteness and low saturation and 
span between blue and red scope in NCS color solid. In the 
high whiteness scope there are eleven colors belong to middle 
saturation. The blue colors of Yun-brocade in the scope of 
high saturation close to red scope and also lots of the blue 
color tend to red. So the blue colors of Yun-brocade present 
blue-purple effect.

3.2.4 Analysis for green of Yun-brocade
There are sixty-six colors belong to the range of green 

(Figure8).

of Yun-brocade span two color scopes of yellow and red in 
NCS color solid. But the most of red colors get together in the 
scope of red in NCS color solid 

The analysis of whiteness (Table6), there are fifty-two 
colors locate in the scope of high whiteness (0-30), eighteen 
colors locate in the scope of middle whiteness (35-60), no 
color locates in the scope of low whiteness (65-90). The most 
colors locate within highest whiteness scope (0-10) about 
27 colors. The most of red colors in Yun-brocade are high 
whiteness. So the red color present light. There is not darker 
red color. 

The analysis of saturation (Table6), there are eleven colors 
locate in the scope of low saturation (0-30), thirty-three colors 
locate in middle saturation (35-60), twenty-six colors locate 
in high saturation (65-90). The most colors locate in the 
middle and high saturation scope and present fresh and vivid 
effect.

As mentioned above, the red of Yun-brocade is cold color, 
locate in the scope of high whiteness and middle saturation 
and span between red and yellow scope in NCS color solid. 
All the red colors that belong to highest whiteness are 
graduation stable. The saturation of red color is complete that 
locates from low to high saturation. The higher whiteness of 
red colors of Yun-brocade, the more stable of color gradation. 
With the lower whiteness the red colors get together within 
higher saturation scope. So the red color of Yun-brocade is 
light and fresh. Most of the red colors locate in the scope of 
high saturation are warm color about eighteen colors.

3.2.3 Analysis for blue of Yun-brocade
There are seventy colors belong to the range of blue 

(Figure7).

Figure 7.The number of blue color of Yun-brocade

Table 7.The range of blue in NCS Color Solid
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brocade. There is one 100% pure yellow and two pure blue. 
The green colors of Yun-brocade tend to yellow, so the green 
color in the high saturation present warm and vivid effect. 

3.2.5 Analysis for gray of Yun-brocade
There are twenty-six colors belong to the range of gray 

(Figure9).

The analysis of hue (Table9), the gray color of Yun-brocade 
spread every color scope in NCS color solid. There are nine 
gray colors locate in the scope of red (Y80R—R70B), eleven 
colors locate in the scope of blue (R80B—B70G), one color 
locates in the scope of green (B80G—G70Y) and four colors 
locate in the scope of yellow (G80Y—Y70R). There are more 
cold gray colors than warm gray colors. So the gray colors of 
Yun-brocade present cold effect.  

The analysis of whiteness (Table9), there are nine colors 
locate in the scope of high whiteness (0-30), seven colors 
locate in the scope of middle whiteness (35-60), ten colors 
locate in the scope of low whiteness (65-90). The most colors 
locate within high whiteness scope. So the color looks light. 

The analysis of saturation (Table9), all the gray color of 
Yun-brocade is low saturation. There are four colors locate 
in the scope of lower saturation (15-20), twenty-two colors 
locate in lowest saturation (0-10). The most colors locate 
within the lower saturation scope. Even though the saturation 
is so low, can recognize the hue of color. The characteristics 
of china traditional color is that even low saturation, people 
also can distinguish the color and the color looks elegant.

Table 9.The range of gray in NCS Color 

Figure 9.The number of gray color of Yun-brocade

 

The analysis of hue (Table8), the green color of Yun-
brocade spread large area in NCS color solid from yellow 
scope to blue scope. The green colors span in the scope of 
yellow, green and blue and color graduation stable. There 
are three green colors locate in the scope of yellow (G80Y—
Y70R), forty colors locate in the scope of green (B80G—
G70Y) and twenty-three colors locate in the scope of blue 
(R80B—B70G). Among these colors, there are thirty-one 
warm green colors and thirty-five green colors close to blue 
scope. So the green colors of Yun-brocade present cold effect.  

The analysis of whiteness (Table8), there are thirty-one 
colors locate in the scope of high whiteness (0-30), twenty-
nine colors locate in the scope of middle whiteness (35-60), 
six colors locate in the scope of low whiteness (65-90). The 
most colors locate within high whiteness scope. So the color 
looks light. 

The analysis of saturation (Table8), there are thirty colors 
locate in the scope of low saturation (0-30), twenty-nine 
colors locate in middle saturation (35-60), seven colors locate 
in high saturation (65-90). The most colors locate in the low 
saturation scope then in middle saturation and present gray 
effect.

As mentioned above, the green of Yun-brocade is cold 
color, locate in the scope of high whiteness and low saturation 
and span the blue, green and yellow scope in NCS color solid. 
The green color of Yun-brocade is the richest color in Yun-

Table 8.The range of green in NCS Color Solid

Figure 8.The number of green color of Yun-brocade
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As mentioned above, the gray of Yun-brocade is cold 
color, locate in the scope of low whiteness and low saturation 
and span the blue, green, yellow and red scope in NCS color 
solid. The gray color of Yun-brocade presents dark and gray 
effect. 

3.3 The types and characteristics of Shu-brocade compare 
with Yun-brocade

According to the different districts, history functions, 
different initiations Shu-brocade and Yun-brocade have great 
difference between each other.

The analysis of hue, firstly, the Classifications of the colors 
are different. Because the initiation of Shu-brocade was 
long time ago that we can not research the complete color 
collection. Yun-brocade begins from Yuan Dynasty. So there 
is the classification of red, yellow, blue, green and gray, in 
total five classifications. Secondly, in common, both of the 
brocades have more colors in red, yellow, green and have less 
colors in blue, purple, gray. This is also the reason that the 
characteristics of how and what to weave. The green colors 
have more and more. Because about the material to dye the 
silk yarn and the pattern on the brocade. Thirdly, in common, 
both of two kinds of brocade that the colors span the color 
scope in the NCS color solid. The color of graduation stage 
is not so average, also because of the limitation of weaving. 
In both brocades, except yellow colors, other colors like red, 
green, blue, purple, gray all are cold colors.

The analysis of whiteness, in both brocades there are 
colors in the scope of high middle and low whiteness. All the 
color reflects on the brocade that the pattern of the color looks 
comfortable and natural. This characteristic is same with 
embroidery, but not so exquisite like embroidery. Secondly, 
except gray, other colors much more locate in the scope of 
high and middle whiteness, so the brocades are so shining. 

The analysis of saturation, except gray of Yun-brocade 
and Shu-brocade, there are not color in the scope of middle 
and high saturation, other colors locate in every scope of 
saturation. The color of the pattern graduation is steady. More 
of the color locates in the scope of low and middle saturation, 
so the brocades present tender and soft, because of the theme 
of the pattern on the brocades. 

So as mentioned above, the pattern and color of both of the 
brocades are fresh and light, the color graduation is stable, the 

technics of the woven is so high.

4 THE CHARACTERISTICS OF TRADITIONAL 
BROCADE’S COLOR NAME.

4.1 The characteristics of Shu-brocade’s color name
4.1.1 Analysis the red color of Shu-brocade
The red color of Shu-brocade is in the scope of high 

whiteness and low saturation. There are eight kinds of red 
hue, in total twenty colors (Figure2).

    The first kind of color name of red color (Figure 10):

 
 

    The second kind of color name of red color (Figure 11):

According to the analysis of red color name make a 
summary of the characteristics:

(1). object (affix) + root (base color) or root + object (affix)
(2). object (affix) directly
(3). the qualifier has different meaning (light, deep) + root
(4). root + root
The fixed root: brown, purple, sienna, red, pink, black, 

gray, flesh color, purple red.
The qualifier: deep, light, bright.
4.1.2 Analysis the yellow color of Shu-brocade
 The yellow color of Shu-brocade is in the scope of high 

whiteness and low saturation. There are nine kinds of yellow 
hue, in total twenty-four colors (Figure1).

The first kind of color name of yellow color (Figure12):

Figure 10.The first kind of color name of red
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The second kind of color name of yellow color (Figure13):

According to the analysis of yellow color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object(affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
The fixed root: mud gold, orange, ochre, light yellow, 

sienna, camel ,gold yellow, yellow.
The qualifier: deep, light, bright.
4.1.3 Analysis the green color of Shu-brocade
The green color of Shu-brocade is in the scope of high 

whiteness and middle saturation. There are seven kinds of 
green hue, in total thirteen colors (Figure4).

The first kind of color name of green color  (Figure14):

 

The second kind of color name of green color  (Figure15):

According to the analysis of yellow color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
The fixed root: fruit green, green, ink green
The qualifier: deep, light, bright, middle.
4.1.4 Analysis the blue color of Shu-brocade
The blue color of Shu-brocade is in the scope of high 

whiteness and low saturation. There are five kinds of blue 
hue, in total thirteen colors (Figure3).

The first kind of color name of blue color (Figure16):

  

The second kind of color name of blue color  (Figure17):

According to the analysis of blue color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
The fixed root: lake blue, blue, light blue, deep gray, gray.
The qualifier: deep, light, zhang.

4.2 The characteristics of Yun-brocade’s color name
4.2.1 Analysis the red color of Yun-brocade
The red color of Yun-brocade is in the scope of high 

whiteness and low saturation. There are eleven kinds of red 
hue, in total sixty-seven colors. The purple and red belong to 
one color (Figure6).

The first kind of color name of red color (Figure18):

Figure 12.The first kind of color name of red

Figure 13. The second kind of color name of yellow 

Figure 14.The first kind of color name of green

Figure 15.The second kind of color name of green

Figure 16.The first kind of color name of blue

Figure 17.The second kind of color name of blue 
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The second kind of color name of green color (Figure21):

According to the analysis of green color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
In this part, the affix has some meaning how the color 

comes from.
The fixed root: grass green, pine green, lake, lake green, 

scallion green, green, blue green, pink green, qiu xiang, xiang 
se, you lv, wen lv, pure green.         .

The qualifier: bright, fresh, middle, deep, light dark, light, 
vivid, wei, sand.

4.2.3 Analysis the yellow color of Yun-brocade
The yellow color of Yun-brocade is in the scope of high 

whiteness and low saturation. There are thirteen kinds of 
yellow hue, in total sixty-two colors (Figure5). 

The first kind of color name of yellow color (Figure22):

 

 

The second kind of color name of red color (Figure19):

According to the analysis of red color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
In this part, the affix has some meaning how the color 

comes from. (Meng Hua, The symbol of words and naming 
theory).

The fixed root: lotus, tooth red, jujube red, rose, purple, 
flesh color, madder red, plum red, red, pink, dan, snow bule, 
snow purple, brown, fei.

The qualifier: big, small, deep, vivid, yin, pin, true, zheng, 
bing.

4.2.2 Analysis the green color of Yun-brocade
The green color of Yun-brocade is in the scope of high 

whiteness and low saturation. There are eighteen kinds of 
green hue, in total sixty-three colors (Figure8).

The first kind of color name of green color (Figure20):

Figure 18.The first kind of color name of red

Figure 19.The second kind of color name of red     

Figure 20.The first kind of color name of green
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The second kind of color name of blue color (Figure25): 

According to the analysis of blue color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
5 functional words 
The fixed root: lake, sky blue, stone blue, blue, qun qing, 

gan lan, middle blue, dian qing, gray blue.               . 
The qualifier: deep, light, true, kao, he, wei, pin.
There is one color named Qing Men. It is a traditional 

color name.
4.2.5 Analysis the gray color of Yun-brocade
The gray color of Yun-brocade is in the scope of low 

whiteness and low saturation. There are thirteen kinds of gray 
hue, in total twenty-six colors (Figure9). 

The first kind of color name of gray color (Figure26):

 

The second kind of color name of gray color (Figure27):

The second kind of color name of yellow color (Figure23):

According to the analysis of yellow color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
5 functional words 
In this part, the affix has some meaning how the colors 

come from.
The fixed root: pea yellow, chestnut, orange, camel, rice, 

brown, jiang, sienna, deep brown, gold yellow, xiang, yellow 
brown, red brown, brown gray, red gray, gold brown.         . 

The qualifier: zang, green, tender, milk, deep, light, bright, 
old.

4.2.4 Analysis the blue color of Yun-brocade
The blue color of Yun-brocade is in the scope of high 

whiteness and low saturation. There are seven kinds of blue 
hue, in total thirty-one colors (Figure7). 

The first kind of color name of blue color (Figure24):

Figure 22. The first kind of color name of yellow

Figure 23. The second kind of color name of yellow 

Figure 25.The second kind of color name of blue 

Figure 26.The second kind of color name of blue 

Figure 24. The first kind of color name of blue
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of brocades, we can have the characteristics of traditional 
brocades’ color and the naming of color. The traditional 
brocade has own color style and the story of the color name 
from the material to dyeing. The color and color name is the 
symbol of history, in order to inheriting it, the color name 
should suitable for the color, also the color should clear and 
exact to the color name (Han Changlong, The research of 
color match with color name).
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According to the analysis of gray color name make a 
summary of the characteristics:

1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
5 functional words 
The fixed root: silver, gray, black, white, ink, brown gray, 

blue gray, gray white.                . 
The qualifier: middle, light, natural, black, wu.           

4.3 the difference between characteristics of Shu-
brocade’s color name and Yun-brocade’s color name.

According to the analysis of color name, the color name of 
Yun-brocade more about natural and daily life and traditional 
color name. However, the color name of Shn-brocade more 
about daily spoken language (Ma Mingchun, Nomenclature 
-naming classification research).

Word formation of Yun-brocade’s name is like this:
1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
5 function word conversion
4.3.2 Word formation of Shu-brocade’s color name is like 

this:
1 object (affix) + root (base color) or root + object (affix)
2 object (affix) directly
3 the qualifier has different meaning (light, deep) + root
4 root + root
The name and the color have not too much relationship 

between each other.

5. THE SUMMARY

    After analysis the color and color name of the two kinds 

Figure 27.The second kind of color name of gray 
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Abstract

The study was carried out to measure if design intervention helps in revival of languishing handloom sari Patteda anchu and elucidate whether the design 

intervention helps in uplifting the languishing craft and creating livelihood and uplifting social status for the weavers. The paper aims to suggest the design 

intervention through collaborative innovation with designers, weavers and developing  product to revive the traditional craft by tapping the contemporary 

market. The researcher  conducted  interviews with designers, Ngo's and craftspeople and consumers through questionnaire to ascertain the status of the 

developed product and its sustainability. The developed product will be listed on a global portal to know the demand in the contemporary market.   An 

association between the  sustainability  of the craft  and design innovation has been explored. The research reveals that  the  conscientious and planned design 

intervention  integrates the social, economic, ecological and cultural aspects and thus help in the revival of languishing traditional craft.

Key words: Design intervention, Craft revival, Languishing craft, Sustainability, Handloom 
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1. INTRODUCTION 

The word Craft first rouse in 18th century in Britain 
getting hold in 19th century and spread to various parts of the 
world as well as in India (Soumhya, 2009). The wide spread 
of Industrialization led to unease in the village life, work of 
craftsmen and authentic traditional work. "Vernacularism 
gave craft its nostalgic and nationalistic character" (Soumhya, 
2009) and including decorative arts made crafts a matter of 
concern and consumption.  Indian artisan products aroused 
interest in Britain in mid 19th century with its "Living 
traditions of craftsmanship" (Kiem, 2011).William Morris, 
took up the cause of preservation and protection of Indian 
craft from Industrialization. Ananda Coomaraswamy labeled 
Indian craft as "Sacred mystery".  When labeled under crafts 
producers are identified and render enchanting (Liebl et al, 
2003; Soumhya, 2009). Presently in India there are around 10 
to 20 million official craft producers (Soumhya, 2009). This 
discovery has economic and social relevance particularly  
opening up for the craftsmen and their products to progress 
enterprise, to visibility in national and international markets, 
revive the products in tandem with the elite classes. Today 
the huge numbers of weavers work on loom and continue 
to earn a livelihood across rural India. The basic identity 
of the product cannot be camouflaged in order to sustain 
itself in the market it should build value for the human 
element in production i.e. extraordinary skill and consistency 
(Annapurna, 2006; Holkar, 2004). Due to the increased 
inclination towards mechanization handloom sector is facing 
with drudgery. Handloom is produced in remote rural areas 
in smaller quantity it's more of scattered production base and 
ordered in a different way. The market is structured to manage 
the large quantity of volumes of standardized homogeneous 
textile products. The basic identity of the product cannot 
be camouflaged in order to sustain itself in the market it 
should build value for the human element in production 
i.e. extraordinary skill and consistency (Annapurna, 2006; 
Holkar, 2004). The label of handcrafted has connotations "that 
can vary from being exclusive, expensive or as non standard 
unreliable in quality" (Annapurna, 2006). The quality of 
the product broadens the scope of the market, eventually 
paving the way for growth for the handloom craft itself. 
Productivity and growth can be achieved through financial 

and social equity without destabilizing natural resources 
and environment. The success of handloom depends on how 
well the artisans can produce the articles in keeping with the 
taste and preferences  of consumers. Industrialization in any 
kinds of arts and crafts must be recognized by the market 
of consumers, through exchange of commodities in order to 
make the artistic and ethnic value with a touch of innovation 
(Dash, 2011). For a craft to revive and sustain the craftsmen  
has to be trained in marketing and need to help them cope 
with the competition through different products (Holkar, 
2004).There is a market for no high  priced textile. Because 
there are powerloom textiles available with low price and 
quality. Many of the handloom products are made with low 
quality which are not preferred by consumers (Rosemary, 
2015). For the handloom to survive in the market local or 
international it has to work on the quality and design aspects. 
Design centers, whether of the government or private NGO 
sector, need to be sensitized to the fact that if handlooms 
were to hold their own against powerloom and justify their 
continued existence in a era of jet looms, they can do so only 
by producing that, both in terms of textile variety and designs, 
which the powerloom can never hope to imitate.  Product 
design, prints and quality are important pillars to revive any 
craft  (Kasturi et al, 2006). Educating the younger generation 
in villages with the crafts details and also formal education 
will help in revival and sustenance of craft in long run (Holkar, 
2004). For the craft to revive there has to be input of design to 
the craftsmen. There is lot of changes which have happened 
over period of time,  loss of knowledge and designs which 
has not be passed from generation to generation (Kasturi et 
al, 2006; Holkar, 2004).   There has to be  proper professional 
design input with changing fashion trends so that it is not just 
a fad for one season. There has to be continuous development 
of design and quick adaptation to changing demand. There 
is a need to liaise with the markets to understand what the 
people want. There are a lot of professional aspects that go 
into it and not just the weavers' skills (Kasturi et al, 2006).

     The sari can be traced back to the period of Indus 
valley civilisation where they used to cover their lower body. 
The word sari is derived from Prakrit word sattika which 
is mentioned in Buddhist Literature. Earlier was called 
sati and then evolved into sari.  Sari in Kannada is called 
seere. In Kannada, patte means thick or thin lines and anchu 
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means border. Patteda anchu sari is hand woven craft on 
traditional pit loom. It was woven in and around the villages 
of Gajendragarh, Belgum, Raichur, Bedar, Bellary, Gulbargah 
and Dharwad in Karnataka. The sari is named after the pattern 
(border and checks) of the sari. Patteda anchu is also known 
as dundina seere or devaru seere or laxmi seere. The sari 
is short in width 43" and 6 yards in length was specifically 
designed for women working in farms. This coarse 20’s count 
sari is made in cotton. The sari has specific colour palette that 
includes shades like yellow, red, pink and green. They do not 
use black colour in the sari that’s the reason they offer it to 
goddess Yellamma Saundatti, the local Deity of Gajendragarh 
village . The patteda anchu wedding saris are normally woven 
in shades of red checks and broad yellow border considered 
to be  very auspicious. 

2. OBJECTIVES FORMULATED FOR THE STUDY

Design intervention through collaborative innovation with 
designer and weavers 

To develop products to revive the craft by tapping the 
contemporary market 

3. METHODOLOGY

To accomplish the formulated objectives a qualitative 
research was used for the study. To conduct the study 
ethnographic, exploratory and triangulation research 
methods were employed. Ethnographic research method is 
the systematic study of people and cultures. It is designed 
to explore the cultural phenomena where the researcher 
observes society from the point of view of the subject 
study. Exploratory research  helps to gain familiarity with 
a phenomenon or acquire new insight in order to formulate 
a more precise problem or understand the problem. 
Triangulation research helps in validation of data through 
cross verification from two or more sources.  

Sample Size:
To conduct Ethnographic and Exploratory research method 

- open ended, unstructured questions and informal interviews 
were employed to collect data from 30 local weaver's, 10 
master weaver's, 25 shop keepers, 15 sales agents, 7 weaving 
society, 5 NGO's, Designers (5 Textile and 7 Fashion 

designers in age group of 35 - 65) and 2 self- help groups  of 
Gajendragarh and around the villages 

Triangulation was undertaken to gain insights about the 
popularity of the products developed by using  open ended, 
unstructured questions and informal interviews to collect 
data from Textile and fashion designers in the age group of 
35 - 65, five online portals (Tijori, Karton box, Jaypore, India 
mart and Flipkart) and the consumers (age group of 35 to 55) 
with the same size of fifty, during the exhibition, where the 
products were displayed.  

Sampling Techniques: 
Convenience sampling method was employed to collect 

data for Ethnographic and exploratory research method. This 
sampling method was employed for data collection because 
there are very few weavers, sales agents, shop keepers, 
weaving society who are associated to manufacturing or 
marketing of traditional pit-loom or handloom material in and 
around Gajendragarh.   

Random sampling method was employed to check the 
popularity of the developed products has there is a large 
population of designers and  online portals dealing in crafts. 

Data Analysis:
Qualitative analysis is a process of review, synthesize and 

interpret data to illustrate the phenomena and developments 
of the crafts. The data gathering and analysis for this 
study helped in classifying, comparing, grouping, refining, 
revisiting ideas as information emerged.

3.1 Documentation of craft, market survey and design 
intervention

Ethnographic research method is employed to discover 
details of the traditional craft. This method of investigation 
helped unveil the reality of the craft, its present status in the 
market. To accomplish the research open ended, unstructured 
questions in informal settings were  conducted among 
local weaver's, master weaver's, shop keepers, sales agents, 
weaving society, NGO's, Designers and self- help groups  of 
Gajendragarh and around the villages 

To further probe the problem and zilch the situation 
researcher conducted a exploratory  research. 

Exploratory research method was employed to gain 
insight about the design intervention  and understand the 
willingness of weaver's to weave the diversified products 
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without changing the loom setup. To accomplish the research 
open ended and unstructured questions in informal settings 
were  conducted among local weaver's, master weaver's, shop 
keepers, sales agents, weaving society, NGO's, Designers and 
self- help groups  of Gajendragarh and around the villages. 
These interviews helped in unearthing the new opportunities 
to develop products for the local and national market and 
help start weaving of Patteda Anchu.  The discussion helped 
in understanding the readiness of weaver's to weave the 
diversified products without changing the loom set up.

3.2. Developing of products and tapping the market 
Triangulation was employed to gain insight about the 

products developed and its sustenance of craft through 
exhibition and online portal. The products developed through 
design intervention were shown to experts in field of crafts, 
to designers and displayed in exhibitions and feedback was 
gathered in form of survey. The research tool used were 
participation and observation for the survey which helped the 
researcher understand the necessary changes to be made to 
achieve the sustenance of craft. 

4. RESULT AND DISCUSSION 
  

4.1 Documentation of craft, market survey and design 
intervention 

4.1.1. Documentation of craft 
Patteda anchu sari was woven in and around the villages 

of Gajendragarh, Belgum, Raichur, Kodekal, Bedar, Bellary, 
Gulbargah and Dharwad in Karnataka. The sari is named 
after the pattern (border and checks) of the sari. This coarse 
20’s count sari is made in cotton. The yarns of patteda anchu 
sari are dyed with Azoic dyes. After dyeing the fabric is given 
cold bath and dried in shade.Warping is known as hasuvadu 
in Kannada is done on the warping frame, known as reshmi 
hari. The harnesses and reed are tied in one position. The 
lease rods are placed alternately and starting ends of the warp 
are brought in front of the loom onto the cloth beam,The 
process of winding of the weft yarns from the bobbins to the 
pirns is known as khandaki in Kannada. Patteda anchu are 
known by color and formation of checks in the body (small 
or large checks formation). There are many varieties based on 
checks and colors like kempukaddi, kavali hoova, raagavali, 

gejjetagi, rathavali, elluhoova, aidumani elumani elluhoova, 
kondichikki, kaddigekannu, chowkaani, kumkuma gani and 
kadichaapa. Kempukaddi is  woven with fine checks of dark 
brown and red color with a yellow color border as shown in 
the Fig. (2). Patteda Anchu is woven with three traditional 
colors yellow (Pantone 13 - 0758 TPX Dandelion), red 
(Pantone 18 - 1852 TPX Rose Red) and dark brown (Pantone 
19 - 1118 TPX Chestnut). Black is never used in this sari 
weaving. The patteda anchu weaving (neyuvadu) with check 
body and plain contrast borders is done using three shuttles. 
One big shuttle carry weft yarns for the body and small 
shuttles carry weft yarns for the borders. Weavers always 
need helper on his right side for tying a special stitching 
for the borders. The weaving technique used for border is 
known uchwata and the technique used to weave the body is 
known as kondi (also called as kondi chiki). The warp yarns 
are loosed from the  bamboo stave is called letting off. And 
winding of the woven cloth on the cloth beam is called taking 
up. The extra warp on the old cloth beam are left. The new  
sets of warp are then twisted and joined to the old warp using 
a weaver's knot known as hipani. The process of tying knot 
is called kechchuvadu. This process is easy and saves time. 
The younger generation no longer involved in the traditional 
weaving of patteda anchu saree because it did not fetch 
them enough income and hence they have taken up weaving 
other saree. The village has 50 handloom weavers out of 
which only two weavers weave patteda anchu which clearly 
indicates it's a languishing craft (Bhandari, 2015).  The data 
collected from the weavers, weavers societies, local people, 
freedom fighters age of 110 years and Vachana’s available of 
Jedara Dasimayya scriptures the patteda anchu sari weaving 
existed from 300 years. In older days the sari was woven 
throughout the year and had tremendous demand. 

                                                               

Figure 1. Patteda Anchu Seere 
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4.1.2. Market survey of craft products and design 
intervention 

The investigator conducted survey in the outlets which 
sold traditional sarees in Karnataka. The survey was 
conducted in outlets of Karnataka handloom development 
corporation, Cauvery, Desi, Srikriti and Madhurya. The 
sari was available in the outlet of Karnataka Handloom 
Development Corporation in Gadag. Other outlets were 
not even aware about the sari.  The investigator conducted 
interview with weavers and weavers society, during the 
investigation researcher proposed idea of saree adaptation 
into products like stole, scarf, single bed covers and shawl 
(known as duppata in local dialect). The investigator showed 
the samples of each to create awareness about the product 
size. After seeing the sample sizes 65% disagreed with scarf 
because of the smaller area and also the border cannot be 
made on four sides. Secondly, there will be wastage of fabric 
if same width maintained. 70% disagreed with  shawl because 

its dimension could waste the fabric so there will be need 
of changing the width of the traditional loom. Positively 
95% respondents  agreed for stole dimension because it 
will create the modernized version of patteda anchu without 
changing the dimension of the traditional width of the loom. 
The respondents felt this product would be accepted by the 
consumers.

Patteda Anchu Seere Layout and design intervention 
sketches:Figure 2. Checks Effect (Kondi Chiki)    

Figure 3. Patteda Anchu Seere with Pallu n Border 

Figure 4. Body of Seere with Checks effect 
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Fig . 5. Patteda Anchu Sari
Length: 6.25 yards inclusive of Pallu 18 - 20 Inches.

Width: 44 Inches, Border 3 inches on both sides and Body 38 inches 

Fig. 6. Scarf
Length: 80 Inches     Width: 28 Inches

Fig. 7. Shawl (Duppata)
Length: 112 Inches (6 -7 feet)     Width: 36 Inches (3 feet)
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4.2 Product development  
According to the design intervention survey products 

were developed. The investigator conducted interviews with 
designers and craft online portals to know the feedback about 
the products developed through design intervention.  

Majority (75%) of designers and (80 %) online portals 
suggested to modify the existing colour palette of the sari to 
increase the demand. Majority (87%) of designers and (86%)  
online portals appreciated the design intervention in the form 
of stole and agreed there will be tremendous market. 

There are 3 online portals ready to list the products on 
their site but have advised to make products in large quantity. 
In the online market once the customer buys product online 
wants the product delivered within few days will not wait for 
long.  So there has to be larger quantity available once the 
products are listed online. The prototypes were displayed in 
Dastakari Haat exhibition held in Pune to get review of the 
developed products from consumers and Textile and Fashion 
designers.   

Majority (85%) of the consumers appreciated the craft and 
wanted to place orders for the stoles. Majority (88%) of the 
designers liked the traditional saree but suggested to change 
the colour palette to tap the market demand.  Dastakari Haat 
team was fascinated with the craft and its traditional weaving. 
They proposed to fund the raw material cost and to launch 
the Patteda anchu sari craft  in Dastakari Haat Exhibition in 
Bhopal. In Dastakari Haat Exhibition Pune investigator had 
come across a designer who placed a order of 100 patteda 
anchu saris (5 different colour palate) with contrast blouse 
piece and 100 stoles for her Delhi store located in elite 
location. The small step towards the revival has given a ray of  
hope to the weavers for craft sustenance. 

5. CONCLUSION 

The market survey conducted during the study highlights 
the major challenge for the craftsman to produce in 
large quantity. The data collected from online portals 
unambiguously states a craft to be listed by any online portal 
should have production in large quantity.  So it is essential 
for the craftsmen to deal with the quantity of production and 
its repercussions too. The study has opened a ray of hope for 
the weavers and languishing craft through design intervention 
and creating demand in market. When there is demand for 
the craft, it will give them social status in their own villages 
and economic independence.  The quality of the product 
broadens the scope of the market, eventually paving the way 
for growth of handloom craft itself. Productivity and growth 
can be achieved through financial and social equity without 
destabilizing natural resources and environment. The success 
of handloom depends on how well the artisans can produce 
the articles in keeping with the contemporary taste and 
preferences  of consumers. 
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Abstract

This thesis targets intangible culture of traditional dyeing and weaving in Korea as research object. On basis of field research on projects of intangible cultural 

heritage in multiple regions where the author went personally, this thesis carries out a study on creative application of traditional dyeing and weaving project 

in industry of Korean cultural creativity. Thesis firstly summarizes the protective policies offered by central and local governments of Korea for projects 

of intangible cultural heritage in category of traditional dyeing and weaving. Then taking Hansan ramie as example, this thesis sums up different methods 

of activation and innovative design again for intangible culture of traditional dyeing and weaving in Korea. Finally, thesis concludes the tangible value of 

intangible heritage in Korea and example value for China. 
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1. INTRODUCTION

For recent years, Korean cultural industry has developed 
rapidly which has not only stimulated the domestic demands 
of national economy, but has also tremendously promoted 
the international influence of Korean culture. It can be said 
that its social and economic benefits “are both gained as fame 
and wealth”. There is only an ocean distance between China 
and Korea. Both countries belong to the circle of Confucius 
culture and have many similar historical attributes and future 
topics. For example, both countries possess unique intangible 
cultural heritages of traditional dyeing and weaving and 
capacities of deep processing and creative design for products. 
However compared with China, there are more advantages of 
protective policies and inheritance ways for intangible culture 
of traditional dyeing and weaving in Korea. From September, 
2013 to May, 2014, the author carried out relative research 
on topic of intangible culture of Korean traditional dyeing 
and weaving, concluded successful experiences of cultural 
industry development in Korea, selected matching points 
similar to Chinese national conditions, and explored Chinese 
modes of cultural innovation based on craftsmanship of 
traditional dyeing and weaving aiming for reversely driving 
the protection and inheritance of intangible cultural heritage. 

 

2. OVERVIEW OF INTANGIBLE CULTURAL 
HERITAGE AND KOREAN CULTURAL INDUSTRY

 “Culture Heritage” refers to the heritage of national culture 
possessing existence value. “Intangible Cultural Heritage” 
refers to the outcomes from intangible cultures of drama, 
music, dance, craftsmanship and skill, and folk game which 
are handed down from traditional lives. However, “Cultural 

Industry” refers to an emerging industry which produces 
tangible or intangible artistic and creative product (or service) 
by ways of developing and utilizing cultural content and 
intellectual property. Cultural industries in Korea are called 
“Content Industries”, which is the“Resource Transformation” 
for “Cultural Heritage” especially for “Intangible Cultural 
Heritage”. That is to say, between “Cultural Heritage” and 
“Cultural Industry”, there is a relationship which is co-
existence, common prosperity, and as exterior and interior for 
each other.

Korean economy suffered grave recession from the 
financial crisis across East Aisa in 1997. To get rid of 
economic plight and seek new industry growth, Korea 
actively adjusted its industrial structure and started to march 
into cultural industry in large scale according to developing 
changes of both domestic and overseas markets. In 1998, 
Korea officially raised the strategy of “Culture Orientated 
National Development”. After taking office of President Kim 
Dae-Jung, he announced that “the foundations for developing 
Korea in the 21st century were industries of advanced 
technologies and cultures”. In 2000, the “Revitalization 
Committee for Korean Cultural Industry” was founded. 
Until to 2002, the Korean cultural industry yielded unusually 
brilliant results with 17.46 billion dollars market size 
occupying 2.89% of Gross National Product in that year. 
Korean economic aggregate has ascended to one of the five 
strongest countries of cultural industry in the world. 

In policy aspect of protecting intangible cultural heritage, 
since the Protection Act of Cultural Property legislated in 
1962, Korea has gradually constructed relative protecting 
systems for intangible cultural properties, of which core 
specifically embodies in following aspects: “designation and 
identification” for digging out intangible cultural heritage 
and making national directory, “inheritance and learning 
education” for ensuring passing intangible cultural heritage 
from generation to generation, “public support” for assisting 
protection and cultivation of intangible cultural heritage, and 
relative investigation, research and documentary production, 
etc. In addition, Korea actively responds to externally 
international policies, which for instance, are the “Convention 
on the Protection of Intangible Cultural Heritage” instituted 
in 2003 by UNESCO (United Nations Educational, Scientific, 
and Cultural Organization) and the “Convention on the 

Figure 1. Korean intangible cultural heritage of Inchon Airport Center
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Protection and heritage of intangible cultural heritage has 
always been regarded as a global difficulty especially that 
the craftsmanship of traditional dyeing and weaving is one 
of the fiercest project impacted by modernization in modern 
times. But Korean practices have played very well. There are 
many highlights in their each link of identification, project 
approval, protection, education and heritage for intangible 
cultural heritage of traditional dyeing and weaving, which 
deserve to learn and use for reference for other countries. As 
below, let’s take traditional craftsmanship of Hansan Ramie 
as an example to elaborate——

Hansan is located in the west of Korea, which has a long 
history in production of ramie cloth. Now the traditional 
technology of ramie weaving in Hansan has been listed into 
intangible cultural heritage at national level in Korea and 
there are still several inheritors mastering this skill. Though 
the craftsmanship of ramie weaving in Hansan is facing 
the crisis that is about to vanish soon just like many other 
traditional craftsmanship, Korean government is investigating 
the unique natural attributes and irreplaceable features of 
Hansan Ramie-Koreans have shown special preferences to 
products made of ramie cloth which can be used to make 
dresses and decorate houses in all four seasons. And ramie 
cloth in Hansan is different from other ordinary ramie cloth 
due to its fine silk and soft hand feel. Hence, the government 
specially established a “Globalization Industry Group for 
Hansan Ramie” aiming for moving aggressively to make 
Hansan ramie as a well-known brand and globalized. Main 
methods to reach this goal are as below:

1) Popularization of Traditional Culture Deposits. 
Under the lead of governmental department, ramie culture 
is integrated into current lives and popularized with 

Protection of Cultural Diversity “ in 2005. Korea actively 
propels to institute a new law called Relative Law and 
Regulation of Protection and Revitalization for Intangible 
Cultural Heritage so as to adapt to requirements of pluralistic 
times nowadays.

Hence we can see that in Korea, “Protecting Cultural 
Heritage” and “Revitalizing Traditional Culture” are almost 
going on synchronously. Though they are in the charge of 
“Department of Cultural Property” and “Department of 
Cultural Tour and Sports” separately, this boundary tends 
to disappear gradually. In other words, relative policies of 
intangible cultural heritage are directing to “Activation” from 
previous “Preservation”, while policies of traditional culture 
are turning to “Industrialization” and “Globalization” from 
“National Sharing”.

3.APPLICATIONS FOR INTANGIBLE CULTURAL 
HERITAGE OF TRADITIONAL DYEING AND 
WEAVING IN KOREAN CULTURAL INDUSTRY

Cultural industry includes two relative scopes. One is 
“Culture” and the other is “Industry”. Development of Korean 
cultural industry relies heavily on traditional culture of Korea. 
Taking film and TV industry which is subordinate to cultural 
industry as an example, multiple movies and TV plays 
themed in ancient costumes of Korea are on hot broadcast 
globally, such as Midget Crabapple, Dae Jang-geum, The 
Moon Embracing the Sun, King and His Men and My Love 
From the Stars, etc. Besides for star effect and commercial 
promotion as reasons for successful spread of these films 
and TV plays, the help of a great quantity of magnificently 
ancient costumes in these plays cannot be ignored. And 
behind achievement of these gorgeous costumes, the resource 
regeneration and industrialization of traditional weaving 
culture in Korea are fully embodied so as to make the 
intangible cultural heritage of traditional dyeing and weaving 
brings both social effect and economic benefit by chain effort 
of “Protection, Heritage and Application”.

Figure 2. Korean intangible cultural heritage of Inchon Airport Center
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the goal to spread traditional culture in the direction of 
popularization. Here are specific embodiments which are 
organizing cultural festival of Hansan ramie once a year 
under the lead of government and launching various reliable 
folk popularizations. There are mainly traditional folk 
activities like the sacrificial ceremony to celebrate harvest of 
ramie, ramie twisting competition and traditional weaving 
demonstration of ramie cloth. Plus, there are some programs 
of interactive experience, like activities of creative weaving 
of ramie cloth, vegetation dyeing of ramie cloth, ramie 
game, rubbing book of ramie and so on. All these practices 
stimulate national interests and care for traditional culture and 
activate their participations, thus making the class which has 
alienation sense to this is able to increase personal experience 
in traditional culture. 

  

2) Innovate and make flexible use of tradition so as to 
promote domestic demands. By cooperating with ramie 
culture and other industries, more added values are created. 
Take application scope of expanding ramie as an example, 
it makes people’s cognition of ramie not only limited to 
garment cloth, but also more scopes are extended to. For 
instance, the diet extension develops ramie into healthy food 
like ramie tea, ramie wine, ramie cakes, etc. There is another 
example. By deeply researching and utilizing, ramie cloth can 
be designed into ramie clothing which has natural functions 
and highly aesthetic looks. Meanwhile, the fashion show of 
ramie is held to promote its added values of product culture. 

3) Cultural Inheritance and Spread.  Korean government 
established “Inheritance and Learning Hall of Hansan 
Ramie”, which exhibits: ramie documents, relative reference 
books, numerous files of local culture, processing tools of 
ramie, ramie specimen and procedure recovery of weaving 
ramie cloth, etc. Moreover, protection for ramie craftsmanship 

also embodies in identification and assistance for inheritors. 
Korean government organizes professional evaluation group 
to implement pre-examination, investigation, appraisal 
and confirmation on inheritors about their craftsmanship 
of “Ramie Cloth Weaving of Hansan”, and then awards 
them with the title of “No.    of Important Intangible 
Cultural Property in Korea” and offer oriented supports by 
government as well, like support on site of inheritance and 
learning, capital support, product promotion and support, etc. 
At present, in Hansan region, Ms. Fang Lianyu is the No. 14 
inheritor of important intangible cultural property at national 
level. 

 

By way of above “Multiple Purposes for One Source” of 
ramie and under active support of Korean government, there 
has formed a series of effective protective measures for “ 
Hansan Ramie” including tradition ramie planting, weaving 
of ramie cloth, product research and development, holiday 
promotion and so on. With such efforts, the intangible cultural 
heritage has connected with current life, industry has been 
developed and satisfactory economic benefit has been created. 
Except for Hansan ramie, there are some other intangible 
cultural heritages of traditional dyeing and weaving which 
also shine brightly, such as Andong-si hemp, spring cloth 
of Cheongyang-gun, blue dyeing of Naju, and traditional 
dressmaking, etc......These products have become optimized 
categories of content development in Korean cultural industry. 
And they’ve made an important step for technological 
application and innovation of intangible cultural heritage. 

4.RESOURCE REGENERATION OF INTANGIBLE 
CULTURAL HERITAGE IN KOREAN TRADITIONAL 
DYEING AND WEAVING AS ENLIGHTENMENT TO 
CHINA

Figure 3. One of process of Hanshan Ramine Weaving

Figure 4. One of process of Hanshan Ramine Weaving
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Korea had similar experiences as China. During the 
transition period towards to modern times, cultures of 
both countries suffered great destructions due to external 
aggressions and internal wars. A large number of intangible 
cultural heritages lost their original hometowns. However, 
during a period time after that, citizens of these two countries 
blindly accept foreign cultures which led to quite low 
evaluation on their own traditional cultural values and even 
taking them as objects to make liquidations. Under such a 
cultural atmosphere, it was once very difficult to preserve and 
inherit cultural heritages. Intangible cultural heritages were 
in an endangered situation.  It is widely believed by experts 
from different countries that the economy of cultural industry 
in 21st century will be on the basis of intellectual property. 
Cultural content will become the core power for development 
of information society. A country with powerful culture is 
able to become a country with powerful economy. China 
is a great country of cultural heritage with time-honored 
civilization, which has connaturally potential advantages in 
aspect of developing cultural industry. Most of all, glorious 
and splendid skills of Chinese traditional dyeing and weaving 
and diversified products of dyeing and weaving in various 
regions all can become dominant projects for promoting 
cultural consumption.

China is paying more and more attention to cultural 
construction every year. General Secretary Xi Jinping has 
emphasized about importance of “Traditional Culture” in his 
speeches for many times. He said that Chinese traditional 
culture was the “Root” and “Soul” of our nation. We should 
insist making the past serve the present and bringing forth the 
fresh by getting rid of the old theories. And the relationship 
between inheriting natural culture and creative development 
should be handled well. The key points are creative 
transformation and innovative development. In particular, 
the connotations which still have reference values now and 
obsolete representation forms should be reformed according 
to era features and requirements. New representation forms 
should be endowed and their vitalities should be activated. 
And meanwhile, there have emerged a lot of national 
enterprises which reply on traditional craftsmanship of dyeing 
and weaving, and take creative technologies and original 
capabilities as their core competitiveness, for example, 
Excepetion, Useless and Zuczug, etc. Many academies also 

set up relative courses and majors to train new talents. For 
instance, in 2014, Beijing Institute of Fashion Technology 
established “Inheritance and Innovation of Chinese National 
Dresses” as a major direction. 

The successful experience of cultural industry developed 
by Korea indicates that it is entirely possible for a country 
with time-honored and rich traditional cultural heritage 
to achieve a “leap-type” development of cultural industry 
on platforms of open international market and technology. 
Korea has set an example for China with a development 
mode of culture and innovation based on intangible culture 
of traditional dyeing and weaving. Now China is in a big 
environment with “Good Timing, Geographical Convenience 
and Good Human Relat ions”.  Count less  beaut i ful 
craftsmanship of Chinese dyeing and weaving is waiting for 
us to protect, inherit, develop, expand and innovate. 
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Abstract

UNESCO recognizes local craft knowledge and skills in its global system of ‘Intangible Cultural Heritage’ which has been adopted by Shanghai and Hong 

Kong to recognize their tailoring traditions (Legco, 2014). In London’s Mayfair, Savile Row has long been the physical and spiritual home of men’s tailoring; 

the street having such a strong resonance with the trade practiced there that the Japanese word for tailoring is ‘Savile Row’ ( 背広 ) (Cress, 2011). Savile Row 

has faced an uncertain future against the threats of fast fashion and off-shoring, but is currently enjoying a renaissance with new businesses opening and the 

forming of trade associations such as the Savile Row Bespoke Association (Savile Row Bespoke Association, 2015) to protect and promote the tailoring craft 

as practiced on this most famous of addresses. 

The fashion industry has seen the prevalence of rebrands, relaunches and revivals and London Collections Men has drawn the fashion media’s attention 

to London’s cultural heritage as embodied in the bespoke suits of the Savile Row tailor. Heritage brands such as Burberry and Dunhill found success 

internationally, highlighting heritage and craftsmanship and placing this at the centre of marketing strategies facilitated by digital media. Fashion is often 

defined as ephemeral (Craik, 1993) yet heritage and authenticity are key drivers for fashion consumers (Kapferer and Bastien 2012); brand positioning around 

artisanship, ingredient branding and country of origin are central to fashion marketing strategies (Anholt, 2004). Brand storytelling highlighting history, 

associations and archives adds value for heritage brands (Hancock 2009; Lindstrom 2010).

Gieves & Hawkes is located at Number One Savile Row – arguably the most prestigious address in tailoring – and is using its 240-year history to inform a 

product and promotional makeover, which includes developing new lines, creating fashion films to showcase its history and displaying iconic items from the 

brand’s archive in-store. The brand’s three royal warrants act as a heritage calling card in Asia where Gieves & Hawkes has focused its international expansion 

responding to luxury consumers’ interest in heritage brands (Lu, 2008).

This paper is based on field research in Hong Kong, Shanghai and London, interviews with key marketing and creative staff at Gieves & Hawkes as well as a 

review of brand marketing materials to analyze how intangible cultural heritage informs the contemporary fashion marketing practices of the Savile Row tailor 

as they expand from West (End) to East.
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1. INTRODUCTION

‘At 1 Savile Row, the tailor’s thread spools back to the 
days of the Duke of Wellington and Admiral Lord Nelson. 
It is a heritage in which the image of valour and heroism is 
enhanc ed through the subtle manipulations of cloth and cut, 
and whose principles and standards today subsume centuries 
of tailoring knowledge and technical virtuosity into forms of 
perfectly integrated function. (Harold Koda, 2014)

With the development of the fast fashion industry, mass 
production and off-shoring the UK has lost much of its 
production capacity, its domestic skills-base and heritage 
practices such as bespoke tailoring have been under 
increasing threat. However a recent renaissance in men’s 
fashion, spearheaded by the British Fashion Council’s London 
Collections Men has put London back at the centre of the 
fashion map. Much attention has been given to the changes 
in the fashion industry associated with the major advances in 
digital technologies such as the rise of social media and 3D 
printing, but alongside these the past decade has also seen 
an increasing interest in artisanal hand skills and practices.  
Starting from the food sector and spreading across all 
lifestyle areas, including fashion, consumers are increasingly 
interested in the provenance of their purchases, and thus 
practices such as place and ingredient marketing offer added 
value for brands that can communicate the authenticity of 
their fashion products. Fashion intelligence agencies have 
identified several consumer trends that look to the past for 
reassurance in a time of constant change and instability, and 
the general fashion trend towards retro and vintage has also 
revived interest in heritage brands, and authentic textiles and 
techniques, such as those practiced by the bespoke tailors of 
Savile Row. 

The 2003 UNESCO Convention for the Safeguarding 
of Intangible Cultural Heritage recognizes the importance 
of guaranteeing the future existence of artisan skills and 
traditions. Its stated aims go beyond the preservation of 
traditional crafts and techniques as mere representations 
of past practice ‘no matter how beautiful, precious, rare or 
important they might be’, and instead highlights the need to 
foster ‘conditions that will encourage artisans to continue to 
produce crafts of all kinds, and to transmit their skills and 
knowledge to others’ (Heritage Crafts Org. no date). 

Transglobal luxury brands such as Louis Vuitton trace 
their lineage back to the specific craft skills of their founders 
e.g. leather goods, and they continue to use the intangible 
cultural heritage involved in the processes of making as 
markers of their authenticity. Heritage brands have utilised 
a range of marketing tools, both traditional and digital, to 
communicate the essence of their brands to strengthen links 
with existing customers, and to attract new ones in different 
demographic and geographic segments. Despite the fact that 
most modern consumers have little firsthand contact with the 
production of their clothing or accessories, fashion brands, 
particularly luxury brands, have long used country of origin 
as a marker of quality, and heritage craft skills as markers 
of authenticity and links to the traditional craftsmanship 
of their origins. Place marketing recognizes the power of 
particular geographic locations to create positive associations 
in consumers’ minds and the sea change in attitudes towards 
mass production has put the spotlight back on the spiritual 
home of menswear: Savile Row, whose tailoring studios have 
found a new relevance with the 21st century male consumer. 
The macro trend for artisanship, the expanding menswear 
market and an increased interest in intangible cultural heritage 
offers opportunities to support and expand iconic fashion 
products and specialist making skills for London’s Savile 
Row in general and for its premier address Gieves & Hawkes, 
Number 1 Savile Row, in particular. 

The challenge for heritage brands is how to remain relevant 
and competitive in the modern fashion system, and this 
paper explores the brand strategy of one of London’s oldest 
tailors - Gieves & Hawkes - as it has negotiated its place 
in the modern menswear market. The paper is informed by 
interviews with key marketing staff at Gieves & Hawkes, by 
desk research on business and fashion sources and an analysis 
of the brand’s marketing communications materials, as well 
as by visits to the Hong Kong store and a guided store visit 
with the Head of Marketing and PR to the brand’s revamped 
flagship store, bespoke studio and archive at Number 1 
Savile Row. Each of these sources provides insights into the 
strategic marketing behind the rebranding and expansion of 
the historic tailoring house of Gieves & Hawkes.

2. SAVILE ROW: HISTORY AND DEVELOPMENT
Walking through London’s Burlington Arcade the 
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entire industry and specific iconic products, this competitive 
advantage is exponential; Savile Row is known worldwide 
as the spiritual and literal home of English tailoring and the 
address has such a strong resonance with the trade practiced 
there, that the rough translation of the Japanese word for 
tailoring is ‘Savile Row’ ( 背 広 ) (Cress, 2011). It is an 
identity that Savile Row itself is keen to protect, establishing 
the Savile Row Bespoke Association in 2004 to protect 
and promote the intangible cultural heritage of the tailoring 
studios housed along this most famous of London streets. 
Gieves & Hawkes has been located at No 1 Savile Row 
since the early 1900s and the store itself is key to the brand’s 
modern identity. The flagship remodel was a major strand of 
the recent rebrand and the brand’s flagship reincarnation has 
already won two prestigious NAS (National Association of 
Shopfitters and Interior Contractors) awards: Best in Retail 
and British Heritage. 

The area that forms today’s Mayfair was established in 
the 1660s. Formerly part of the St. James estate, Savile Row 
stands on the site of the former St. James’s Fields and was 
first developed in the late 1700s when the Earl of Buckingham 
sold the land behind Burlington House. Several of the 
tailoring houses that were to form the heart of Savile Row were 
established during the 1700s, and it was with the fall of the 
French monarchy following the French Revolution of 1789 
that London’s tailors established their primacy in menswear. 
With the rejection of the flamboyance of the French court, 
Anglomania swept Paris and the understated elegance 
of traditional English tailoring based upon the country 
gentleman’s riding attire became the model for bespoke 
tailors that populated Savile Row and Mayfair and established 
London as the standard for menswear internationally (Savile 
Row Bespoke Association, 2015). Writing in the recent 
Gieves & Hawkes book published to celebrate the brand’s 
history, fashion historian Colin McDowell’s ‘these clothes 
were in essence the first modern menswear, based on the 
English aristocratic view that elegance was about simplicity, 
and that sophistication rested on the very best materials, cut 
to the highest standards’ (Binney et al., 2014:27). 

As well as Mayfair being home to many gentlemen’s 
outfitters, the proximity of gentlemen’s clubs lent the area a 
distinctly masculine tone and over time many tailors who had 
established themselves in other areas of London gravitated 

modern shopper cannot but help experience nostalgia for 
shopping times past. The enclosed shopping arcade that 
joins Piccadilly to Burlington Gardens is lined with small, 
intimate retail units whose bow-front glass windows offer 
a glimpse into the luxury wares available for the discerning 
consumer, and perhaps a sense of what shopping was like 
in past times.  Patrolled by a Victorian-style Beadle who 
ensures the nuisances of modern-day life- such as running 
and whistling- do not impinge on this special shopping space, 
we are but a few steps from one of the world’s most famous 
fashion addresses: Number 1 Savile Row: home of the tailors 
Gieves & Hawkes. It was during the Regency period (late 
18th century) that London, more specifically Mayfair, was 
first established as the apex of fashionable male dress; the 
patronage of iconic clients such as Beau Brummel helping 
usurp Paris’ position as the preeminent city for the stylish 
man’s wardrobe (Shannon, 2006). And within Mayfair it has 
been the bespoke tailors of Savile Row who have dressed 
esteemed male fashion icons including Edward VII, James 
Bond, Mick Jagger and Tom Ford (Temple, 2012), and are 
credited with creating such staples of the classic man’s 
wardrobe as the dinner jacket (or tuxedo). 

This historical association of place to product or country 
of origin, is often applied as a key differentiator for fashion 
products; products that are made in or are connoted with 
particular countries or regions gain added value where these 
associations are positive e.g. heritage, quality (Anholt, 
2004; Kotler & Gertner, 2004). It can therefore be extremely 
advantageous when a country or city is conceived by 
consumers as a branded product (Kotler et al., 1993 in Kotler 
& Gertner, 2004:42), a shorthand for taste or style that can 
be referred to in marketing communications through visual 
or semantic cues (Radclyffe-Thomas, 2015a). This has 
particularly been the case in the modern fashion system, 
which has elevated certain cities to the ranks of ‘fashion 
capitals’, cities which are privileged by the focus of the 
international fashion media gaze at key dates in the fashion 
calendar and can rely upon consumer attention and trust 
through a hierarchy established by the multiple fashion 
businesses and supporting cultural capital in that location 
(Breward & Gilbert, 2006). 

In the case of Savile Row, it can be argued that for a 
single location to have such a strong association with an 
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to premises on and in proximity to Savile Row (Anderson, 
2000). As well as providing clothing for the upper classes, 
purveyors of the finest quality shoes, hats and accessories 
also flourished around Savile Row, marking out this area 
of Mayfair as a men’s outfitting destination. This gendered 
place association was further emphasized as in addition to the 
pared down style of the English country gentleman, many of 
London’s tailors were employed in providing uniforms for 
the military. This production of functional, (but also highly 
decorative), garments made a key contribution in establishing 
the reputations of many of the tailoring houses of Savile Row 
e.g. James Gieve was employed at the Portsmouth tailoring 
firm that made the uniforms for Lord Nelson and Captain 
Hardy worn at the Battle of Trafalgar, and Thomas Hawke 
was a military cap-maker whose clients included King George 
III (Protheroe, 2013). 

Working to provide uniforms and gentlemen’s wardrobes 
sustained the tailors of Savile Row into the twentieth century, 
but with changes in society that rejected old class systems and 
embraced a more relaxed and democratic approach to clothing 
meant many tailoring businesses were struggling to survive 
financially. During the latter half of the century there were a 
series of bankruptcies and closures along Savile Row, leading 
some commentators to argue that there could be no future in 
this highly labour intensive industry, an argument that echoes 
those regularly trotted out about the impending doom of the 
haute couture system. Fashion is cyclical however and much 
as the haute couture system continues to maintain itself by 
appealing to new generations of ultra-high-net-worth luxury 
consumers, Savile Row has also seen a revival. Along with 
the establishment of a younger generation of tailors e.g. 
Ozwald Boateng, Richard James and Timothy Everest in the 
late 1990s, the Row has also seen the rebranding of one of 
the oldest tailoring houses on Savile Row: Gieves & Hawkes. 
According to Gieves & Hawkes’ Chief Creative Officer Jason 
Basmajian: ‘British style has come full circle back to where 
it all started – the home of bespoke. Men have come back 
to tailoring and Savile Row is not only where it all started, 
but where this revival is happening once again’ (Basmajian, 
2013).

Many of today’s remaining artisan makers developed from 
the craft guilds of the past and much as Paris’ haute couture 
system maintains its ultimate authority in the womenswear 

field by maintaining the standards as specified by the 
rules of the Chambre Syndicale, so too do the particular 
skills of the Savile Row tailor form part of a continuum in 
production methods that date back to the earliest days and 
are now codified by the not-for-profit Savile Row Bespoke 
Association. The Savile Row Bespoke Association was 
founded as a trade association by Savile Row tailors Gieves 
& Hawkes, H. Huntsman and Sons, Anderson and Sheppard, 
Henry Poole and Co. and Dege and Skinner. They proudly 
claim that there are sixteen member houses working on Savile 
Row today, employing over 100 craftsmen, with trainees 
supported to take their place as tailors or designers of the 
future who will be able to use skills ‘that the modern world 
considers archaic or lost’ (Savile Row Bespoke Association, 
2015). The apprentice scheme is seen as adding value in 
multiple ways, as well as ensuring a supply of qualified 
makers, the necessity for each house to employ a salaried 
apprentice at all times is seen as a way to connect with a 
younger, more contemporary customer base. 

For those eligible there is a collective trademark ‘Savile 
Row Bespoke’ which acts as a guarantee that quality 
standards for bespoke tailoring have been met. To conform 
to the definition of a bespoke suit, each garment starts with 
a handmade individual pattern cut by a Master Cutter, who 
then oversees the making to ensure the highest standards are 
maintained. The Savile Row Bespoke Association website 
lists the specific steps and methods of production which are 
required in order to call a suit bespoke; these include detailing 
the substantial quantities of hand-stitching, the ingredients 
such as linings and shoulder pads, the construction methods 
for the key components of a bespoke suit, from hand-
stitched buttonholes and hand canvassing of jacket foreparts, 
down to the allowances to be included in seams in order to 
accommodate any necessary future adjustments. To ensure 
compliance with the Association regulations garments 
must be constructed within a one hundred yard radius of 
Savile Row and every member must be in a position to offer 
customers a choice of at least 2,000 cloths. All of these 
collectively ensuring that ‘Savile Row suits are simply the 
best suits in the world’ (Savile Row Bespoke Association, 
2015).
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honored Brand Shanghai No.1 Street’ (Radclyffe-Thomas, 
2015b).

The ability to successfully communicate brand heritage and 
history has enabled luxury brands to expand internationally 
(Kapferer & Bastien, 2012), particularly into Asia and the last 
decade has seen enormous expansion driven by consumers’ 
interest in European historic brands whose authenticity can 
be substantiated through reference to their long histories 
and their own brand archives which are increasingly being 
utilized to inspire new collections and promotional activities 
such as exhibitions in new markets. Fashion consumers make 
strong connections with brands that incorporate storytelling 
into their branding communications (Hancock, 2009) and 
Western brands have successfully differentiated themselves 
from domestic brands by using their long histories and brand 
heritage as means to build relationships with new consumers 
in Asia (Lu, 2008). This has been particularly evident at 
the luxury level with many of the European luxury houses 
curating exhibitions about their brand heritage at art galleries 
and museums worldwide e.g. Chanel’s Little Black Jacket 
exhibition or Prada’s Pradasphere. Despite recent concerns 
over the slowing Asian growth in luxury markets, reinforcing 
brand heritage as a source of differentiation has been seen as 
an extremely effective strategy for Western brands entering 
China, where heritage is seen as a necessary attribute for 
any brand to be considered luxury (Lu, 2008) and where 
storytelling about brand’s founders and iconic products 
is a necessity in familiarizing consumers with previously 
unfamiliar brands (Okonkwo, 2007).

Although for Gieves & Hawkes the bespoke experience 
is a minor part of their business, the clients for which are not 
overtly referred to in marketing materials, it is by maintaining 
this service and abiding by the rules of the Savile Row 
Bespoke Association that tailors such as Gieves & Hawkes 
can claim their authenticity and leverage the strength of 
the associated brand equity into brand extensions (Aaker, 
1991). The Savile Row Bespoke Association is primarily a 
trade association formed to protect the institution of bespoke 
tailoring, and it has recognized the importance of developing 
their members’ positions, and to this end it endorses the 
contemporary retail lines established by several of its 
members, including Gieves & Hawkes, and celebrates the 
Row’s renaissance as a modern menswear retail destination 

3 .  I N TA N G I B L E  C U LT U R A L  H E R I TA G R , 
AUTHENTICITY AND STORYTELLING

Despite the fact that fashion is often considered as an 
ephemeral art, one that is almost by definition associated with 
perpetual change (Craik, 1993), designers and consumers 
are increasingly looking to the past for the reassurance of 
quality and meaning that is associated with heritage brands. 
In opposition to the general trend towards faster and cheaper 
fashion and the ever-increasing speed of change in the fashion 
world, British heritage brands such as Burberry and Dunhill 
have leveraged their brand histories and highlighted the 
quality of their ingredients and artisanship through marketing 
communications that place cultural heritage at the centre of 
their marketing strategies. Digital media have facilitated the 
sharing of brand stories and the successful communication 
of such stories across physical and digital platforms adds 
value for brands, particularly those with genuine claims 
to history and heritage (Hancock, 2009; Lindstrom, 2010) 
that can be explored through company timelines, fashion 
films and iconic products. Burberry has been heralded for 
an extremely effective rebranding that took the company 
from a deficit, over-licensed position to a world leader in 
luxury by incorporating its brand history through all levels 
of its marketing and using the advances in digital marketing 
to communicate the key heritage products and materials 
at the core of the brand. Both Burberry and Dunhill have 
transformed heritage buildings to create brand universes that 
underscore their own brand histories and connote aspirational 
lifestyles for their consumers. 

Traditionally adopted by Western brands, especially as part 
of their entry strategies to the Chinese market (Lu, 2008), 
the use of heritage as added value is also explicit in Asian 
fashion marketing. Shanghai and Hong Kong have both 
adopted the UNESCO convention on Intangible Cultural 
Heritage and after consultation produced their own lists of 
culturally situated practices that include a specific outline of 
the construction for the Shanghai qipao and the Hong Kong 
cheongsam (Radclyffe-Thomas, 2015a,b). In recognition 
of the value of a brand’s lineage the Shanghai Ministry of 
Commerce has denoted specific brands as laozihao (time-
honored) and the cluster of such stores along Shaanxi Bei Lu 
is recognized by a brass plaque designating it as ‘China Time-
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(Savile Row Bespoke Association, 2015).
Savile Row has been well-placed to take advantage of 

the current renaissance in men’s fashion epitomized by the 
British Fashion Council’s London Collections Men, launched 
in 2012 with the aim of promoting both established menswear 
brands and to launch emerging menswear designers. London 
has been able to capitalize on its dual fashion identity as the 
birthplace of the modern English gentleman’s wardrobe and 
the site of the youth revolutions of 1960’s counterculture and 
subsequent street fashions. Thus London’s fashion pedigree 
has been leveraged successfully gaining the attention of the 
world’s fashion press and capturing the new male fashion 
consumer. The trend of the urban hipster, which has swept 
around the globe, has brought with it a new breed of male 
consumer interested in reviving male grooming aesthetics of 
the past through beard and moustache styling at a plethora 
of retro-styled barbershops, as well as adopting the fabrics 
and silhouettes of past generations in a hybrid male fashion 
identity that combines retro tattoos with a hipster take on the 
Edwardian English gentleman’s wardrobe. 

Ingredient branding has seen consumers increasingly 
interested in the provenance of their garments including the 
fabrics from which their clothing is made and textile makers 
such as Harris tweed have seen increases in demand for their 
heritage fabrics. The Savile Row Bespoke Association works 
with its associate member textile mills and cloth merchants 
to ensure the continuation of traditional weaving methods 
and quality fabric suppliers upon which their products rely. 
Even away from the hipster’s adoption of vintage-style 
menswear, marketing analysts have identified changing 
spending habits amongst the middle market who are moving 
into previously inaccessible luxury goods and services 
(Roche et al. 2008) and trend agencies such as WGSN are 
predicting a ‘new luxury’ as manifest in mass customization 
through monogramming and investment in timeless classics 
(Radclyffe-Thomas, 2015a). 

The combination of changing customer demographics 
and modern marketing platforms leading to the expansion 
of potential markets for Savile Row tailors, many of the 
traditional houses have been moving away from the historic 
model of patronage by personal recommendation and 
engaging with more contemporary marketing activities. 
Promotional activities supported by the Savile Row 

Bespoke Association include the supporting of international 
exhibitions and showcases, liaising with luxury fashion 
press and supporting participation in the British Fashion 
Council’s extremely successful London Collections Men. 
The Savile Row Bespoke Association sees promotion at 
showcases such as these as a key platform to ensure their 
‘continued relevance as an epicenter of modern, luxurious 
men’s style’ (SRBA website). Although very much grounded 
in their own traditions and heritage, innovative retail spaces, 
such as the pop-up, have been embraced by Savile Row, 
with Richard James holding a Savile Row pop-up sale store 
in Covent Garden, and to highlight the Mr. Porter Savile 
Row collaboration with the 2015 Kingsman film, a pop-up 
showroom was hosted at Number 11 Savile Row to showcase 
a 60-piece Kingsman collection. To reinforce London’s 
menswear heritage and to introduce some of the iconic men’s 
wardrobe pieces to new audiences, London Collections 
Men commissioned a 4,000 word study: London Home of 
Menswear (Protheroe, 2013) which traces the history of 
British men’s fashion and highlights iconic products including 
the brogue shoe (1700s), the bowler hat (1849) and the 
trench coat (1914). Accompanying the study is a map of 20 
London menswear heritage locations ranging from Nelson’s 
column to the statue of Beau Brummel by way of Carnaby 
Street, Jermyn Street and Savile Row. It is uncertain whether 
heritage tourists are using such guides, but certainly the 
customer base for Savile Row’s tailoring houses now includes 
international shoppers, particularly those from China who 
are accommodated with marketing materials translated into 
Chinese and sales assistants who can converse in Putonghua 
when necessary.

4. GIEVES & HAWKES: HISTORY, REBRAND AND 
EXPANSION

‘The object has always been to take a beautiful brand, a 
brand with the most incredible military history and maintain 
that British accent while making it international’ 

Jason Basmajian, Creative Director Gieves & Hawkes, 
(Doig, 2015).

Although Hawkes and Gieve only came together as Gieves 
& Hawkes in the 1970s, separately the houses have both 
been associated with military uniforms and accoutrements 
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Gieves & Hawkes have looked to their own past to inspire a 
21st century reincarnation. Between the two houses and their 
extensive and influential histories there are many examples of 
iconic products and associations with key figures, including 
royalty, across the years which have been revisited to inspire 
the current brand identity. Gieves was a naval tailor and 
Hawkes was an army tailor who started life as a hat maker 
and amongst other creations patented the solar topee (pith 
helmet). Gieves & Hawkes claim an unbroken line of service 
to the monarchy and the British establishment, including 
the military, a heritage which informs the design and make 
of their products. Listing a roll call of clients associated 
with the brand, Boy’s Own heroes including the Duke of 
Wellington, Admiral Lord Nelson and Winston Churchill, 
the Head of PR and Marketing observes that their military 
heritage inextricably links Gieves & Hawkes with the rules of 
menswear in the sense that many if not all of men’s sartorial 
codes have their origins in military and equestrian detailing 
e.g. suit jacket vents being devised to facilitate freedom 
of movement for mounting and dismounting a horse, and 
to ensure the rider’s jacket sits correctly when mounted. 
Although times and lifestyles have changed, he observes how 
‘details that today aren’t relevant to how we live our lives but 
nevertheless perpetuate themselves through the styles that we 
choose’. 

At the core of the brand identity is the bespoke tailoring 
service that is referenced explicitly through instore displays 
and subliminally from the boxes of pins and tailors’ chalk 
scattered around the client seating areas. Powerful storytelling 
is enabled by the heritage tailoring process which has people 
and place at its heart; the personal relationship between the 
individual client and the cutter is considered a vital one, 
and the rules of Savile Row tailoring require that the suit 
never leaves Number 1 Savile Row until it is released to the 
client.  Although Gieves & Hawkes do not divulge detailed 
information on their bespoke client list, however I am told 
the bespoke business is growing and providing made-to-
measure suits for an ‘incredibly global, incredibly dynamic’ 
customer who runs banks, runs countries or perhaps has 
‘saved up for ten years because it’s something they’ve 
always aspired to buy: the suit of their dreams’. Personal 
tailoring is now so distant from most of our direct everyday 
lives that it has become a rarefied experience, such that 

such as helmets and accessories since the reign of George 
III. Gieves’ royal associations include RAF uniforms for 
George V, Edward VIII, and George VI right up to a Royal 
Hampshire Regiment mess jacket that Princess Diana 
wore in 1990. Their association with the upper echelons of 
society and particularly their unbroken Royal patronage, as 
designated through their three Royal Warrants, is at the core 
of their claims to authenticity, but latterly was not providing 
a significant customer base or a profitable business. The 
2000s have seen international inward investment into many 
UK fashion businesses and Gieves & Hawkes attracted 
investment from Hong Kong investors Li and Fung in 2008, 
who used the acquisition to build upon their existing stake 
in the tailoring houses of Savile Row. Following the pattern 
of historic fashion house relaunches, Gieves & Hawkes 
appointed Chief Creative Officer Jason Basmajian in 2013 to 
manage a targeted rebrand across all areas of their business, 
which in his words allows the brand to push ‘forward whilst 
remaining fully respectful of the legacy of our past’ (Binney 
et al, 2014:206).

Basmajian highlighted the opportunities and threats 
considered in undertaking the Gieves & Hawkes rebrand, 
speaking at a British Fashion Council seminar in late 2014 
and outlined the strategy implemented at Gieves & Hawkes in 
order to leverage its incredible pedigree in the menswear field. 
The increased focus on the menswear market, the history of 
the brand, Gieves & Hawkes’ inimitable address, their highly 
skilled artisans, and quality products all provide competitive 
advantage for Gieves & Hawkes. However bespoke tailoring 
is not a fashion product, and cannot operate on a fashion 
model, businesses risk alienating established customers who 
might be frightened off by radical changes in their brand 
experience, the traditional image, and the price and time 
investments required for bespoke tailoring may be barriers for 
some. Describing the brand values and differentiation strategy 
implemented at Gieves & Hawkes Basmajian focused on the 
intangible cultural heritage of a company with over 240 years 
of experience working with the highest quality ingredients 
and a team of dedicated craftspeople and summed up the 
brand essence when he stated that the whole brand identity 
‘hangs off the suit’, putting the product firmly at the centre of 
brand strategy.

In common with several of fashion’s haute couture houses, 
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the Head of PR and Marketing argues that customers need 
educating in the rules and regulations that underpin bespoke 
tailoring system in order to understand and appreciate the 
heritage processes and materials that make-up the high price 
points and time investments. Whilst the bespoke business 
client base is small, the personal relationship at its centre, 
and the guarantee of craft and quality ‘infuses’ everything 
else that Gieves & Hawkes do. In order to operate at the 
levels of quality and finishing required in Savile Row 
tailoring Gieves & Hawkes has invested years and years in 
developing its staff, acknowledging the importance of the 
continued existence of the craftspeople who can provide 
the ultimate in quality tailoring. Gieves & Hawkes employs 
its own tailoring apprentices who have trained for years to 
acquire the ability to cut patterns that can emphasize each 
individual’s strengths and ‘balance out any imperfections’. 
This combination of excellence and experience in making 
supports the multiple fittings and bespoke pattern-making, 
cloth selection and finishing details all of which comprise 
the bespoke experience, and provide the brand equity for 
Gieves & Hawkes to expand into other areas of product, 
giving customers a guarantee of ‘that incredible pedigree, the 
heritage, the solid foundations of two and a half centuries of 
doing what we do and being the best at it.’

In terms of the rebrand the Head of Marketing and PR talks 
of ‘the balancing act between respecting and celebrating the 
heritage but also making a contemporary product that people 
of today feel is relevant and exciting.’ Gieves & Hawkes 
has developed its private tailoring as a bridge line; in private 
tailoring the suit is made in a factory but to the individual 
client’s measurements and still includes hand processes. The 
biggest change has been the development of the ready-to-wear 
line that now shows as part of London Collections Men and 
aims to bring the guarantee of quality and heritage to a ready-
to-wear customer through use of fine fabrics and detailing. 
The rebrand has brought all creative design and direction 
back to London and added categories such as eyewear as well 
as engaging in co-branding with other heritage brands e.g. the 
Bentley x Gieves & Hawkes driving jacket. 

The new design and direction of the brand is showcased 
through both digital and physical platforms. A sleek new 
website offers customers a glimpse into the brand’s history 
and heritage and also shows current collections and the 

Gieves & Hawkes lifestyle through fashion films directed by 
filmmaker Eddie Wrey. One of the major strategic decisions 
in the rebrand was to remodel the flagship, No 1 Savile Row 
which following its 2014 makeover embodies the Gieves & 
Hawkes brand aspirations. The store is situated in a William 
Kent designed grand London townhouse, and Basmajian 
cannot help but emphasise the added value of this prime 
menswear retail location: ‘1 Savile Row is the most iconic 
address in the world for menswear’ (Binney et al., 2014:206).

Number 1 Savile Row was a private home before it became 
the base for the Royal Geographical Society, the Head of 
PR and Marketing says ‘the ground beneath our feet is very 
storied’ and the store refit aims to combine both of these 
facets of the building’s cultural heritage: hospitality and a 
warm welcoming atmosphere mixed with a hub of exploration 
and gentlemanly exploits. Gieves & Hawkes employed Teresa 
Hastings an interior as opposed to a retail designer and placed 
the emphasis of the brief very much on the sense of reviving a 
private home over the realities of retail density and fixturing. 
The double height elevation and mezzanine level include 
seating areas, an open fire, a book room, the bespoke fitting 
room, and the walls of the store are decorated with curated 
pieces from their 240 plus year history, dress uniforms, 
helmets and military accessories showcasing the handwork 
and embroidery of another long-term collaborator Hand and 
Lock (founded in 1767). There is a full-time curator and the 
extensive Gieves & Hawkes archive is housed in the Robert 
Gieves room which also serves as the fitting room for royal 
and military fittings and houses the uniforms of the Queen’s 
bodyguards.

The resurgence of  menswear is  an international 
phenomenon that Gieves & Hawkes has exploited through a 
rebrand focusing on taking its intangible cultural heritage out 
from Number 1 Savile Row into its international expansion 
into Asia. There is a large retail presence across China 
(approximately 400 stores) and its Hong Kong flagship on Ice 
House Street opened in 2013 with the ‘Handmade in Britain’ 
collection and a cutter from Number 1 Savile Row visiting 
the Hong Kong store to carry out bespoke tailoring services. 
In emphasizing the brand’s provenance in marketing to these 
new markets, Gieves & Hawkes strengthens its association 
with one of the world’s most iconic addresses: Number 1 
Savile Row.
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Emphasizing the continuum of men’s fashion by reminding 
new audiences of the cultural heritage of its past, Protheroe 
recounts that 65 years ago in 1951 The Ambassador magazine 
evoked nostalgia for Britishness by ‘framing the practice 
of bespoke tailoring as able to transcend the forces of 
mechanisation.’

‘While mass production methods have forced the cobbler 
from his traditional squat, the bespoke tailor sits today as he 
always has.’’  Protheroe (2013).
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Abstract

This paper discusses the concepts and social dynamics of fashion imitation and custom imitation as put forth by French sociologist Gabriel Tarde (1843-

1904). Specifically his 1903 book The Laws of Imitation will be introduced and used to argue that, and examine how, fashion has, since the turn of the century, 

increasingly become a global custom rather than the exemplary innovative force Tarde associated with fashion.  The second part of the paper therefore 

suggests turning to custom and tradition may be fruitful to revitalise the current state of fashion and can cause new fashions to come into being. The traditional 

technique used by the people of the Dutch village of Staphorst to decorate the fabrics for their traditional costumes - Staphorster stippling - which is nominated 

to be inscribed on UNESCO’s list of intangible cultural heritage, is presented as a case study in which it is shown how cultural traditions may unilaterally 

contribute to ethical, ecological and innovative fashion design. It is furthermore argued that the reciprocal effect of the dynamics between custom and fashion 

accounts for the preservation of traditional skills and techniques. The text concludes by examining the chances and opportunities as well as the pitfalls one may 

associate with the proposed dynamic interaction between fashion and tradition.      
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1. INTRODUCTION

After his 2013 ready-to-wear show in Paris, Japanese 
fashion designer Yohji Yamamoto declared he no longer 
wants to be regarded a fashion designer because he thinks the 
fashion market has become extremely disappointing since 
the turn of the century (Furniss 2013). During that same year 
at the Fall New York Fashion Week, online vintage retailer 
Byronesque launched a campaign and published an online 
declaration in which it claims that the fashion industry is 
to be held responsible for the excavation of the concept of 
fashion. Byronesque furthermore claimed fashion has become 
dominated by fakes and fast fashion, rather than revolving 
around imagination and inspiration. In 2015 Italian fashion 
journalist Angelo Flaccavento echoes the comments above 
in an article entitled: New York Fashion Weak. Flaccavento 
criticises the commercial character of the New York event; 
writes about the lack of surprising or innovative ideas; 
regards the many copies on the catwalks a sign of laziness; 
and emphasises the fact that shows are mainly “exercises in 
styling and little else” (Flaccavento 2015). 

On the basis of the remarks above, one may acknowledge 
that the concept of fashion has suffered under the increasingly 
global, cheap, and rather unimaginative fast and mainstream 
fashions that are characterised by superficial and successive 
changes, rather than creative surprises and experiment. In 
this paper I therefore suggest examining fashion’s current 
forces and dynamics; its power of innovation, experiment 
and creativity; and its future potential. In order to arrive at 
a fresh perspective upon fashion, an elaboration upon the 
concepts of ‘fashion imitation’ and ‘custom or tradition 
imitation’ as put forth by French sociologist and philosopher 
Gabriel Tarde (1843 – 1904) will be used as a theoretical 
framework. Consequently the interplay and dynamics of 
Tarde’s two concepts of imitation will be discussed and their 
several stages and constellations will be clarified. The craft 
of Staphorster Stippling, which is a decorative technique 
for the fabrics of the traditional dress of the Dutch village 
of Staphorst, will be used as a case study. The stippling 
technique has been placed on the Dutch inventory list for 
intangible cultural heritage for UNESCO, and may serve to 
elucidate the potential of traditions and custom as a motor of 
change within four different areas being: the preservation of 

skills and techniques, cultural revival, ethical and ecological 
production and consumption, and new expressions in fashion. 
After having discussed these four areas of future potential, the 
paper concludes by briefly comparing the chances traditions 
provide with the pitfalls one must also take into account. 
More specifically the question of possession and the dangers 
of commercial approbation will be exemplified and assigned 
as important areas of future studies and analysis.

2. TRADITION, CUSTOM AND FASHION IMITATION

In his Laws of Imitation (1903) Gabriel Tarde introduces 
the concept of fashion imitation and distinguishes it from 
the concept of tradition or custom imitation. The latter is 
characterised for its conservative and consolidating form 
of imitation: although changes do occur, they are small and 
do not fundamentally alter traditions and customs in place. 
Custom imitation, furthermore, takes place on a local scale 
and is relatively stable. Uniforms, religious or otherwise 
ritual attire, such as the wedding dress, and national or 
traditional costumes can be regarded as complying with the 
characteristics of custom imitation. And although Elizabeth 
Wilson’s idea that “even uniforms are subject to fashion” may 
still stand (2003 [1985]: 36), it is important to acknowledge 
that Tarde uses the term ‘fashion’ differently is his writing. 
Whereas Wilson equates fashion with changes in dress (3), 
Tarde’s distinction between fashion and custom imitation 
revolves around deciding whether changes are innovative, 
extra-national or even global, which he names fashion 
imitation, or whether they are consolidated into existing 
customs and traditions, and hence effectively change very 
little. 

Before comparing Tarde’s definitions of imitation to the 
situation we find ourselves in today, it is worthwhile to briefly 
examine the dynamics Tarde ties to the interplay between the 
innovative forces he relates to fashion and the conservative 
forces of custom imitation. Although Tarde, like contemporary 
sociologists Georg Simmel and Thorstein Veblen, regards 
the process of fashion imitation as initially descending from 
the higher classes to the lower ones in society (1903: 368), 
he also moves beyond such a top-down perspective when he 
writes that due to “the gradual suppression of caste, class, 
and nationality barriers and […] the lessening of distances 
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through more rapid means of locomotion, as well as through 
greater density of population” a “fusion of all classes into 
one” will occur (1903: 368-370). Apart from foreseeing 
a classless future society, Tarde, who generally regards 
communities to move from custom to fashion, from tradition 
to innovation, also takes an opposite movement into account. 
He writes that “after having passed from custom to fashion, 
communities can go back from fashion to custom – to custom 
that has broadened, out, to be sure, never to that which has 
been narrowed in” (1903: 380).

Tarde’s dynamic concepts hence describe the way 
communities may make the transition from custom to fashion 
without disqualifying the fact that the opposite effect is 
also a possibility. One may ask whether custom and fashion 
imitation may be useful concepts to analyse today’s state 
of fashion. Before doing so, however, briefly exploring 
the phases that can be detected since the beginning of the 
twentieth century till now, will help to develop a clear picture 
that indicates which conditions and influences may have 
played a part in the situation we find fashion in today. At the 
beginning of the twentieth century, around the time Tarde’s 
book was translated and published in English (1903), class 
structures were still in effect, at least to the extent that they 
would influence who could and who could not afford to 
follow fashion in dress. In other words, one could at the time 
observe the lower classes imitating the fashion of the higher 
classes that would consequently turn to new fashions in order 
to distinguish themselves from the lower classes. Custom 
imitation was all there was for and between those without 
the means to change styles of dress for other than practical 
reasons. A woollen overcoat was often worn for the coarse 
of a lifetime, clothes were mended or altered to fit smaller 
family members, and certainly not discarded because they 
were to be regarded out of fashion. However, much of this 
changed when mass production of clothing was introduced 
after World War II, and fashionable dress became something 
most people, whether wealthy or not, could purchase. 

Even though cultural critics Max Horkheimer and Theodor 
Adorno argued that mass produced commodities would 
result in passive consumers who are content to settle for the 
reproduction of sameness before the end of World War II (2002 
[1944]: 106), in relation to fashion their prophecy did not 
come into being until what one could name the ‘second wave’ 

in the mass production of fashionable dress occurred.  Since 
the turn of the century, the influence of fast and mainstream 
fashion has increased dramatically. Whereas the change of 
collections has sped up from the traditional two to as many as 
twenty per year, diversity lags behind and can be characterised 
by successive rather than innovative changes. Apart from 
most probably being the cause of Yamamoto’s exclamation 
that fashion has become ‘shit’ during the past fifteen years 
(Furniss 2013), one may also remark that fast fashion may 
also be characterised by its copying of catwalk designs, rather 
than employing designers to come up with their own creative 
designs and additions to the idea what fashion may be.  A 
next step is to realise that it is through imitation that looking 
fashionable has become even more widespread and within 
reach than it was during the mass production of fashion in the 
1950s. What is more, the difference between mass fashion of 
the 1950s and that of the post-2000 fast fashion is the fact that 
the items are not only produced on a much larger and global 
scale, their designs are direct imitations of the items shown 
during fashion weeks. 

If one now turns to Tarde’s distinction between fashion 
and custom imitation, and takes into account that fashion 
imitation is innovative and global, whereas custom imitation 
is conservative and local, one may notice that although the 
local-global distinction may still be in effect, the innovative 
aspect of fast fashion’s imitation is hardly to be found. 
Fashion’s current imitation, in other words, has very little 
to do with innovation and all the more with direct – and 
hence in a sense fashion-local – imitation. That is to say, 
one could argue that there is little to no innovation but 
merely a repetition of successive changes that do not truly 
challenge or alter our ideas about what fashion may be, do 
or express. To put it differently and in the words of online 
retailer Byronesque: “Fashion has become so driven by mass 
consumerism that everyone looks the same and it’s hard to 
be inspired anymore”.  Think about Normcore, a cynical 
comment upon society in its origin, yet also a poignant 
example of what people wear on a day-to-day basis: there 
seems to be so much imitation, semblance and expressionless 
dress that it may be safe to say that what we currently call 
‘fashion’ actually resembles Tarde’s concept of custom 
imitation more than anything else. Even though it is global, 
rather than the locality Tarde associated with conservatism 
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and consolidation (1903: 268), fashion currently noticeably 
lacks innovation, is rather conservative, and our times may 
be characterised by what one can call ‘custom imitation in 
fashion’. It may be what Tarde would name ‘a broadened 
custom’, since it lacks the most important characteristic Tarde 
tied to fashion: that of true change (1903: 380).

  
3. A STIPPLING TRADITION AND NEW FASHION 
EXPRESSIONS

As described in the former section, the ways mainstream 
and fast fashions currently operate causes them to introduce 
successive changes of what essentially remains the same. No 
remarkable changes are introduced and little to no creative 
innovations can be noticed. Fashion imitation has become 
custom imitation. In search for new impulses for fashion why 
not turn to tradition for inspiration? This was exactly what 
Spanish-Colombian designer Ricardo Ramos thought when 
he turned to the traditional garments of the people of the 
Dutch village of Staphorst for his Fall/Winter 2011 collection, 
entitled Reconstructing Klederdracht [traditional dress], 
which he presented during the Berlin Fashion Week of the 
same year.

A typical feature of the Staphorst traditional dress consists 
of the colourful dots of paint with which the fabrics are 
decorated. The tradition originates from 1905 when Frans 
Vloedgraven, owner of a textile shop in Staphorst started 
selling the fabric (Bakels 2015: 39). The fabric was a success 
and became a prominent feature of the traditional garments of 
Staphorst (Ibid.). In addition, the people of Staphorst started 
to create their own stamps by placing nails and pins into 
pieces of wood or cork and a tradition was born (see Figure 1).

After World War II, however, the number of people 

Figure 1. Staphorster Stippling

wearing Staphorst’s traditional garments declined rapidly. 
And although one could still find some young people dressed 
in traditional garments in the 1990’s, today it is hard to find 
women under the age of fifty doing so (Oosten et al. 2012: 
9). It is therefore more than likely that the traditional wear of 
Staphorst will eventually follow the fate of many of the other 
traditional garments in the Netherlands, and will disappear 
into museums, closets or attics to never be seen worn out 
on the streets again apart from at times of commemorative 
festivities.

Aware of the disappearance of traditions and therewith 
crafts and skills that accompany these, the people of Staphorst 
came into action (Oosten 2012: 9). Only a few months after 
Ramos’ 2011 Berlin show a fashion show had been planned 
to celebrate the 200th anniversary of the village of Staphorst. 
The villagers had, unknowingly, taken on a similar stance 
towards their traditional fabrics and had asked the people of 
Staphorst to come up with their own contemporary designs 
based upon the traditional stippled fabrics (Oosten et al. 2012: 
8). Former painter and inhabitant of Staphorst, Gerard van 
Oosten was one of the participants and continues to keep the 
tradition alive in Staphorst and beyond. Apart from compiling 
a book in which van Oosten combined images of traditional 
wear, Ramos’ 2011 collection and the contemporary designs 
created by the people of Staphorst, he actively promotes the 
preservation and continuation of the skills and techniques of 
creating stamps and paints needed by giving workshops in 
which the old technique is used to decorate modern clothing 
(see Figure 2).

 

As indicated above, the preservation of skills and 
techniques is one of at least four opportunities that arise from 
the revival of tradition for fashion. Apart from preservation, 
one may also notice a cultural revival of the decorative 
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Figure 2. Stippled underwear 
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4.  CRITICAL AND CONCLUDING REMARKS: 
POSSESSION AND APPROBATION

In 2013 Staphorster Stippling made it onto UNESCO’s 
preliminary list of intangible cultural heritage. The placement 
on the list does not only entail a preservation of the 
traditional techniques, one of the additional criteria is that 
the heritage is passed on to younger generations (Bakels et 
al. 2015: 39). In other words, apart from safeguarding the 
technique, UNESCO, also demands that the cultural heritage 
is broadened, innovated and as such transformed into modern 
practices. Whereas the example of Staphorster Stippling 
being adopted by Ricardo Ramos and Gerard van Oosten’s 
workshops are solid examples of such transformations, 
scholar P.J. Margry has pointed out the paradox that these 
demands bring about. The latter posits two points that may be 
labelled as paradoxical since they undermine certain aspects 
that can be said to be essential for the preservation of the 
heritage. The first one entails the question of possession, the 
second one that of commercialism. In this concluding section 
both will be discussed and related to the dynamic move from 
tradition to new fashion expressions, ethical consumption, 
preservation of skills and techniques and, perhaps most 
importantly, to cultural revival.

The question of who possesses certain techniques is 
a complicated one, which also emphasises the essential 
intangible character of the heritage in question here. Do the 
ladies that still wear the original fabrics own the technique? 
Does it belong to the people of Staphorst in general? Is there 
a problem with fashion designers such as Ramos, people 
participating in workshops and van Oosten’s underwear 
deploying the technique that is originally associated with 
a tradition that is more than a century old? Briefly moving 
beyond Staphorst is perhaps the most effective way of 
discussing how complicated matters are. In November 2015 
the Inuit Nunavut family discovered that fashion designer 
Kokon to Zai, who designs for upmarket Europe, had copied 
one of their sacred designs. The original parka belonged to 
a shaman named Ava who designed and made it to protect 
him against drowning, hence the hands on the chest.  Figure 
4, presented below, allows one to compare the sacred Inuit 
design (left) and the commercial fashion design (right). 
It does seem that Salome Ava, great-granddaughter of the 

technique itself. No longer limited to traditional wear, but 
fashionable items of clothing are decorated with the colourful 
dots, which have been extended from tradition into fashion. 
This is a dynamic and a direction Gabriel Tarde has not 
described, nor taken into account. It entails a force from what 
is local, handcrafted, and susceptible to little change that 
influences and initiates innovation that may expand globally. 
The pair of shoes presented below, for instance, would most 
probably have not come into being without van Oosten’s 
enthusiasm and energy towards preserving the technique and 
the potential he saw alongside (see Figure 3).

 
A third aspect that can be related to the revival of 

Staphorster Stippling has an ethical and ecological character. 
Rather than cheaply buying mass-manufactured items of 
clothing, the participants in van Oosten’s workshops; those 
that purchase the paints he has developed to decorate their 
own fabrics or items; or fashion design students are likely 
to value the fabric and items much more. Investing time 
and dedication towards the creation of stippled fabrics, for 
instance, entails building up a different relationship with what 
we wear; a relationship that will most probably last much 
longer and reach much deeper than that of the average item 
on sale in a high street. Placing such values above those of 
cheap novelties inevitably lead to less waste, more conscious 
production and consumption of fashionable items. And 
lastly the revival of the Staphorster Stippling can be said to 
have introduced new expressions in and for fashion. As the 
fashionable pair of high-heeled shoes, the pair of underwear, 
and Ramos’ collection show: the decorative tradition has 
succeeded to provide fashion with new powers of expression, 
and as such we have moved from tradition to fashion. 

Figure 3. Stippled high heels
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shaman was right when she exclaimed the following words: 
“This is a stolen piece. There is no way that this fashion 
designer could have thought of this exact duplicate by 
himself”. 

 

The example above illustrates the ways in which 
ownership is tied to both tradition and meaning as well as to 
commercialism. For the Inuit the decoration of the parka is 
possession of their shaman and sacred since it was designed 
to protect him. Fashion designer Kokon to Zai, however, has 
appropriated the design for his collection; the jumper featured 
above was to be sold for $925 CDN.  Whereas the Inuit value 
the sacredness of their ancestor and his history, it is safe 
to say Zai’s motivations for using the design have a more 
commercial character. As such the question of possession 
must be tied to that of commercialisation.

If one now returns to the Staphorster Stippling and the 
question of ownership similar paradoxes arise. The women 
that still dress in Staphorst’s traditional costume on a daily 
basis must also be associated with a traditional style of living. 
Severely religious, modest and morally conscious as they 
are, it is easily seen that they would most probably be as 
shocked, if not insulted, at seeing ‘their’ technique used on 
promiscuous high heels and underwear used as the Inuit were 
in the example above. In addition and as Margry also points 
out, the popularisation of the tradition may also function as 
a magnet for tourists that are drawn from the fashion back to 
the original Staphorster costume and therewith potentially 
turning Staphorst and its inhabitants into a circus lacking 
all privacy to shape one’s life freely, whether according to 
tradition or the latest fashion.

One may therefore conclude that, as argued in this 
paper aided by Tarde’s concepts of traditional and fashion, 
traditional crafts and techniques can contribute to ethical 

cultural revivals that bring new expressional qualities for 
fashion. In order to prevent a clash of traditional and fashion 
cultures, in which traditional symbolism is monetised and 
hence ‘stolen’, a distinction between craft, technique and 
skills on the one hand, and signification on the other, needs 
to be made. Whilst craft, techniques and skills are preserved, 
fashion is offered surprising traditions as a way out of the 
unimaginative commercial fakes and fast fashion this paper 
opened with. As such the culture of tradition and that of 
fashion do not need to clash but may operate as a community 
in which cultures are respected and crossovers celebrated.

Figure 4. Sacred Inuit design (left)    Kokon to Zai (right)
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Abstract

Fashion systems are mechanisms for the production and consumption of clothing and fashion-related consumer goods. These structures change continually 

to adapt to changes in production technologies and consumer tastes and several systems operate at any one time. On one side, the prevailing contemporary 

fashion system focuses on mass production in an effort to reduce costs and time in getting product to global markets. However, these practices are increasingly 

coming under scrutiny as the health, safety, and treatment of workers and environmental effects of manufacturing techniques are considered exploitative and 

unsustainable. On the other side, traditional fashion systems that rely on the making of artefacts by hand that focus on craftsmanship and quality have declined 

in favour of feeding the contemporary customer’s insatiable appetite for cheap and fast fashion. However, emerging groups of anti-fast fashion enthusiasts 

scouring vintage clothing stores for expertly made clothing point to a revival of craftsmanship and while they are not necessarily interested in learning how to 

make clothes for themselves they are interested in appreciating well-made, one-of-a-kind fashion artefacts. Thus, understanding how fashion navigates through 

seemingly contradictory fashion systems is of interest. In this paper, I propose an empirical research project that aims to explore craftsmanship as a concept 

of doing things well by hand through an ethnography of tailors and shoemakers (cordwainers) to understand how craftsmanship is performed in traditional 

fashion systems and what embodied skills, materials, and tools are used in contemporary forms of craftsmanship. In other words, how body and materials 

engage in the making of bespoke fashion artefacts, such as a suit or a pair of shoes. The purpose of this research proposal is to make an empirical contribution 

to management studies literature by investigating the role of materiality and embodiment in the organization of work through craftsmanship.
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1. INTRODUCTION

In this paper, I propose an ethnography of master 
craftspersons in the field of tailoring and cordwaining to 
explore how craftsmanship is performed in today’s world 
and what skills, materials, and tools are used. I look at 
craft not only a component of cultural heritage, but also a 
barometer of societal values that can used to critique existing 
practices in the fashion industry. Positioning tailors as a 
group of professionals who are facing profound changes to 
their way of working, I trace craftsmanship and its role in 
the development how clothes are made today. A newfound 
re-appreciation of traditional methods of making clothes 
suggests that tailors and cordwainers continue to play an 
important part in the fashion ecosystem despite the challenges 
fast fashion has brought to their trade. Arguably, the ways in 
which craftspersons practice embodiment and the physicality 
of materials and tools of making things is not well explored 
and requires a closer look.

2. DEAD TAILORS SOCIETY

In the 2013 documentary film Men of the Cloth Italian-
born and trained master tailors talk about their craft and 
experiences working in the United States. An important 
theme that emerges is the plight they face about the future of 
tailoring which is presented as a declining art form—at least 
in North America. After an August 2014 screening in Toronto, 
the film’s director, Vicki Vasilopoulos, organized a panel 
discussion of local tailors to relate their own experiences to 
those portrayed in the documentary. The tone of the discussion 
turned dire: not only is tailoring declining, but also the 
closing of businesses at an alarming rate appears to foretell 
the death of the industry (see also Almond, 2011). However, 
not all tailors share that view. Interested in exploring the 
issues facing the future of tailoring, I co-founded the Dead 
Tailors Society, an informal group of tailors, journalists, 
style makers, and educators to determine to what degree 
views of despair were shared or contradicted and if there is 
an opportunity to address those views. During the inaugural 
meeting, it became clear that there is disagreement among 
members about what direction the industry should take. One 
key theme emerged: those advocating for the centuries-old 

art of craftsmanship versus those who look to adapt tailoring 
ideologies to modern apparel mass production. If traditional 
tailoring has waned in favour of global fashion brands, is 
there a role for craftsmanship in the making of clothes? The 
answer may be ‘yes’ when considering society’s shift to 
embracing things related to craft. 

3. CRAFTSMANSHIP

A renewed interest in craftsmanship in recent years, 
particularly in the U.K., has us knitting sweaters from home-
spun woollen yarns from backyard sheep, foraging in pastures 
and woodlands for native herbs and vegetables to turn into 
culinary feasts, and stitching patchwork quilts to immortalise 
family histories. And if we do not feel inclined to make these 
artefacts by ourselves, we voraciously devour content served 
up by television programmes, magazines, websites, and 
blogs. Further, to share our interests with other like-minded 
individuals we are (re)building communities, such as ‘craft 
collectives’ and ‘maker movements’ around the globe . This 
phenomenon has also sparked a renewed interest among 
researchers in the role of craft in today’s society (for example 
see Bratich, 2010; Lingel and Regan, 2014).

In his book The Craftsman, Richard Sennett investigates 
craftsmanship and the relationship between material, worker, 
and organization. He observes “craftsmanship may suggest a 
way of life that waned with the advent of industrial society—
but this is misleading. Craftsmanship names an enduring, 
basic impulse, the desire to do a job well for its own sake” 
(2008: 9). In his definition, crafting is the mastery of skill that 
also encompasses the economic, political and sociological 
consequences of making things. By looking at the process 
of making, the role of industrialization, and the evolution 
of craftspeople, Sennett asserts that crafting exemplifies the 
challenges of the Industrial Revolution and the successful 
mechanization of work done traditionally by hand. 

However, definitions of traditional processes like craft 
have surprising difficulty in reaching consensus. While 
Sennett suggests that craftsmanship is “the skill of doing 
things well” (2008: 8), Christopher Frayling in his book On 
Craftsmanship defines craft as “an activity which involves 
skill in making things by hand” (2011: 9). Glenn Adamson 
in The Craft Reader understands craft as “the application 
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of skill and material-based knowledge to relatively small-
scale production” (2010: 2). Consequently, making sense 
of craftsmanship is complex and diverse: it depends on the 
frame of reference as there are multifaceted debates inside 
various disciplines and to make generalizations is difficult. 

It is therefore not surprising to suggest that contemporary 
craft faces similar definitional challenges. Is modern 
craftsmanship a new application of an existing process, a 
redefinition in a new reality, or a combination of the two? 
Certainly the advancement of new technologies, such as 
computer aided design systems, have broken ground for 
the virtual artefact and created entirely new opportunities. 
While Sennett (2008) suggests that physical and digital 
craft production are comparable, a recent study suggests 
otherwise. Margo Barton (2012), in a practice-led research 
study of utilizing 3-D technology in creating a hat versus 
using traditional methods of making a hat on a head form, 
found virtual creations less satisfying to her sense of 
accomplishment as a craftsperson. She much preferred to see 
and share a physical object with others to experience holding 
and wearing an artefact. 

However, regardless of preference for the physical or 
acceptance of the virtual object, the role of craftsmanship 
is increasingly becoming important to consumer goods in 
general, and fashion specifically. Fashion undeniably is a 
global phenomenon and seemingly developments in one 
geographic area are adopted by another (Entwistle, 2015: 
223-228).  Indeed, it is not uncommon for European trends 
to become the precedent for North American trends (Fernie 
et al., 1997) and Canada is likely in the early stages of re-
adopting fashion craft artefacts in particular. Early indications 
point to this phenomenon taking hold in Canada’s largest city. 
For example, The Hogtown Rake, launched in September 
2014, is the first blog devoted to men in Toronto interested 
in dressing well. Another, highlighted in a recent newspaper 
article (Delap, 2015), portrays hipsters  in Toronto with a 
growing interest in old-fashioned, artisanal values and an 
appreciation for how clothes used to be made. This interest 
in traditional values invites further study of the impact 
craftsmanship has had and continues to have on the fashion 
industry today. To understand the relationship between craft 
and fashion requires a look at the history how clothes were 
made and how recent developments in manufacturing have 

favoured the latter over the former.
    As elaborate fashions popular during the Middle Ages, 

Renaissance and Baroque periods waned during the late 
eighteenth century, focus shifted from decoration to fit of 
clothes (Almond, 2011). This change in consumer tastes 
consequently established tailors not only as makers, but also 
as craftsmen. Mastering the techniques of moulding cloth 
onto the body, encouraged tailors to become specialists in the 
making of components of a garment, such as marking and 
cutting of cloth, shaping jacket sleeves, and assembling the 
parts into the final product. Consequently, several individuals 
were involved in the making of a garment, thus establishing a 
process of organized work, which arguably can be considered 
an early fashion system.

4. FASHION SYSTEMS

Technological advancements and continued changes in 
consumer preferences affect mechanisms for the production 
and consumption of clothing (Bell, 1976; Wilson, 2013). A 
fashion system a set of interconnected activities that consists 
of makers, practices, processes, artefacts, promotion, supply, 
demand, and consumers (Leopold, 1993; Wills, Midgley and 
Christopher, 1973; Barnes and Eicher, 1992) and these modes 
change continually. Indeed, a number of systems coexist 
with different approaches to production for different markets 
(Fine & Leopold, 1993). For example, women’s fashion is 
organized differently from men’s and children’s and high 
fashion attracts a different consumer than mass market 
apparel (Entwistle, 2015). 

Historically, up until the Middle Ages in the Western 
world, the making of clothing and other household goods was 
performed by non-specialists for domestic use and latterly 
by full-time specialists for trade (Nicklin, 1971). As clothing 
became increasingly ornate to demonstrate wealth, tailoring—
the cutting and sewing of cloth to make men’s outer 
garments—developed by the late thirteenth century as the 
new class of wealthy merchants were able to afford specialists 
to make their clothes according to specific instructions. 
Throughout the Renaissance and Baroque periods, ornate 
garments continued to dominate. Then, as elaborate fashions 
waned during the late eighteenth century, focus shifted from 
decoration to fit of clothes, establishing tailors not only as 
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makers, but also as master craftsmen in the emerging fashion 
scene. Years of training and experimentation enabled them 
to develop techniques to mould cloth onto the body in an 
aesthetic that resembles today’s trend for consumers to wear 
close fitting garments (Almond, 2011). Mastering these 
techniques encouraged tailors to become specialists in the 
making of components of a garment, such as marking and 
cutting of cloth, shaping jacket sleeves, and assembling the 
parts into the final product. 

The Industrial Revolution then heralded the commercial 
production of clothing characterized by an assembly line 
approach of constructing subcomponents into the final 
garment (de Vries, 1994). While the craftsmanship approach 
directly influenced techniques of mass production, the purpose 
is distinctly different. For example, for tailors the focus is 
on the skill of “doing things well” (Sennett, 2008: 8) such as 
achieving exquisite quality, using exclusive materials, and 
producing one-of-a-kind artefacts. In contrast, for clothing 
makers working in mass manufacturing the focus is on the 
skill of “doing things fast” (Gunasekaran, 2001) so increasing 
productivity, allowing high efficiency, and lowering cost. 
Further, the expansion of fashion systems in the late twentieth 
century has continually pushed mass manufacturers to do 
things even faster, even more productively, and ‘doing things 
cheap’ by shifting production from home markets to factories 
in developing countries to take advantage of low labour costs. 
These developments have not been without controversy, such 
as conditions that significantly compromise the health, safety 
and fair treatment of workers as most recently exemplified by 
the 2013 collapse of the Rana Plaza building in Bangladesh, 
killing 1129 and injuring more than 2500 garment workers. 
Other issues point to practices that compromise the 
environment by diverting harmful effluents as the result of 
textile processing into river systems and concerns about the 
ethics of producing excessive amounts of clothing to meet the 
wants, rather than the needs, of the Western consumer.

While—as pointed out earlier—there is no single fashion 
system, I suggest there is a prevailing contemporary fashion 
system, namely “fast fashion”. Fast fashion was pioneered 
by Inditex, the Spanish multinational organization behind 
fashion retailing giant Zara, in the 1990s by reducing the 
lead times (development to selling) of fashion product from 
six to nine month industry average to as low as one week 

and dramatically increased the introduction of new styles 
(Burgen, 2012). Zara’s successful business model has been 
wholly adopted by other global fashion retailers including, 
H&M, Forever 21, Topshop, Uniqlo, Primark, and Joe Fresh 
and influenced the sourcing strategies utilized by traditional 
retailers. While it is difficult to ascertain what percentage of 
the global fashion industry is driven by fast fashion, a 2013 
study by consulting firm Mackenzie & Co. suggests that 
Bangladesh, Vietnam, India, Myanmar, Cambodia, China, 
Indonesia, and Pakistan will continue to grow as fashion 
sourcing hot spots. These countries are most commonly 
associated with the lowest labour costs. As the global apparel 
and footwear market is estimated to approach US$ 2 trillion 
by 2018 (Euromonitor International, 2014), the impact by 
multinational fast fashion retailers on the fashion systems can 
be considered significant. 

Although the momentum for manufacturing innovations 
in fashion is currently focused on mass production in general 
and ‘fast fashion’ in particular, it is not surprising that fashion 
craftsmanship continues to be under pressure. Tailors, 
whose exclusive domain of clothing production has been 
custom, made-to-measure and bespoke, have started to face 
competition in the last few years from travelling salespeople 
and savvy websites that offer custom and made-to-measure 
suits, shirts and shoes  faster and more cheaply. While a 
‘hogtown rake’—a presumably wealthy businessman—may 
prefer the traditional in-person experience of a local tailor, a 
hipster—a presumably less wealthy man in his 20s or early 
30s—may have no hesitation in purchasing tailor-made 
goods online in order to save money. While the renewed 
interest by Torontonians in fashion craftsmanship may not 
subdue the concerns of the Dead Tailors Society members, 
the commissioning and making of bespoke artefacts appears 
to indicate an emerging shift in fashion systems. If there 
is a select group of fashion consumers whose behavior 
straddles the divide between mass manufactured clothes 
and bespoke clothes, how does craftsmanship as described 
work in today’s fashion systems? One clue may be signs of 
disenfranchisement among a growing number of consumers 
question the high social and environmental  cost of producing 
fast fashion and the low perceived value of the products. 
In part, these consumers look for alternatives in how they 
consume fashion and increasingly flock to thrift stores and 
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vintage retailers to buy second hand clothes. Consequently, 
this is a group of consumers who are introduced to 
traditional craftsmanship as a by-product of changing 
purchasing behaviour. If there is a select group of fashion 
consumers whose preferences straddle the divide between 
mass manufactured clothes and bespoke clothes, how does 
craftsmanship as described work in today’s fashion systems? 
In order to explore this phenomenon, I need to understand 
the embodied practices and materials used in the process of 
fashion craftsmanship.

5. EMBODIMENT AND MATERIALITY

The importance of embodiment and materiality in the 
craft process has been described but is not well theorized 
(Boland and Collopy, 2004); however, the literature suggests 
that the two concepts are linked. Notably, Søren Poulsen and 
Ulla Thøgersen (2011) describe embodiment as the role the 
physical body plays in relation to material interaction and 
idea generation by suggesting that physical interaction with 
materials is obligatory in order to articulate, understand, and 
solve a design problem.  Materiality is “the quality of being 
composed of matter; material existence; solidity” (OED, 
2001) suggesting physical presence or thingness offered by an 
object. Thus, materiality plays an active role in how materials, 
objects, and artefacts interact with the world (Carlile et al., 
2013). For example, the choice of fabric directly influences 
whether a garment is ‘stiff’ or ‘drapey’. In order to appreciate 
the link between embodiment and materiality in tailoring, it 
also is important to understand the role of the body.

I n  M a u r i c e  M e r l e a u - P o n t y ’s  s e m i n a l  b o o k , 
Phenomenology of Perception (2014), he suggests the body 
is a situated, lived experience that characterizes how we as 
humans engage with the world around us. In fact, it is the 
physicality of our body and the influence of objects on the 
body that shape our perception of the environment around us. 
From that perspective, Merleau-Ponty suggests embodiment 
is the actual shape and intrinsic capabilities of the human 
body and its interaction with the world, thereby linking 
embodiment with materiality. In making this connection, 
Merleau-Ponty challenges the Cartesian dualism of mind and 
body, whereby the body is an object detached from the mind, 
and instead argues that the body is capable of both imposing 

and accepting perception. As such, the relationship between 
body and mind is not that of dependency (the mind ordering 
the body to perform a function), but instead configured as a 
dialogue between the two.  That dialogue is not only through 
sight and sound, but also our other senses, particularly those 
of touch and feel.

As Merleau-Ponty puts it, “when I press my two hands 
together, it is not a question of two sensations that I could 
feel together, as when we perceive two objects juxtaposed, 
but rather of an ambiguous organization where the two 
hands can alternate between the functions of  ‘touching’ and 
being ‘touched’” (2014: 95). Touch, which facilitates haptic 
perception, is “the various sensibilities of the body to its 
position in the physical environment and to its condition” 
(O’Neil, 2001: 3-4) and “a combination of tactile and 
locomotive properties [that] provides information about 
the [material] character of objects, surfaces and whole 
environments as well as our own bodies” (Rodaway, 2013: 
48). Touch therefore can be thought of as having both active 
and passive characteristics that allow not only the body to 
affect material objects, but also material objects to affect the 
body. Consequently, not only can we tell the qualities of an 
object (for example, perceiving sandpaper as ‘rough’ and 
velvet as ‘smooth’), but also the effects an object imparts on 
our body (for example, feeling apprehensive or irritated by 
the rough surface of sandpaper and feeling comforted by the 
smoothness of velvet). Undoubtedly touch—and by extension, 
haptic perception—plays an important part in the link 
between embodiment and materiality in general and arguably 
a critical part in fashion in particular. For example, the feel 
of a fabric transmits information about the constituency of 
the material, its intended effect on the garment, and ways 
of manipulating materials and tools in order to arrive at the 
desired artefact. 

Ironically, participants in contemporary fashion systems 
are commenting on the divergence fashion design has taken 
from its embodied roots.  For example, British scholar and 
fashion designer Julian Roberts has stated “before you buy 
a garment and wear it, it will have been touched by many 
skillful hands, but often the hand that touches it the LEAST 
is the hand of the fashion designer” (Romano, 2011, her 
emphasis). Roberts’ reflection on fashion design¬ suggests 
a call for rediscovering the role of craftsmanship. While 
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research about the contemporary fashion systems is well 
under way, very little empirical research has been conducted 
on the traditional practice of making fashion artefacts, the role 
of embodiment and materiality, and the use of craftsmanship 
in the world of today. 

6. RESEARCH QUESTIONS 

Craftsmanship was a favoured method of production but 
has been gradually displaced by  changes in contemporary 
fashion systems. However, more recently we have witnessed 
the revival of craftsmanship in the form of a re-appreciation 
of bespoke fashion artefacts, implying a new form of craft 
fashion system. On one hand, the traditional trade of tailors 
and cordwainers has been an open-source structure of many 
small markets. On the other hand, the business of fast fashion 
is global due to the economies of scale afforded by large, 
multinational organizations. Effectively, fast fashion is 
dominated by relatively few players in few but large markets 
that necessitate a closed system of knowledge in order to 
retain competitive advantages. The apparent contradiction 
between tailoring and mass manufacturing, however, appears 
to be mitigated when one considers that tailors have adapted 
to changes in fashion systems during the past seven hundred 
years whereas fast fashion, conceived a mere twenty years 
ago, is just now facing its first challenges.

While I am interested in exploring the relationship between 
craftsmanship and contemporary fashion systems per se, this 
research project will focus on tailors and cordwainers, how 
they perform craftsmanship today, and what skills, materials 
and tools they use. At this stage of the research project, I 
describe craftsmanship as ‘the skill of doing things well by 
hand’ by merging Sennett’s (the skill of doing things well) 
and Frayling’s (doing things by hand) definitions mentioned 
earlier.  Within this framework then, I am interested 
in exploring the following two questions: first, how is 
craftsmanship performed in bespoke fashion artefacts; and 
secondly, what embodied skills, materials, and tools are used 
in today’s form of craftsmanship? Within this context I am 
proposing an ethnographic, qualitative study to understand 
the making process used by craftsmen and/or craftswomen 
in their workshops. At this stage, the making process will be 
tentatively defined as ‘the stages in the crafting of an artefact 

carried out by an individual or group of individuals informed 
by training and intuition in the solving of a single, but 
complex problem.’ In this study, the artefacts resulting from 
the making process are bespoke pieces of clothing such as a 
suit and a pair of shoes.

7. METHOD 

Bespoke fashion artefacts—still relatively rare items 
within modern day fashion systems—are products that 
culminate from a process carried out by craftspeople who 
carefully apply skills of doing things well by hand. By their 
nature, these artefacts represent extreme cases of production 
within contemporary fashion systems generally characterized 
by mass production techniques where machines do the work. 
My questions focus on the relationship craftspeople have with 
their bodies, materials, and tools and in order to investigate 
these I need to explore the practices employed during the 
making process. I need to be close to the process and watch 
craftspeople do what they do in their workshops over a period 
of time. This requires an ethnographic approach.

Ethnography as defined in The SAGE Dictionary of 
Social Research Methods is a set of methods “that share the 
assumption that personal engagement with the subject is the 
key to understanding a particular culture or social setting” 
(Jupp, 2006: 101). While observation is often the primary 
data collection method, interviews, documents, film and 
photography, life histories and so on all contribute to explore 
social phenomena through an intense relationship between the 
researcher and the field and its inhabitants (Ibid.). Ethnography 
is an appropriate approach in exploring the making process 
in craftspersons’ workshops in as much as ethnographers 
are “observers both of human activities and of the physical 
settings in which such activities take place” (Angrosino and 
Rosenberg, 2011: 467). Indeed, ethnographic observation 
often functions as a collaborative approach in which the 
researcher no longer operates at an impartial distance from 
those being observed. Instead, those studied are not always 
considered ‘subjects’ of research but “active partners who 
understand the goals of research and who help the researcher 
formulate and carry out the research plan” (Ibid.).

This perspective of collaborative enquiry raises important 
questions about my ontological and epistemological 
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assumptions. My extensive experience as both a practitioner 
in the modern fashion systems described earlier and as an 
educator of future practitioners leads me to concede my 
‘insider knowledge” and how I approach the research project. 
Allowing the research participants to help define ways to 
achieve the goals of my proposed study will be useful and 
perhaps even desirable in an attempt to situate my insider 
knowledge. My decision to utilize ethnography was further 
influenced by Ulla Raebild’s (2013) discussion of how new 
ways of understanding the work of fashion designers can 
be uncovered through the use of qualitative techniques. She 
shows that the diverse nature of data produced using video, 
audio, and text not only presents itself in different material 
forms, but also invites different analytical approaches. 
Specifically, Raebild suggests that video is appropriate when 
“aiming at obtaining bodily actions, embodied knowledge 
as well as non-linear processes, whereby the qualitative 
interviews allow the informants to describe their own 
experiences related to the work methods they use when 
designing” (2013: 391). In addition, a study that focused on 
understanding the London tailoring industry (Ross, 2007) 
also employed ethnography when the researcher was invited 
by a tailor to view a fitting of a suit. Lastly, a study exploring 
material practices that lead from idea to product in perfume 
making was an ethnographic study that focused on getting “as 
close as possible to everyday activities” in the design studios 
(Endrissat and Noppeney, 2013: 67).

8. RESEARCH DESIGN 

I consider the study conducted by Nada Endrissat and 
Claus Noppeney mentioned in the previous section as 
exemplary in designing my research approach. Their study 
focused on materiality in the making of perfume exploring 
the sense of smell, a perspective that aligns with my study’s 
emphasis on the sense of touch. Endrissat and Noppeney 
collected data over a six month period that included 
observation, interviews, and the review of documents 
culminating in 500 pages of field notes, 1200 photographs, 
180 hours of video, audio recordings and transcriptions of 
formal and informal interviews, and examples of versions 
of perfume (2013: 67). Based on this design, I propose the 
following primary data sources.

I plan to conduct approximately 12 months of field 
observations in tailors’ and shoemakers’ workshops in 
Toronto. The informants will be makers of bespoke articles 
of clothing who perform significant work on components and 
the final assembly of the artefact. The makers will be masters 
in their trade earned through either formal schooling or by 
practice (achieved after 10,000 hours or 5-7 years of work) 
and masters’ apprentices. 

Bespoke tailor shop owners run busy operations and accept 
clients’ orders to maintain a steady flow of work. Generally, 
the shops employ ten or fewer workers. The making and final 
delivery of artefacts is driven by the nature of the making 
process and while the general philosophy is ‘the customer 
gets the goods when they are ready’ most orders are placed 
with specific dates in mind such as special occasion dressing. 
Workshops allow special clients privileges to place rush 
orders that may take priority over others already in progress. 
Therefore, each workday is different based on workload and 
changing priorities, although the sequences in the making 
process remain linear. For example, a jacket has to be cut 
from the fabric before construction can begin and finishing 
materials such as buttons can be added. Although several 
craftspeople can be involved in the making of a single 
artefact, they tend to be specialists in specific operations. 
For example a sleeve setter’s primary function is to sew in 
the sleeves on jackets and coats; however, he or she is likely 
cross-trained to complete other tasks as well. Consequently, 
workers may not necessarily know exactly what they will 
be working on each day. It can take several weeks to craft a 
bespoke suit and about forty hours to construct a bespoke pair 
of shoes.

During fieldwork I hope to witness specific suits or pairs of 
shoes made from beginning to end and to investigate relations 
among the steps in the process making. For example, if a 
fabric is very difficult to handle and cut (an early stage in 
the process), what is the impact on sewing and finishing 
(later and final stages)? It is likely that a large number 
of suits at various stages of production inform a typical 
workday and that I will be able to see the full process several 
times during the study.  In addition I will collect physical 
materials (scraps of fabric, discarded components, samples 
of notions, etc.) which may help in the assessment of the 
properties of fabrics used. At times, it will be appropriate to 
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informally ask the participants specific questions about how 
they describe their engagement with their body, materials, 
and tools during the making process. In addition, it might 
be also appropriate to visually record the action. The reason 
for suggesting video stems from my experiences during a 
previous study on artisanal fashion designers, a group not 
too dissimilar to tailors and cordwainers. I found that by 
simply voice-recording the conversation, I was not able to 
capture the non-verbal aspects of the interview such as hand 
gestures and the references to visual materials. In addition, 
I also found that some informants had difficulty articulating 
their thoughts and non-verbal communication often was 
the only way of communication. I also suspect that, during 
the making process, craftspeople employ several objects 
under investigation simultaneously, such as the hand guiding 
the scissors to cut the fabric—body, tool, and material 
interaction—and it might be advantageous to use video to 
analyse each part separately to understand the connection 
among them (Dorst and Cross, 2001: 428). I will also 
carefully document the physical properties of the workshop 
and the location of workstations to assess how work is 
organized. Additionally, I will complement my observations 
with more formal, semi-structured interviews with some or 
all of the participants. During the interviews I will present 
photographs, video clips, and/or samples of the materials I 
collected to open and guide the discussions. Throughout I will 
maintain field notes and begin the analysis of the data inspired 
by principles of grounded theory (coding, categorization, 
etc.) Visual records (photo and video) and interviews will be 
transcribed and loaded into NVivo for coding and subsequent 
analysis.

9. CONCLUSION 

This research project aims to investigate the re-emergence 
of craftsmanship and its role in today’s fashion systems 
and aims to contribute to the literature on embodiment and 
materiality in organizations through an ethnography of tailors 
and cordwainers.  
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Abstract

Unstitched garment is considered pure in the Indian culture and only comes alive when worn on the body. It envelopes the wearer and has adaptable nature. 

This type of dress component also provides fluidity in terms of its usage.

The idea of veiling or ghoongat is not very old to the Indian society but is a practice that has come into existence as a result of multiple cultural invasions. It 

still exists in our country and has been developed diversely based on individual demographic needs. The saree has always been in focus and has been studied 

in-depth but there has been very little documentation of the dupatta that has a very rich baggage of cultural history. 

In almost each state there are multiple variations in which a dupatta can be draped based on the occasion and the type of work that one needs to carry out. 

A dupatta concocts a dialogue between body and dress hence defining the social order. The veiling of a dupatta signifies respect to the elders and helps 

maintaining decorum with the males. It also provides protection from harsh climatic conditions like heat, rain or cold weather. It is believed to ward off evil 

and used for carrying goods. The folk songs and poetry constantly establishes its importance in Indian Lifestyle.

So the idea is to reestablish this piece of dress in the contemporary environment and document its drape techniques with specifications.  The paper attempts to 

build a resource contextualizing the cultural significance of this simple and graceful adornment to the body. 
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1. INTRODUCTION

Since Vedic times (Alkazi 1993) men and women of 
ancient India wore three unstitched garments; antarya-a 
lower garment which is draped around the waist and between 
the legs in a kachcha style similar to present day dhoti; 
kayaband-a draped belt around the waist secured with a 
looped knot at the center front to support antarya and the 
third is uttarya which is another length of cloth to cover the 
upper part of the body. The Uttarya; a draped uncut length of 
cloth had been a unisex garment for men and women since 
Mauryan (322 BCE - 185 BCE) and Sunga (185 BCE- 75 
BCE) Periods. It was worn in several ways in order to suit the 
comfort and the drape used to change based on work profile 
of the wearer. The courtesan would wear it elegantly on both 
the shoulders or diagonally across the chest with a casual 
knot at the waist. Whereas, a laborer or artisan would wear it 
in such a manner that hands could remain free for hands-on 
work and do not hinder their task. For them it was a garment 
of multiple functions ranging from mopping their face off 
sweat or for laying food and sometimes it was even bundled 
to be used as headrest. Along with function, fabrics were 
also different; Royals had fine cotton or silk with decorated 
borders whereas poor sections wore coarser materials. There 
have been no mentions of the dimensions of this ancient 
Indian garment in the literature. 

These draped and uncut garments have undergone many 
changes due to migrations, invasion from Central Asia 
and international trade which lead to a significant change 
towards adoption of stitched garment (Crill, 2010). The 
antarya, kayaband got transformed into tailored alternatives 
with the addition of upper garments called choli, peshwaz 
or angrakhi for women and chogas or angrakhas for men. 
The only garment which was scarcely influenced by these 
cultural and commercial changes and sustained its original 
form was uttarya; though the nomenclature and dimensions 
kept changing. In spite of this radical change and constant 
evolution, it has still sustained its significance and worn 
by women along with stitched and unstitched garments 
and termed as dupatta, odhani, chunari, chunni, hrida etc. 
In Sanskrit literature duppattas have been given several 
names such as avagunthana, niringi, nirangika, mukhapata, 
sirovastra and Yavanika (Goswamy, 2006).

In Sanskrit literally ‘Du’ means two and ‘patta’ means strip 
of cloth. In India, a dupatta worn by women in everyday life 
narrates the story of its relationship with the body. It is a dress 
component with diversity in point of views being functional 
and ornate/decorated at the same time. As it is an unsewn 
garment it can be worn in wide variety of styles. The use of a 
dupatta is to cover head or face, cleavage or the bosom hence 
creating an enveloping for the upper body. It can either be 
taken like a cape over the shoulders or can just be wrapped 
around the arms.The fabrics range from cotton, silk and wool 
in light to medium weights with patterns varying from lines, 
checks to folk. In the Indian subcontinent covered head and 
body are considered forms of modesty and virtue for women. 
The variety in fabric content and weight is also rendered from 
the geographic/climatic conditions of the region. This paper 
aims to understand its variety in terms of style, decoration and 
draping techniques in different parts of the country. It also 
aims to comprehend the cultural and social beliefs which are 
associated with the color, drapes and surface ornamentation 
of this garment. It also attempts to collate its evolution, 
adaptation and sustenance in contemporary India. 

2. MATERIALS AND METHODS

There has been lot of information on costumes of India in 
various written and verbal resources however information 
on dupatta is diminutive and not cumulated like other 
components of Indian garments. The information has been 
extracted from various primary and secondary resources and 
amalgamated to document its classification based on states 
where dupatta is major component of the repertoire. States of 
Rajasthan, Haryana, Himachal Pradesh, Punjab, and Gujarat 
has been considered for information collection as most of 
the women wear stitched garments along with dupatta in 
these regions .The secondary information is collected from 
the books, research articles, blogs and Pinterest. Social 
networking sites provided a dependable resource to locate 
respondents belonging to different parts on the country. 
They have been interviewed and information has been 
collected through direct interaction, mails and telephonic 
conversations. Some of the respondents were generous 
enough to provide information on their region specific drapes, 
fabrics, dimensions and significance of the garment. These 
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traditional and contemporary dupattas were collected and 
the drapes were recreated to observe technique and style of 
drape and its influence on the silhouette of the body. Line 
drawings of these drapes has been developed and used 
along with photographs to create visual boards to showcase 
various draping styles, silhouette and fabric indications. 
Individual visual boards were developed for each state and 
contemporary style to represent drapes, fabrics and hints of   
surface ornamentation techniques along with flat sketches to 
document its specifications. The information of contemporary 
style of drapes was collected observing both street and 
ceremonial style which was later analyzed. Married women 
from different backgrounds were approached to collect 
dupattas from their trousseau and share their stories behind 
them. All this information was assembled, analyzed and 
categorized in order to develop textual and visual information 
which established dupatta as a significant component of any 
Indian women irrespective of the origin of their existence.

3. SOCIO- CULTURAL CONTEXT

In most part of India unstitched garments are considered 
pure and are used in most of religious, cultural and auspicious 
occasions. Men and women often wear unstitched garments 
like dhoti, sari, patka or parna to perform various religious 
and cultural activities (Kumar, 2006).For all 16 samskaras; 
body is adorned with unstitched fabric from child hood to 
marriage and several festivities, though dimensions, color 
and decoration of this unstitched piece of cloth vary. With 
the advent of time the length and width of uttarya altered and 
converted into dupatta however its significance didn’t change. 
Its unsewn form is still considered holy and sacred and often 
observed as indicatives of various beliefs in Hindu as well 
as Muslim cultures. Dupatta is also considered pure as it is 
often worn on head and shoulders and never touches any ones 
feet or ground. The dress of a woman not only narrates the 
wealth and social status but all the medium of beautification. 
(Tarlo, 1996) Customs when followed over a period of time 
contribute to a common sense of aesthetics. The Muslim 
women wore a dupatta with salwar-kameez and with the 
Muslim conquest in the north region it was adopted by the 
native women and it became a part of the regional attire of 
northern India. It plays a very vital role in social gatherings 

and interactions and its existence in a certain style of drape 
confirms relationships dictated in the family or society 
(Askari & Arthur, 1999). In most parts of northern India 
women are supposed to cover their heads in front of elders 
specially males and in some places they even need to draw 
it to cover their face if the person before them is in higher 
order of their relationship like father-in-law or elder males 
to the husband in conjugal village. In references made by 
several anthropologists veiling stops women to participate in 
discussion and be socially invisible. There are several degrees 
of modesty and still in the rural communities a women is 
expected to veil her. 

A single length of cloth carries a lot of versatility and 
has been used in India for daily and ceremonial purposes. 
Dupatta is often taken over the head while offering prayers in 
temples or mosques or Gurudwaras to offer as mark of respect 
to god as well as priests. Apart from cultural and religious 
significance dupatta also serve as a shield from all types of 
varied climates of India. It drapes around upper body to save 
from scorching heat of summers and cold chills of winters. 
No matter what, Dupatta is the most essential component 
of Indian garment and is paired with stitched garment like 
Salwar-kameez or Ghaghra-choli. 

In Rajasthan the odhani is used to perform many rituals 
around/for the tree (symbolic to women) that are also covered 
with odhanis. The odhanis or dupattas are scaled down to the 
size of idols of goddesses and draped around them. There is 
festival of punchbhikhum or Tulsi-ki-shaadi in North India 
and western India in which marriage is performed between 
tulsi plant and lord Krishna. The beautiful part is tulsi is 
decorated like a newly wedded bride dressed up in lehenga 
(Skirt) and chunri (veil cloth) some branches of the plant are 
pulled out and adorned with bangles. In Gujarat the Rabaris 
also celebrate Kanudo ceremony, the festival of birth of 
lord Krishna by creating an idol of his mother Yashoda and 
adorning it with jewelry and her face covered with a dupatta.
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and dimensions of the head-dress is still region specific and 
called by different names. The gaddis wear jhund or ghund 
which seems to derive from ghunghat meaning veil. This 
ghund is decorated on all four sides with golden lace called 
dhankawala or gottaiwala ghundu for special occasions like 
jatra “procession of local deities” (Sharma & Sethi,1997). 
Different communities like Chambials and Chudahans also 
have similar kind of dupatta with the dimensions of 2.5 X 2.75 
meters and often thrown on the head and draped around the 
shoulders. At the time of work at household or fields chadru 
was tied as turban so that it does not obstruct their work and 
also act as cushion to carry heavy weight baskets or water 
containing utensils. 

 

 

Dupatta is also inseparable part of settled communities 
like Katochs, Thakur, Ranas, Sharma, Choudharys etc. 
of Himachal Pradesh. These are contemporary dupattas 
which are often coordinated with the most common attire 
“salwar kameez”. It is well coordinated and married women 
cover their head and drape it across the shoulders whereas 
unmarried women keep loose ends at the back and on the 
front bodice. The dimensions are generally 1 X 2.5 meters. 
The headdress in higher regions is a square of .90 X .90 
meters is called dattu and is folded on its diagonal tied with 
the tasseled corners behind as a head scarf .This style is very 
common with kinnauri and Koli women.

4. DEMOGRAPHIC DIVERSITY

The dupatta has become a quintessential part of the dress 
in India and has penetrated in all regions. The contemporary 
form of it is worn across the subcontinent and has also been 
part of the school uniform. In most parts of North India 
Dupattas are worn by married and unmarried women whereas 
in south Dupattas are worn only by unmarried girls and 
teamed up with stitched garments like ankle length skirt and 
blouse. The dimensions, colors and decoration techniques 
differ as we move around different parts of the country. 
The Northern region provides a great sense of coexistence 
between traditional and contemporary styles.

 
4.1 Himachal pradesh

Himachal Pradesh is a mountainous area situated in the 
north of the subcontinent where climatic conditions are 
cold during the year except it is pleasant in the months of 
April, May and June. Some parts of Himachal Pradesh are 
still rich in the heritage whereas the areas closer to states 
of plain have responded to the globalization and accepted 
aesthetics of the urban life. The head dress of Himachal is 
the most essential element of the entire ensembles which 
varies not only between tribes but also districts. The dupatta 
holds extremely important significance in marriages, rituals 
and any ceremonial purposes. The common attire is salwar 
kameez and dupatta; however nomads like gaddis and gujjars 
are still seen in their traditional paraphernalia. But the style 

Figure 1. Himachal Pradesh

Figure 2. Hrida, Cotton, Himachal Pradesh,Embroidery, 
L:260 cm, W:102 cm

Figure 3. Hrida, Cotton, Himachal Pradesh,Embroidery, 
L:260 cm, W:102 cm
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4.2 Punjab
Punjab is an agricultural plain settlement with Hindu 

community who follow Sikhism. The embroidered traditions 
of flossed silk yarn called pat on coarse cotton fabric called 
khaddar. The rough and coarse khaddar signifies hard and 
tough yet colorful life of Punjabi women; the rich embroidery 
portrays her aspirations (Naik, 1996). Fully covered fabric 
with phulkari is called bagh which literally means a garden 
and made as a trousseau by the bride’s mother. The auspicious 
red is generally used and tones of indigo blue/ivory are 
preferred by elderly women. Apart from everyday use of it as 
veils, it has become an indispensable aspect of a women life 
that concerns ceremonies of birth, life and death. A woman 
wears a phulkari dupatta for 11 days after birth of a son and 
to religious places to request prosperity and happiness. A 
dupatta in Punjab covers the head and falls over both the 
shoulders, the right end of it is taken over the chest to the 
other shoulder forming a ‘U’.  The unfinished edges of the 
phulkari signify nazarbuti, meant to protect the wearer from 
evil eye. (Ranjan &Ranjan, 2007). Salara is a form of head 
shawl that has a ground of plaids/stripes with contrast borders 
and edges that contain serrated patterns. These are worn by 
men and women and are called salara and salari respectively 
often spread out and taken across the shoulder and upper 
torso covering the arms. It is traditionally woven on a pit 
loom in the western region of Punjab including Mianwali, 
Campbellpur, Khushab and Kamalia (Askari & Arthur, 1999). 

4.3 Haryana
Haryana as a state is predominantly agrarian and their 

folklore, folk songs and celebrations revolve around sowing 
and reaping and the coming and going of seasons. It has 
still well kept the old traditions but in their trunks due to 
modernization and proximity to the well-developed national 
capital region. The predominant communities are Jaats, 
Ahirs and Gujjars amongst them the style and variation in 
dimensions were observed. 

From the recent history jaat women have been seen 
wearing chundri and veil over a salwar-kameez or Damaan-
kurta. A chundri is a running length of cloth printed in variety 
of motifs without borders and is later ornamented with 
embroidery, gota, crochet and fabric piping. A chundri is 
generally worn by elder women over the head and falls only 
on the back or the right edge of the chundri is taken across 
over the other shoulder.  A vyale is plain fine cotton material 
developed generally in bright tones of hot pink, lime yellow, 
deep red, electric blue and fresh green. The decoration could 
be done through silk yarns embroidered in variety of shades 
or through sequins, the patterns were repeated uniformly. It 
was bordered from all the four sides with gota, fabric piping 
and crochet. This ornate piece of cloth was part of the daily 
attire so women adapted to draping styles that involved 
knotting, tying etc. for better agility while carrying out daily 
household chores.

The kandh was yellow or red cloth densely woven cotton, 
having wider and lengthier dimensions than the vyale/chundri. 
The fabric grounds were plain and generally embroidered 
with threads parallel to the selvedge or spread across the 
cloth as floral motifs. It was used by the elder women and had 
fabric pipings across the edges; it was never decorated with 
gota or sequins. Dukania is a handspun, handwoven cotton 
shawl woven on pit looms or shuttle looms. The color of this 
cloth was typically deep tone of maroon-purple which has Figure 4. Punjab

Figure 5. Phulkari, Khaddar-Cotton, Punjab, Embroidery,
 L:254 cm, W:102 cm
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Figure 9. Dukania,Hand spun cotton, Haryana, Embroidery, 
L:286 cm,  W: 110 cm

Figure 8. Peeliya, Cotton or Cotton-silk blend, Haryana, Tie and Dye, 
L: 250 cm, W: 146 cm

Figure 7. Vyale, Cotton, Haryana, Sequins and Gota, L:225 cm, W: 80 cm

Figure 6. Kandh, Cotton, Haryana, Embroidered, L:286 cm, W:116 cm

an emerald green fabric piping with white crochet across all 
the edges. The two yardages were stitched together and were 
embroidered parallel to the selvedge on either side with heavy 
borders and mainly yellow color. It was worn in winters and 
was spread out in front and back covering the head, neck, 
shoulders and arms. Chamma was all over embroidered cloth 
in one color mainly yellow with grounds that were deeper 
tones of blue, brown, black etc. made out of handspun, 
handwoven cotton that had fabric piping across all the edges 
and was used occasionally or for ceremonial purposes.  It was 
worn similarly to the dukania and lent warmth to the body. 
The weaving processes are still prevalent in pockets of Jhajjar 
and Rohtak in Haryana.

The Ahir community wore a Lugdi which was almost 1.5 X 
2.4 meters long. Lugdi was worn by over a petticoat-kameez 
(two chest pockets, front placket and cuffed sleeves) where 
one edge of it is pleated, tucked in left front of the petticoat 
and drawn over the head covering the back. The other edge 
of the dupatta falls over right shoulder and is tucked over 
the torso. The embroidery is well planned as women was 
supposed to carry out chores like fetching water from the 
wells so as to avoid it to get wet, also when veiled the plain 
cloth offers visibility. The dojjariya peeliya( blend of cotton 
and silk) a ceremonial cloth that had similar dimensions to 
the lugdi was worn by a mother of new born boy and was 
yellow and red colored. In particular the edge that came over 
the head was heavily embroidered with yarns varying from 
silk to zari. The Gujjars wear an ochilugdi similar to the ahirs 
but is decorated more heavily across all the edges, and is 
suspended from the head where one edge is tucked on the left 
front/backside and comes over the right shoulder and across 
the torso covering the bosom.

The patterns on these dupattas came from immediate 
environment and the agricultural practices gave them ample 
opportunities to absorb the hues of nature and the color 
stories of season.(Gulia,2008) Motifs of peacock, acacia , 
geometric and dotted patterns are seen across all the dupattas. 
The decorated and embellished outfits were at disposal to 
women only after she was married. During her bachelor life a 
women was wearing mostly plain, to the most scattered/thin 
borders across the edges. 
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Figure 11. Bandhani, Cotton, Rajasthan, Tie & Dye, L: 240 cm, W: 80 cm

Figure 12. Bandhani, Cotton, Rajasthan, Tie & Dye, L: 202 cm, W: 202 cm

Figure 13. Rajasthan

4.5 Gujarat
In the culturally rich land of Gujarat when a girl becomes 

an adolescent her first dupatta evolves from cotton, draped 
casually over her shoulders or head becomes a decorative and 
indispensable part of her daily attire. In the desert areas of 
Kutch the Odhanis are skillfully needle-crafted with patterns 
of peacocks, fish, scorpions, shrubs and geometric motifs 
drawn from nature. The artistic ornamentation becomes the 
marker of identity along with color and fabric. Maleer a 
resist block printed and dyed cotton is worn by both men and 

4.4 Rajasthan 
Rajasthan is land of colors and crafts that signify specific 

connotations in terms of time, space and region (Bhandari, 
2004).The difference in color, print, texture and styles of 
drapes dialogues about women’s social and marital status, 
her age and personality and about the occasion for which she 
evidences her presence. She wears red tie dyed odhani with 
motifs from flora and fauna when she gets married. Another 
kind of odhna which is called pila as the name suggests has 
yellow base and red flower in the center representing the 
arrival of newborn in the family. The Pomcha with red border 
and flower in the center and yellow base signifies fertility. 
Married Bhisnoi wears veil called Kangrechi or damini that 
have red ground patterned with black circular forms and black 
dip dye edges. Jat wives wear hara Palla odhna and meghval 
women wear angutha chap odhna. The yellow with red dots 
are worn by young mothers to denote that new born child is 
male. Jat widows wear khopra bhat odhna where as other 
communities wear mankhi  bhaat, kali jaal bhat and moray 
bhat odhna. They desert areas of Sindh Kutch and western 
Rajasthan have skillfully decorated and lavishly embroidered 
pattern with symbolic references of their identity and are 
safeguarding qualities. Peacock fish and scorpion temples 
motifs drawn from nature. Muslim group have floral and 
nonfigurative pattern with mirrors.

    The color also plays a noteworthy role during festivals 
of Rajasthan eg. Phagunia has awhite base and red borders 
and worn during holi. Leheriya and mothra patterns define 
the offset of spring and monsoon and worn over the festivals 
of Gangaur and teej.(Ranjan)Odhani is generally 2 X 3.5-
4 meters where one end is pleated and tucked inside the 
gaghra on the left side and other end is taken over the head 
and the corner is brought in front to cover the chest and 
tucked on the left side of the outer garment in the armhole. 
The dimensions are so huge that sometimes the entire body 
is covered. (Goswamy, 1993) explains a very interesting but 
uncommon feature of odhani; the way it is draped around 
the body it covers body as well as some parts of the upper 
and lower garment. The interesting part is that the portions 
of the garments which stay covered by the odhani have less 
executed surface work.
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women. The Rabari wear black dupattas and odhanis that are 
woolen and have the most vivid patterns. The young rabaris 
wear ludi decorated with bright red bandhani patterns with 
embroidered medallions at centre and corners. The elders are 
expected to wear dark marron bandhani without embroidery. 
The black veil signifies mourning for a king who died 
defending the rabaris (Fischer, 1993). The Marital status is 
conveyed through decorated dress whereas a widow wears a 
plan black ludi, without any form of decoration. Women dress 
differently for occasions while rabaris express this through 
different distinctions between inside and outside. In the house 
they cover their head with simple cotton odhani but for going 
outside she must wear her ludi. This distinction also applies 
to a woman’s natal and her in-laws village. She can wear 
colors at her mother’s place but must transform into a black 
ludi before going back to her conjugal village. The Kathiawad 
Hindu style of dress consisted of a Sadlo, half sari worn with 
a skirt and backless bodice. The end of Sadlo was drawn over 
head from behind that fell over the right shoulder towards the 
front of body (Tarlo, 1996).  The Hierarchy of social order 
was expressed through fabric types, embroidered cotton was 
worn by the farming communities and baniya community 
wore the luxurious silver/gold brocades of silk. The Bharwads 
(Shepherd) wore a dhablo- the black tie and dyed woolen veil 
with yellow dots and red dots classified in two groups namely 
Motabhai and Nanabhai respectively.

The women of  Jal ia  community adhere to some 
expectations sartorially with respect to the lifecycle and role 
in the family. The clothing remains typically asexual during 
childhood but as a girl approaches the age of nine to ten the 
body’s covering increase, she wears a ghaghri, blouse and 
for the ones who work outside are also expected to wear a 
sadlo. The head cover signifies the inception of awareness 
of keeping oneself out of sight and sound. The young girls 
find it difficult to maintain but it becomes an extension of the 
body and the movements need to be restrained. (Tarlo, 1996) 
explains when a woman becomes a wife and mother, her sadlo 
is bright and elaborately decorated. It is well pulled over her 
face and upper torso. The custom of ghoogat (veiling) is only 
applied in the conjugal village. The sadlo is in continuous 
state of transformation drawn, adjusted, withdrawn and 
redrawn in variety of ways that it becomes part of the female 
body. It can also be referred to as the extension of female 
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space and a portable means of maintaining the public and 
private sphere movement. 

4.6 Other states
The Kashmiri shawl is a warm form of a dupatta which 

has undergone changes and in the 16th century became an 
accessory at the royal courts. Banaras (Uttar Pradesh) is the 
center for ceremonial dupattas and the techniques include 
brocade weaves with zari in Golden and silver. When 
both zari yarns are used it is referred to as Ganga-Jamuna. 
The colors are mainly ranging from pallets of sunflower 
yellows, saffron, and vermilions to fresh green. In Bengal 
the traditional dupattas are Kantha and Jamdani, where 
Kantha is an embroidery technique including the usage of 
rice stitches mostly done on silk. Jamdani is fine cotton 
woven with an extra weft of zari thread. Ikat dyed shoulder 
cloth is developed in Orissa with tussar silk and the Mishimi 
women from Arunanchal Pradesh weave lengths that are later 

Figure 14. Abochhini, Cotton and Silk, Gujarat, Embroidery, 
L: 213 cm, W: 154 cm

Figure 15. Bokano, Cotton and Silk , Gujarat, L: 165cm, W:45cm

Figure 16. Gujarat
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handcrafted into Shawls. In the north east region the hill tribes 
of Manipur, Mizoram, Tripura, Nagaland and Assam weave 
shawls on traditional blackstrap looms in black, brown, white, 
red and green colors. 

 

The rust and black shawl of the Tangkul Tribe that has 
striking bands of the two contrasting colors worn my men and 
women are decorated with extra wefts (Askari and Arthur, 
1999). In Hyderabad, women wear a khada dupatta which 
is much longer than a typical and can go up to the length of 
six meters. It generally has border running all the four sides 
and is worn with a salwar-kameez. The center of the cloth is 
tucked at the center back of the salwar and is pleated while 
taking it towards the left front shoulder hence creating a cowl 
on the side. The other edge of the dupatta is taken from right 
over left and the left portion is used to cover the head. In 
southern states like Kerala unmarried women were half sari 
called sheth mundu which has two unstitched pieces of fabrics 
resembles like ancient antarya and uttarya respectively.

Figure 17. Silk Shawl, Assam, Woven, L:246cm, W:115cm

Figure 18. Tangkhul Shawl, Manipur, Woven, L:243cm W:120cm

Figure 19. Jamdani dupatta , Banaras, Woven, L: 256cm, W:152cm

5. RESULTS AND DISCUSSION

Dupattas are still prevailing and predominant factor of 
Indian clothing. But the look has been totally contemporized 
in Urban and rural India. A dupatta has gone through a lot 
of transformation not only in terms of its physicality but 
also a shift from the male to female repertoire. The dupatta 
in the metropolitan context is only reserved for occasional 
wear like wedding, Diwali etc. and has become a piece of 
adornment. The dimensions have changed drastically to a 
maximum length of 2.5 meters and width of 1meter.The 
draping style has changed; it is more like value addition with 
the ensembles unlike its traditional significance. It is pleated 
and draped on one shoulder or is taken around the neck and 
left on the arms in such a way that loose ends partially falls 
behind the shoulder and partially towards the floor. The style 
looks very graceful and elegant. The naqaab or hijab is also a 
form of dupatta worn by the Muslim women. The scarf/stole 
is a contemporary and urban form of the dupatta which is 
generally less wide and shorter. 

As the contemporary urban-scape reflect salwar-kameez 
to be the most widely accepted outfit one can see weaving 
techniques like kullu shawls, puneri weavers adapting to 
coordinated lengths of dupatta and salwar-kameez. In the 
corporate sector, due to set up of multinational firms one can 
hardly see women wearing dupattas due to high influence of 
the western clothing. Due to the concept of modesty a dupatta 
can still be seen demonstrating its existence in the rural 

Figure 20. Gujarat
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areas of the subcontinent. The style of drape dominates the 
dimensions of this garment and borders/designs are specially 
engineered to take into account the use of textile around the 
body. 
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Glossary:
Peshwaz,Choli, Angrakhi: stiched upper garment for 

women
choga, jama, angrakha: stiched upper garment for men
salwar kameez: tunic extending till knees with loose 

trousers pleated at the waist band and adjustable drawstrings
ghaghra; long skirt with gathers at the waist
sari, dhoti, chadar, patka, parna: unstitched garments of 

India
panchbhikhum, tulsi-ki shadi,holi, phagunia, holi ,teej 

ghanghaur: festivals of India
Chambials,gujjars,chudahans,koi,katoch,chaoughary,gad

di,Thakur,ranas,sharma,kinnauri; different communities of 
Himachal Pradesh.

Bhisnoi, jat, Rajput: communities of Rajasthan
Maleer, rabaru ,kathiawad, bharnads ,motabhai, nanabhai: 

communities of Gujarat
Ahirs,Jats,Gujjar: communities of Haryana
Mishimi: community from Arunanchal Pradesh
Kachcha: A style in which the antarya is drawn up between 

the legs to form a trouser like garment
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Abstract

During the period of modernization (and thus Westernization) in Meiji Japan, the European sartorial system was introduced in the archipelago. In the face of 

this integration, and responding to a disillusionment of the modernization process and the image of the West as the “superior other,” Japan turned inwards to its 

own traditions in order to re-evaluate and reshape its identity in the modern world. Within this framework, Japan’s traditional craft and indigenous dress -the 

kimono- was modernized through Art Nouveau, a medium which created a cultural hybrid that suited the newly developed modern Taishō society. Through this 

cultural hybridization, Japan found an answer to modernizing and preserving its traditional garment for the future. 

    This study examines the modernization of the kimono from the viewpoint of Art Nouveau as medium for cultural hybridization. The nostalgic longing for 

the past accompanying the process of modernization, together with Japan’s identity shaping process will be illustrated by taking the modernization of the 

kimono as case study. It will become clear that the Art Nouveau movement had the potential to function as a catalyst for the creation of a cultural hybrid, as the 

movement itself was a hybrid that combined not only West and East, but also tradition and modernity. 

    Based on theories of Burke (2009), Kant (1790), and Simmel (1971), this research aims to provide a framework in which Art Nouveau will be linked to 

Japan’s search for identity. The concept of cultural hybridization will provide a link with the future, as it is not only limited to writings and research from the 

Taishō period, nor is it linked to the case of Japan alone. Therefore it can connect the characteristics of Art Nouveau (East-West/Modern-Tradition) to other 

fields and periods in time to provide a framework through which crafts can be revived in the current era. 
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1. INTRODUCTION

The modernization of Japan’s indigenous dress, the 
kimono, is a research subject that has gained attention 
in recent studies (for example Slade, 2009; Sato, 2010; 
Milhaupt, 2014). In these studies, both a textural development 
–for example, through the creation of meisen- and graphic 
development –through the introduction of Western art 
movements’ motifs- are confirmed. However, amongst these 
Western art movements, Art Deco is commonly referred 
to, whereas Art Nouveau is often overlooked. Therefore 
this research aims to look into the process of the kimono’s 
modernization from the viewpoint of Art Nouveau in order 
to clarify whether or not the movement played an active role 
in this process. In order to retrace Art Nouveau in Japan and 
its existence within modernized kimono, this research will 
make use of an image analysis of kimono gathered from the 
collections of the Bunka Costume Museum, the Victoria 
and Albert Museum and the Suzaka Classic Museum. Next 
to this image analysis, a rhetoric analysis will be applied 
to the magazine Mitsukoshi Times, in order to clarify how 
Art Nouveau was perceived by designers at the time. The 
major theory supporting this research is the theory of cultural 
hybridity by Peter Burke (2009). This theory will be applied 
to both Art Nouveau itself, and the kimono as a product of 
the modernization process; in order to create and propose a 
new model for the re-evaluation of crafts in current times. 
It should be noted, however, that this research is embedded 
within a larger research plan, and reveals only the beginning 
of a bigger narrative. Due to limited time, the conclusions 
drawn within this research can thus only be considered as 
temporal; as more time and supporting research from a larger 
scope is needed to confirm currently made conclusions. 

Before going into the main argument, this paper firstly 
wants to define the following concepts used in this research: 
1). Art Nouveau, 2). Secession, 3). Art Deco, 4). cultural 
hybridity. 

1). Art Nouveau (1870~1915) is a European art and design 
movement, which has its foundations in the ideology of the 
Arts and Crafts movement. It originated in France, Belgium 
and England, and during its development it spread towards 
the rest of Europe, America and Japan. Typical elements 
are flower and nature motifs, whiplash lines, pastel colors, 

mysterious women, and an experimentation with traditional 
and modern forms. As a response to the modernization 
process, the movement aimed to break away from traditional 
–classicist- expressions in order to create a new expression. 
Inspiration for this expression was found in Japanese art 
combined with vernacular traditional expressions located in 
each individual country. This led into the creation of multiple 
interpretations, which were unique to each country but still 
unified by the same thoughts and design processes.

2). Secession (1900~1915) is often referred to as the 
Austrian interpretation of Art Nouveau, but can be considered 
as a movement that functioned as the transition between 
Art Nouveau and Art Deco. In this style, curved lines are 
combined with geometric forms, and bold colors are added 
up to the Art Nouveau palette. The idea of modernity is 
expressed stronger than in Art Nouveau where a balance 
between modernity and tradition is sought after. Still, even 
though Secession is a transitional movement, this research 
considers the style as part of Art Nouveau’s late expression.  

3). Art Deco (1915~1930) is an art movement that 
developed after World War I, expressing the idea of modernity 
through the usage of geometric and symmetrical forms. 
Natural motifs are also integrated, but they are simplified 
and abstracted in order to fit the streamlined style expressing 
the speed of modernity and modernization. Bold colors 
and contrasts of black and white make up the color palette. 
This movement was created in reaction to the Art Nouveau 
movement, which was considered as not being modern 
enough to fit the newly developed era. 

4). In this research, a personal created definition derived 
from the writings of Peter Burke will be used. In his essay, 
Burke mentions the following:“[…] all innovation is a kind of 
adaptation and [...] cultural encounters encourage creativity 
[…]”(Burke, 2009, p. 6) Based on this quote, the following 
definition was derived: cultural hybridity is the encounter 
between two cultures in which elements of both cultures are 
exchanged, adapted and integrated. Through this process 
creativity is stimulated and new forms are created. 

In this research, arguments will be constructed based 
on these definitions. One must of course note that these 
definitions are bound to this research, and can by no means be 
considered as general. 
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creation of bi-annual fashion trends, and the introduction of 
modernized prints promoted and advertised by department 
stores (Jinno, 1994, 73). Of course fashion trends already 
existed before the Meiji period, but it was only from this 
point onwards that these trends were created to support the 
evolving consumer culture (Jinno, 1994, 59). According to 
Kon Wajirō, however, one of the social motivations at the 
hart of capitalism is not just a market driven cycle of demand, 
but also an impetus for the experimentation with new forms 
of beauty (Kawazoe, 1987, 245, 282-3 in: Slade, 2009, 24). 
This urge for experimentation is of course rooted in the fact 
that consumerism requires a temporal change of forms in 
order to continue its existence, and therefore design and 
consumerism go hand in hand. Thus, through creating bi-
annual trends for the kimono, the garment was integrated into 
this consumerist cycle, allowing it to modernize. Simmel, 
on the other hand, discussed the close relationship between 
art, fashion and consumer culture, equating fashion with the 
urban, and equating it with the stylization of everyday objects 
as reflected in the Jugendstil movement -as a result of this 
growing consumerism- (Simmel, 1971, 324-39). Therefore, in 
Simmel’s thoughts, the Art Nouveau movement was linked to 
this process of modernity and consumer culture development. 
But this point will be referred to again later in this research.

On the other hand, the modernization of the kimono was 
not merely a reaction to the introduction of western dress 
in Japanese society, it was rooted in the broader narrative 
of modernization itself. The process of modernization –and 
this is not only limited to Japan- brings forth technological 
and scientific improvement, speed, rationality; but there is 
one point when these progressive and positive feelings turn 
into doubt. This moment of doubt turns the modernization 
process into something that is perceived as an unstoppable 
trajectory resulting in an attitude of constant reflexivity and 
re-evaluation of one’s activities in search of progress. This in 
turn leads to a growing feeling of nostalgia and longing for 
the past –or modernity’s ‘other’- from which some essence 
or intangible element seems to be lost (Breward and Evans, 
2005, 10). 

In the case of Japan, this feeling of nostalgia would be 
one of the factors to lead the country to the re-evaluation 
and redefinition of its until then forsaken traditional culture 
and history. Another factor that stirred the archipelago to an 

2. MODERNIZATION AND JAPAN’S SARTORIAL 
SYSTEM 

In Japanese history, the Meiji period (1868-1912) 
symbolizes the country’s transformation into a modern 
nation. Stirred by Commodore Perry’s advent in 1853 after 
two hundred years of isolation, Japan was confronted with 
modernization and modernity embodied by countries such 
as America, France, Germany and England. In reaction the 
archipelago created an image of ‘the West’ as superior other, 
the goal needed to attain in order to regain a proper place 
as a fellow modern nation in the newly developed modern 
world. Within Japan’s modernization plan, all aspects of 
daily life were to be revised. As had been the case for other 
modernizing countries, Japan needed to reinvent itself 
and create a new modern identity. However, as for Japan 
modernization was perceived as not mere industrialization, 
but westernization in se, western elements were actively 
introduced within all aspects of Japanese society. Of course, 
Japan’s sartorial system was no exception to this rule, and 
Japan’s sartorial modernity would therefore be defined 
through the introduction of western dress in the country. As 
a result, by the turn of the century, western dress -though 
confined to only a limited section of society- had become a 
symbol of social dignity and civic progress (Slade, 2009, 55). 

However, in the face of the introduction of these western 
elements –and this was not only limited to Japan’s sartorial 
system alone- indigenous elements within each aspect 
of Japan’s society too underwent significant changes as 
a reaction to the process rooted within the framework of 
Japan’s newly created twin ‘others’ namely modernization 
and ‘the West’ (Slade, 2009, 5). The idea that Japanese 
culture was increasingly threatened by foreign forces, led to a 
renewed appreciation and interest for arts and crafts presented 
in the idea of Mingei ( 民芸 ) (Milhaupt, 2014,112). Japan’s 
indigenous garment the kimono –which will act as a concrete 
case study and metonymy illustrating Japan’s modernization 
and search for identity within this research-, would experience 
both a textural and a graphic development as expression of 
this reactionary movement (Slade, 2009, 56). Note that the 
textural aspect within the garment’s modernization will not be 
taken into consideration in this research. 

The graphic modernization of the kimono involved the 
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inward perspective was the disillusionment of the West as 
‘superior other’ after Japan had completed its modernization 
sprint. This disillusionment especially rose to the shore 
after Japan had defeated Russia -Europe’s giant- but was 
not rewarded according to its effort. Western clothing styles 
came to be seen as faddish, playful (Slade, 2009, 137), and 
the attention was turned towards the re-evaluation and re-
invention of indigenous traditions symbolizing Japan’s past 
and its authentic identity in the modern world (Hobsbawm, 
1983, 1-2). One of the ways to authenticate the past and 
the very idea of Japan as a nation; was the recreation of 
the kimono as a unique national garment throughout the 
ages being both traditional but also adapted to the modern 
(westernized) world at the same time in order to preserve it 
for the future. A mentioned above, in order for the kimono 
to fit the modern fashion system, new trends were constantly 
sought after. Therefore, starting from 1907 inspiration was not 
only found in the revival of indigenous motifs but designers 
also started to look at western art movements actively 
introduced into the country (Aoki, 2009, 1-5). 

Within these movements, Art Nouveau was the first one 
to be adopted into kimono motifs. One might consider this 
fact, and consider the qualities Art Nouveau possessed in 
order to become the first western movement to influence 
the modernization of the kimono. More than the reason of 
the movement being in vogue a few years earlier in Europe, 
and being actively exploited in other fields of design after 
its introduction in Japan from 1900 onwards (Adachi, 1988, 
753), the reasons can be as followed: Art Nouveau was a 
movement that was created as a perfect response to the rising 
feeling of nostalgia accompanying the modernization process 
in Europe. A new and fresh aesthetic was sought after, and 
one of the answers was found in Japan’s traditional aesthetic 
principles such as the equality between arts and crafts, and 
the return to nature. Next to the influence of Japanese art, 
however, there was also a tendency toward the revival of 
iconographic and stylistic themes that were rooted in each 
country’s autochthonous territorial contexts (Fochessati, 
2012, 27). Therefore, traditional motifs appeared within 
works in contrast to but also in support of other depicted 
elements of modern society such as the typical Art Nouveau 
line expressing the speed and agility of the time. This led 
to unique combinations of both traditional and modern 

aesthetics, and at the same time combinations of western 
and eastern elements (based on Japan’s aesthetic as major 
inspirational source for the movement).

In Japan, Art Nouveau came to be introduced on one 
hand because it was perceived a western movement in vogue 
at the time. On the other hand, as European Art Nouveau 
was heavily interested in Japanese traditional art itself, this 
stirred Japanese craftsmen’s pride and curiosity to study 
their own tradition once again to lead them to the revival 
and re-evaluation of their own crafts –and therefore also the 
kimono-. Thus, both in Japan and in Europe, Art Nouveau 
functioned as a so-called cultural hybrid (Burke, 2009, 1-12), 
connecting both East and West, and tradition and modernity. 
It is this characteristic that made the movement a perfect 
option to serve the modernization process of the kimono 
through connecting the worlds of tradition and modernity 
with the worlds of East and West, in order to create a new 
aesthetic adapted to the modern world but at the same time 
still representing Japan’s essential identity.

3. ART NOUVEAU IN KIMONO MOTIFS 

The question that arises from above-mentioned hypothesis 
is of course: with Art Nouveau possessing these qualities, 
was this movement’s potential exploited within the kimono’s 
modernization? Also, how was the movement perceived 
and introduced within kimono during its modernization 
process? In order to answer these questions, this research 
has collected images of kimono presenting Art Nouveau or 
Art Nouveau-like motifs from the end of the Meiji period 
to the end of the Taishō period (1912-1926), as this period 
largely overlaps with Art Nouveau’s popularity in Japan. 
Images were retrieved from the collections of the Bunka 
Costume Museum, the Victorian and Albert Museum, the 
Suzaka Classic Museum, and images from Taishō period 
kimono books listed in the bibliography. These motifs were 
compared to traditional motifs from earlier periods, but also 
to motifs following Art Nouveau –namely Art Deco-, in 
order to create a clear image of the Art Nouveau expression 
within Japanese kimono. Next, this Art Nouveau expression 
in kimono was compared to Art Nouveau and Art Deco 
expressions in European textiles, to grasp similarities and 
differences. Finally, a rhetoric analysis of the magazine 
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The pictures listed above present a small but concrete 
overview of the Art Nouveau expression in Japanese kimono. 
Typical is the use of foreign flowers (rose, lily, tulip, lily-
of-the-valley, clover), combined with the usage of pastels 
and earthy colors. Art Nouveau’s whiplash line returns in 
the vines connecting the flowers and plants, as well as in the 
shape of the waves on the kimono in the upper left. On the 
other hand, the element of repetition frequent in European 
Art Nouveau textiles returns in the fact that from the Taishō 
period onwards, kimono start to be covered entirely in prints 
in contrast to the limited space of prints on the hem or the 
sleeves returning in previous periods.  Fig. 4 illustrates the 
repetitive motifs in European Art Nouveau. 

 

From the presented kimono images above, however, 
it becomes clear that not only soft colors are being used, 
but bright colors also make up a part of the Art Nouveau 
palette in kimono. While these bold designs might be more 
reminiscent of Art Deco, there needs to be noted that in 
European Art Nouveau textile designs, bright colors were also 
integrated occasionally (see fig. 5). Therefore, it is important 
to keep in mind that the usage of bright and bold colors does 

“Mitsukoshi times” (『 み つ こ し タ イ ム ス』), in order to 
grasp how the movement was perceived and presented by 
designers, was conducted in order to maintain an objective 
view of what exactly was perceived as Art Nouveau –or the 
Japanese equivalent of said movement-. The reason why 
Mitsukoshi department store was chosen as representational 
field of research is based on Yamada, Koyama and Handa’s 
statement that Mitsukoshi was most active in promoting Art 
Nouveau amongst the department stores at the time (Yamada, 
Koyama and Handa, 2012, 105). For this research, the 
following volumes: vol.6 no.9, no.10-12; vol.7 no.1-2, no.4, 
no.6-7, no.9-12; vol.8 no.1, no.3, no.5-7, no.9-13; vol. 9 no.1-
8; vol.10 no.3-4, no.7, no.9-10; vol.11 no.2, and no.5 were 
consulted for the simple reason that these were the numbers 
that were archived in the library of Bunka Gakuen University, 
and because of time limit other collections (such as the 
archive of Mitsukoshi headquarters) could not be consulted. 
Considering the time limit for this research, a complete image 
of Art Nouveau expression in kimono cannot be presented 
within the scope of this paper. Therefore, this paper wants to 
stress that the image of Art Nouveau that will be presented 
in the following paragraphs is not a complete image, but a 
temporarily conclusion created from the information retrieved 
up until the present.  

Figure 2. Examples of Art Nouveau kimono from the Bunka Costume 
Museum collections

Figure 1. Example of Art Nouveau kimono from the Victoria and Albert 
Museum collections

Figure 3. Example of Art Nouveau kimono from 
the Suzaka Classic Museum collection

Figure  4. Left: fabric sample from the Victoria and Albert Museum Art 
Nouveau textile collection

Middle: dress from the Victoria and Albert Museum Art Nouveau fashion 
collection

Right: European Art Nouveau textile design sample
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It is of course necessary to mention that there are 
kimono that present a mixture of graphic elements from 
both Art Nouveau and Art Deco. This could be because Art 
Nouveau’s introduction into kimono design occurs quite late 
in comparison to other fields of design (after the revival of 
traditional patterns around 1907). Therefore, the Art Nouveau 
movement overlapped with other Western art movements that 
were gradually adopted in the world of design, such as the 
subsequently popular Art Deco movement. 

On the other hand, when conducting this research, 
kimono that contained mixtures of traditional motifs and 
Art Nouveau expressions were also visible (see fig. 8). As 
Art Nouveau itself developed from Japanese art expressions, 
the introduction of the movement in Japan urged Japanese 
designers to recognize their own traditional expressions and 
to re-evaluate those motifs. For example, in the field of visual 
arts, Art Nouveau led to the re-evaluation and revival of the 
traditional Rimpa ( 琳派 ) style (Tokyo National Museum for 
Modern Art, 2005, 176-180) together with the development 
of Art Nouveau itself. The mixture of traditional elements 
with Art Nouveau expressions in kimono can therefore be 
seen as a parallel development of re-evaluation of tradition 
and indigenous culture through the medium of kimono. 

 

not automatically mean that the motif in question is Art Deco 
rather than Art Nouveau. 

When keeping in mind textiles from the early Art Nouveau 
period, one might also state that the kimono designs presented 
above tend to be more Art Deco, as their flower motifs 
seem to be portrayed in a less abundant but more stylized 
way. However, it should be noted that in some Art Nouveau 
kimono designs, flowers were also depicted in a more realistic 
and Art Nouveau-like way. On the other hand, the portrayal 
of more stylized motifs in kimono (for example in the case of 
fig. 3) still seems to be closer to the Art Nouveau expression 
than to an Art Deco portrayal. 

Another argument to support the fact that stylized 
portrayals are not necessarily Art Deco is due to the fact that, 
as was the case for Art Deco, Art Nouveau also had several 
phases in its textile design. In a later phase of European Art 
Nouveau, stylization and a small tendency towards an Art 
Deco expression becomes clear (as can be seen in fig. 6). As 
Art Nouveau was introduced in textiles later than in other 
areas of design (1907 versus 1900), it is possible that this late 
Art Nouveau expression was picked up by Japanese designers 
and was mixed together with an already evolving Art Deco 
style. 

Figure  5. Left and middle: fabric sample from the Victoria and Albert 
Museum Art Nouveau textile collection

Right: European Art Nouveau textile design sample

Figure  6. Left and right: fabric sample from the Victoria and Albert Museum 
Art Nouveau textile collection

Middle: European Art Nouveau textile design sample

Figure 8. Left: kimono from the Bunka Costume Museum collection.
Middle: kimono with flowing water and Western flower motif.
Right: kimono from the Victoria & Albert Museum collection.

Figure 7. Left: kimono from the Bunka Costume Museum collection
Right: kimono from the Suzaka Classic Museum collection
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ン ). A different representation can be found on page 5 of 
the 12th issue of volume 7: between the multiple kimono 
fabrics that are presented, one fabric sample with the image 
of cormorants on a stream is described as followed: “The 
cormorant is turned into a ‘nouveau style’  ( 鵜はヌーボー化

し て ).” This ‘nouveau style’ clearly refers to Art Nouveau, 
as the representation of the birds is evidently shows off this 
style (see fig. 9). 

Another example of the representation of Art Nouveau 
in “Mitsukoshi times” is the following: In the 12th issue of 
volume 6 (p.3), another Art Nouveau-like fabric sample of an 
obi is presented, this time granted with the description “ セセ

ークション式模様 ”(Secession style motif). Taking a look 
at the fabric sample, a Secession style with some mixed Art 
Nouveau influence can be indeed recognized (see fig. 10). 

It becomes clear that Art Nouveau -and Secession- are 
presented in different ways throughout the magazine, and 

When looking at the magazines of “Mitsukoshi Times,” 
a similar trend is visible. From the 10th issue of volume 6 
(published in September, Meiji year 41 (1908)), the 明 治

光 琳 式 (Meiji Kōrin shiki, Meiji Kōrin style) is introduced 
as a new trend within kimono design. In the same issue, an 
article elaborates further on the style explaining: “Just like 
Art Nouveau and Secession, the Kōrin style is spreading 
across the world.” And that “starting from this November, 
the Meiji Kōrin style will be exhibited.” Interesting about 
this article is the fact that the new Kōrin style is compared to 
Art Nouveau and Secession through listing them up together. 
This means that Mitsukoshi must have considered the style as 
an equivalent of those movements. Furthermore, it becomes 
clear that this new Kōrin style is considered as something 
different from the ‘traditional’ Rimpa style and movement, 
as it is called “the Meiji Kōrin style.” The 11th issue of 
volume 7 (1909, p.1) elaborates further on this new style by 
saying that “a modern way of thinking has been added to 
Kōrin’s picturesqueness, turning it into the Meiji Kōrin style 
expressing vitality, thus making it into a style belonging to the 
newest trends. […] Kōrin’s descriptive style has been favored 
by many, but through applying transcriptions of insects and 
shells to the flower’s descriptive style, and letting it merge 
with Kōrin’s motifs, […] the style is overwhelming the world 
of trends in both an evolutionary and a conservative way.” 
The description of the Meiji Kōrin style shows characteristics 
returning in Art Nouveau: a modern way of thinking, a style 
expressing vitality, the natural elements, the combination 
of modernity and tradition. It seems that with this style, a 
Japanese equivalent of Art Nouveau was created, in which 
traditional motifs were mixed with modern elements. The 
Meiji Kōrin style would stay in vogue until Meiji 43 (1910), 
after that “Mitsukoshi times” shows a growing focus on 
the revival of traditional styles in the 有 職 式 (Court style) 
where Art Nouveau elements return in smaller number. At 
the same time, however, a more independent development of 
Art Nouveau as a modern expression in kimono can also be 
confirmed. 

On the other hand taking a general look at “Mitsukoshi 
times,” there are multiple ways through which Art Nouveau 
is presented in the magazine. For example, in the article 
on the Meiji Kōrin style, the name of Art Nouveau ( ア ー

ル・ ヌ ー ボ ー ) returns next to Secession ( セ セ ッ シ ョ

Figure 10. Mitsukoshi Times, vol.6 no.12: obi fabric in Secession style motif

Figure 9. Mitsukoshi Times, vol.7 no.12: kimono fabric with cormorants
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even though these representations might seem random at first, 
a clear division can be recognized as to how Art Nouveau was 
perceived by the Mitsukoshi designers at the time. Fabrics 
that are labeled with the names ‘Art Nouveau’ and ‘Secession’ 
refer to the fact that these fabrics are a literal representation 
of the respective western movements. Fabrics that are labeled 
with names like ‘Meiji Kōrin style,’ represent a Japanese 
interpretation of the Art Nouveau style, as a response to the 
country’s own vernacular expressions. On the other hand, one 
cannot forget the kimono in which Art Nouveau is mixed with 
Art Deco to create a ‘modern style.’ Jinno calls this style ‘The 
Japanese Secession’ or ‘Japan modernism’ ( 日本的セセッ

ション , 日本モダニズム , Jinno, 1994, 85), and this term 
also represents Japan’s interpretation of Art Nouveau into a 
new indigenous expression where elements from the western 
movement are mixed with traditional Japanese motifs. 

One remarkable element within the research conducted 
was the fact that only a small number of ‘pure’ Art Nouveau 
kimono expressions could be found. Most of the time these 
expressions were mixed with either revived indigenous motifs 
or motifs from Art Deco. This means that Art Nouveau can 
be considered as a hybrid art movement on the breaking line 
between traditional and modern expression in kimono, as it 
appears in both expressions creating a mixture of styles. This 
in turn leads to the interpretation that Art Nouveau functioned 
as a link or a catalyst, providing the transition between 
tradition and modernity in kimono. 

Of course, one thing that needs to be kept in mind when 
talking about Art Nouveau is the fact that Art Nouveau in 
Japan cannot be seen in the same way as Art Nouveau in 
Europe. As mentioned above, there were two major ways 
through which Art Nouveau was presented in “Mitsukoshi 
times,” namely a representation of the western movement 
as it was, and an interpretation of the movement through 
the combination with indigenous or modern motifs. It is 
therefore clear that Japan -as was the case in each country 
where Art Nouveau developed- created a personal ‘translation’ 
or interpretation of the western movement (Burke, 2009, 
55; Jansen, 2014, 6-7), in order to create a new ‘Japanese’ 
expression in which East - West, and tradition – modernity 
were linked. 

4. ART NOUVEAU AS A HYBRID FOR THE RE-

EVALUATION OF CRAFTS 

The integration of Art Nouveau in kimono was not limited 
to the creation of a copy of the Western movement, but led 
to the formation of new stylistic and cultural hybrids. As 
these hybrids contained both the characteristics of modernity 
-represented by the usage of the western movement- and 
indigenous tradition -representing Japan’s identity as a 
nation within the modernizing world,- they were better suited 
to the Japanese experience of modernity than either the 
foreign or the indigenous culture alone. The creation of these 
hybrid styles, can be seen as the affirmation of the Kantian 
perspective that one adopts individual aesthetics even when 
bound to a certain historical, social, or -in this case- fashion 
trend related system. (Slade, 2009, 13)  

When talking about the concept of hybridity, this paper 
does not want to use the term as defined by Homi Bhabha 
(1994), but the usage of this term is linked to the writings 
of Peter Burke (2009). Within this framework, the Art 
Nouveau movement is interpreted as a hybrid art movement, 
connecting East with West, and tradition with modernity. 
Because of these characteristics, Art Nouveau was the ideal 
movement to become an intermediate, a catalyst for the 
modernization of the kimono in which the same balance of 
tradition - modernity and East - West was sought after; as 
Japan wanted to modernize -and Westernize- but at the same 
time did not want to lose its (Eastern) identity rooted in its 
history and culture. 

In this process of modernization of the kimono, one could 
witness the reinvention of a world gone by -namely the 
kimono within the pre Meiji era- towards an image that suited 
the modernized times. Through this process, the image of the 
kimono was invested with new significance and value through 
the integration of both Western styles -namely the pure 
integration of Western Art Nouveau and other movements-, 
and newly invented Japanese styles -namely the Japanese 
interpretation of Western movements like the Meiji Kōrin 
style-; which led to the creation of new hybrid kimono fitted 
to the modern age of the Taishō period. 

In this paper, the longing for a return to tradition and 
heritage accompanying the modernization process in Taishō 
Japan was illustrated through the case of the modernization 
of the kimono. There needs to be mentioned, of course, that 
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this case was only an illustration of the many crafts that were 
re-evaluated within this framework during Japan’s search 
for identity within its modernization process. Art Nouveau’s 
role in this process of re-evaluation cannot be underestimated 
as other research has already pointed out Art Nouveau’s 
influence on other fields of design (for example, as mentioned 
above, the major role Art Nouveau played in the revival 
of the Rimpa movement (For other studies concerning Art 
Nouveau and craft revival, this paper would like to refer 
to the following: Tokyo National Museum for Modern Art, 
2005, 184-186; Adachi, 1988; Kawahigashi, 1974). From this 
research it became clear that even though ‘pure’ Art Nouveau 
kimono were small in number, elements of the movement 
were mixed in both traditional and western expression; and 
in that way functioned as a catalyst in the creation of new 
modern hybrid aesthetic forms based on interpretations of 
the movement. The essence in these hybrid expressions is 
the fact that while they express modern and new forms, 
they also maintain the idea of a national identity (and the 
heritage linked to that identity). Therefore, in the end these 
forms became new hybrid expressions of East – West and 
tradition – modernity, inherited by Art Nouveau inducting the 
development of these characteristics in these expressions.

It is this essence that can be used as a model to re-evaluate 
crafts in the present. Of course, in today’s globalizing 
world, the limited idea of the East – West relation needs to 
be replaced by a more updated version of a global focused 
multiculturalism. On the other hand, as in present day the 
concept of nations is still relevant as a counter balance to 
a growing internationalism, the concept of East – West can 
be updated to the idea of Internationalism – nationalism. 
Of course this separation can be fictional in some point, as 
in present day there is no clear line to where the boarders 
of a nation end anymore. But this is not what this paper 
wants to stress. It wants to present the idea of a mixture of 
perceived international and national elements. On the concept 
of tradition – modernity, there needs to be noted that as we 
currently live in a postmodern society, the idea of ‘modernity’ 
is not as relevant anymore; and therefore this element is better 
changed into the idea of ‘the contemporary.’ Bearing these 
new concepts of internationalism – nationalism, and tradition 
– contemporary in mind as a hybrid model, crafts can be re-
evaluated to fit the current day and age. 

The creation of a(n) (art) movement to provide a 
framework for this hybrid model through which crafts can be 
created, might be an effective way, but is not indispensible. 
Rather than artificially creating a new Art Nouveau-like 
movement, the integration of this model in current trends 
might be a more plausible option. Currently, a new focus 
towards heritage and crafts starts to slowly develop in Japan 
in the idea of post luxury consumption (Brûlé, 2011, 375-
378). According to Brûlé, the post-luxury movement changed 
its appreciation from luxury items towards the authentic 
rare handmade craft. The Japanese consumer now starts to 
rediscover the skills and traditions of Japan’s best craftsmen. 
Through his/her search for the lesser known hard to get 
limited edition product, and by walking a less populated 
more unique intimate path, he/she unconsciously supports the 
revitalization of small craft workshops. Through combining 
this renewed attention for heritage and crafts from the 
consumers’ perspective with above-proposed hybrid model 
for the re-evaluation of crafts from the designers’ perspective, 
the unconscious support for crafts can be turned into a 
conscious self-sustaining movement. This integration enables 
both the post-luxury consumption movement and the hybrid 
model to be exploited to the fullest. Through providing a clear 
framework in which crafts should be created in order for them 
to fit into and adjust to the current age, this enables craftsmen 
to respond to the renewed interest from the consumers’ 
side in a coordinated way, allowing the re-evaluation and 
revitalization of crafts to last well into the future.

5. CONCLUSION 

From this research it became clear that Art Nouveau 
possessed valuable characteristics that could be exploited in 
the re-evaluation of the kimono as one of Japan’s indigenous 
crafts. The hybrid expressions of East – West and tradition 
– modernity, proved to be not only perfect to respond to the 
needs accompanying the modernization process of Japan 
and its crafts during the Taishō period; but with some minor 
updates, this expression has the potential to once again play 
a major role in the revitalization and preservation of crafts in 
present time when integrated in a fitted framework. Currently, 
the framework of post-luxury consumption developing 
in Japan seems to be suitable, and it might therefore be 
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interesting to exploit the hybrid expression of internationalism 
– nationalism and traditional – contemporary within this 
framework. Of course, further research is needed to confirm 
if the mixture of post-luxury consumption with these hybrid 
expressions indeed proves to be an effective movement for 
the preservation of crafts in current and future times. This 
research is, however, beyond the scope of this paper. 
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Fig. 1: Art Nouveau kimono from the Victoria and Albert 
Museum collections. 
Left: retrieved from the museum’s database. 
Middle: retrieved from Van Assche, Annie. (2005). Fashioning 
Kimono: Dress and Modernity in Early Twentieth-Century 
Japan. Victoria and Albert Publishing, 296.
Right: retrieved from Van Assche, Annie. (2005). Fashioning 
Kimono: Dress and Modernity in Early Twentieth-Century 
Japan. Victoria and Albert Publishing, 192.
Fig. 2: Kimono from the Bunka Costume Museum collection. 
Retrieved from the museum’s database. 
Fig. 3: Kimono from the Suzaka Classic Museum collection. 
Retrieved from: 『着物モダニズム　須坂クラシック美術

館　 銘 仙 コ レ ク シ ョ ン』(Kimono modernism: Collection 
of Suzaka Classic Museum). Exhibition from 26 September 
2015 to 6 December 2015.
Fig. 4: Left: fabric sample from the Victoria and Albert 
Museum Art Nouveau textile collection. 
Middle: dress from the Victoria and Albert Museum Art 
Nouveau fashion collection. Retrieved from: Clare, Rose. 
(2014). Art Nouveau Fashion. Victoria and Albert Publishing, 
18.
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Abstract

Culture is a largely inclusive concept, and the fact of fashion reflecting culture implies. History, Culture and Fashion are related to each other. In every culture’s 

costumes have a large use of floral pattern and this is mainly noticeable in women’s costume. Flowers with its unique attractiveness, give a person with rich 

multi-dimensional aesthetic experience. Starting from human civilization people have begun to notice the flowers of nature, this is the social basis of formation 

of flower culture. It has a long history of contacts with human’s rich cultural heritage. So the flowers used in the costume makes the feelings of aesthetic and 

elegant fashion that also effect on gender aspect. From the Chinese costume history they use a large scale of floral pattern to show their living status, express 

their feelings. On the other side Bangladesh is a country of natural beauty, they also use floral pattern in their costume to express their different emotions. 

Although those two culture’s costume have a large use of floral pattern, but their purpose of use, meaning, style of pattern and positioning is different because 

of cultural differences, styling and cutline of costume. Beside this those cultures have some similarities of using floral pattern. So comparison of both culture’s 

floral pattern is a unique concept.
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1. INTRODUCTION

Traditional dress and the main themes of floral pattern 
are directly or indirectly derived from nature and daily life 
of common plants, flowers etc. Flower culture is with the 
common development of human civilization, traditional 
culture history, nationality and at the same time left a deep 
mark on flower culture. Pattern design is in the process of 
its occurrence, development history, like the flower culture 
with the characteristics of human civilization. The traditional 
flowers design as one of the image of the flower culture 
symbol, art craftsmen in the understanding of all kinds of 
flowers to diverse natural image, on the basis of the variety 
of nature and people's character and sentiments of integration 
design and production. If gave us flowers cultural spirit and 
material heritage, while the floral pattern is direct sexual 
expression of the people for a better life, fully expressed a 
positive attitude and the pursuit of aesthetic, the dreams of the 
beautiful things.

Many flowers are endowed with different meanings, 
traditional Chinese flowers design in content from the folk 
custom, history, religion, literature, legends and so on various 
aspects of materials, the basis of thought creation, a symbol, 
implication, analogy, harmonics, text and method that can be 
used to reflect the desire of the people with auspicious implies 
and requirements. Unique structure style flower pattern 
in thousands of years of development, China successfully 
created some of the classic style structure, such as the volume 
grass grain, wind flowers, wearing flowers, Po phase, spends, 
etc., has a unique Chinese national colors.

As a country of nature Bangladeshi women’s costume use 
floral pattern in different positioning to retain their tradition 
of culture. Traditional Bangladeshi flowers have different 
meaning with the use of different circumstances that makes 
the costume meaningful. From the history they use handmade 
floral pattern to show their express.

It is seen that most of the research is done on floral 
pattern, Chinese floral pattern and Bangladeshi floral 
pattern separately but no one didn’t compare Chinese and 
Bangladeshi culture’s floral pattern for women costume. 
So this comparison will bring a cultural exchange for both 
culture’s and will play a vital role.

  

2. CHINESE FLORAL PATTERN

The subject matter and constitute a form in the traditional 
floral pattern. Literary or artistic craftsman by Chinese 
traditional culture unique emotional meaning given the 
different flowers in a variety of good moral, make the flower 
gradually formed a kind of personification of opulence, 
borrowed flowers express my feelings, the flowers as a 
symbol of good fortune, happiness, light, and holy. Here 
discussed about the different category of flowers used in 
pattern that shows different meanings. The flowers are used 
in different style in different pattern and their positioning is 
different because of different cutline of costume. 

Flowers with its unique attractiveness, give a person 
with rich multi-dimensional aesthetic experience, due to the 
influence of Taoist thought, the traditional Chinese aesthetics 
emphasizes the subject object unity, the unity of nature and 
the pursuit of harmony perfect aesthetic concepts, will the 
universe everything including the heaven, earth, people, 
animals, flowers and trees, as an organic whole, often will be 
created by art, understanding of ethical and moral feelings 
with the form of things, such as borrowed lyric. The subject 
matter and constitute a form in the traditional floral pattern. 
Literary or artistic craftsman by Chinese traditional culture 
unique emotional meaning given the different flowers in a 
variety of good moral, make the flower gradually formed a 
kind of personification of opulence, borrowed flowers express 
the feelings. Here the example of Chinese floral pattern used 
in women costume.

              

3. BANGLADESHI FLORAL PATTERN
Analyze the origin of Bangladeshi culture’s costume, 

the tradition of floral pattern is related with the Indian 
culture. But their style and use have some variation because 
of geographical and cultural differences. Different types 
of flower used in Bangladeshi pattern to show various 

Figure 1.                                               Figure 2.  
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expressions and the style of pattern of same flower is 
different. And there have some variations of positioning to 
use their floral pattern because of different cutline and style.

Flower is the most widely exist in nature, plants, the 
most beautiful and the brightest color; form is the material 
of nature's most compelling. Flowers the natural form of 
extremely rich aesthetic feeling, starting from the human 
civilization, people have begun to notice the flowers of 
nature, this is the social basis of formation of flower culture. 
Bangladeshi traditional culture has unique emotional 
expression of flowers that shows the beauty of nature. The 
culture of Bangladesh emphasis on the unity of nature that 
is the aesthetic concept and flowers represents that nature to 
show its own beauty.

4. WOMEN ASPECTS

Flowers and females are almost synonymous. As attitudes 
toward women and their place in the world have changed, so 
has the role of feminine symbols such as flowers in clothing. 
Floral patterns are deeply connected to Mother Nature, a 
famously feminine idea across all cultures. The symbolism 
of flowers has a wealth of meaning on female and gender 
embedded in its history. The relationship between flower and 
female’s mentality is clearly persists in the mind of everyone. 
So, floral pattern from the history and tradition is the realm of 
women’s costume.

5. COMPARISON

Table 1. Compare Chinese and Bangladeshi floral pattern for women 
costume from different aspect-

Figure 3.                                               Figure 4.  
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6. ANALYZE THE COMPARISON

From the above table we can analyze the comparison of 
floral pattern of women costume for Chinese and Bangladeshi 
culture. Here we compare the different types of flowers that 
used in floral pattern and shows different meaning of life. 
Also compare the pattern style and positioning of pattern in 
clothing. From the above point we that both countries culture 
have almost same category of flower but their meaning is 
a little change because of cultural differences. Inside the 
flower Chinese are used different images to express different 
meaning or to show the status (Figure 5, 6) and Bangladeshi 
floral pattern is used natural element to show their cultural 
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two cultures. 

7.4 Religious
For the comparison of different culture religious aspect 

also effect on costume. For Chinese and Bangladeshi culture, 
their costume for women is a little different because of 
religious influences. Their dress cutline is different for that 
positioning of floral pattern is different. Because of religious 
believe the meaning of floral pattern is also varied.  

8.CULTURAL EXCHANGE

The main aim of this research is to exchange the Chinese 
and Bangladeshi culture by comparing both cultures’ floral 
pattern of the women costume. China and Bangladesh are 
related from different purpose to exchange different elements 
and economically. Compare both cultures, tries to find out 
a link of ‘Silk Road’ policy that is the relation of trade and 
infrastructure agreement between both countries. 

9. CONCLUTION

Although China and Bangladesh are two different country 
but their cultures have some similarities that will make the 
relation between two cultures costume.Those countries have 
some same floral pattern but it represents different meaning. 
Also different floral pattern represents same meaning and 
feelings. So from this comparison we can distinguish the 
difference of floral pattern. As history, culture and fashion is 
related to each other, the future fashion of any culture will be 
the merge of different culture. Floral pattern of any culture is 
more popular in women costume form the history that makes 
the life meaningful.

tradition (Figure 7). For floral pattern style both country use 
same flower in different look or style (Figure 8, 9) but a little 
different because of cultural change. Both culture also use the 
repeated of flower in one pattern but in different look (Figure 
12, 13). In floral pattern it is seen different flowers in one 
pattern in both cultures (Figure 16, 17). For the positioning 
of floral pattern both cultures have some difference for the 
dress cutline, style, cultural differences but their application is 
almost same. Both cultures use the pattern in edge of dresses 
(Figure 18, 19), Planar pattern (Figure 20, 21). Also they use 
floral pattern in different position of the dress. For Chinese 
culture different dynasty has different believe of floral pattern 
and it’s applications. From the above table we can analyze the 
similarities and dissimilarities of both cultures floral pattern 
for women costume. 

7. REASONS

7.1 Aesthetic
Aesthetic purpose is play vital role to compare two cultures 

costume to show the details of the costume. Both culture 
different aesthetic floral pattern with different meanings of life. 
Their same patterns also express different meaning because 
of their uses and different pattern expresses same meaning for 
their different culture, feelings and environmental difference. 
Also compare their different positioning of floral pattern that 
have aesthetic value.

7.2 Women influences
Main reason to choose women costume for the comparison 

of both culture’s floral pattern is that floral pattern is related 
to female because flower represents the femininity. Women 
would feel like bombshells of their extravagant floral. Flowers 
have long represented renewal, beauty and the feminine 
side of nature. So the connection between floral pattern and 
femininity can be traced through many years of fashion.

7.3 Cultural influences
Culture represents the country. So everyone can 

differentiate the country because of their cultural differences. 
The main reason of this comparison is the cultural merge 
of Chinese and Bangladeshi cultural and to compare their 
tradition and also to find out the way of relationship between 
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Abstract

Hainan Island Li brocade techniques in China is ancient techniques which handed down over thousands of years, it speaks the 

information of ancient ancestors, it is a survival password of a nationality. 

Li brocade is a kind of unique culture tradition of Li, and plays an important role in people’s life. Li expresses the history in the 

form of Li brocade wordlessly without any their own national language. The heritage of Li brocade is word of mouth between 

mother and daughter which teaches people technology and good ethics of virtue. Li brocade is a style of unique  artistic 

expression  from the ancient to the modern by Li history, including the philosophy of rich connotation of the folk and national 

characteristic. Li brocade is created by ecological material of Hainan Island and uses hand-made woven, beaming like written by 

people.

Li women make the colors and decorations to get elaborate combination and harmonious connection by following strict rules 

of collocation, form gayest and magnificent, bright and stronger theme, dignified and elegant brocade apparels. This paper 

conducts an investigation and records as detailed as possible on origins of Li brocade, fabric production techniques, colors, 

decorations and so on, and makes an analysis on the reference value that the exquisite brocade techniques to the fabric design 

of modern textile apparel.

Li’s aesthetic consciousness and artistic expression convey its ancient beliefs, ancestor worship and nature worship, this is 

also the important part of Li cultural heritage. The research on Li brocade techniques makes us to confront the problems in 

modern life at a design angle, and have a more thorough rethink about modern life , even lifestyle itself.
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The brocade made by Li minority of Hainan Island 
enjoyed high reputation earlier in the Spring and Autumn 
Period, it is also considered as the earliest cotton textile in 
China. It includes tight skirt, scarves, belting, bed sheets, 
quilt, etc, which are used by the spinning, weaving, dyeing 
and embroidery processes with brown and black as the basic 
colors and green, red, white, blue, yellow and other colors 
as the complementary colors, which are set subtle with rich 
content and ethnic customs contained, reflecting the splendid 
flowers, birds and animals and other abundant patterns. The 
brocade is fine, soft, beautiful and durable, and the brocade 
from the Central Plains region is incomparable to it. “The 
brocade of Li minority is even more brilliant than the cloud” 
is the heartfelt praise that the ancient people made to the 
brocade. The brocade is also regarded as the “living fossil” 
in Chinese textile history and it has more than 3,000 years of 
development. During the Spring Autumn and Warring States 
Period, it has been called as “Gibeb” in the historic record 
and its leading textile technology has surpassed the Central 
Plains for more than 1,000 years. Hainan Island, due to the 
development of the brocade from Li Minority, has become 
the birthplace of China’s cotton textile industry.

In the ancient times, the cotton in various regions in 
southern part of China was introduced from the places of 
origin including India, South America and others through 
seaway to Hainan Island. The brocade of Li Minority is 
mainly included with the cotton bread, and the linen thread, 
silk thread and the gold and silver thread are acted as the 
supplementary threads. In eastern and Changjiang areas, 
Li Minority has created the craft work with bandhnu and 
contexture combined for brocade production, among which 
the warp is mostly adopted by the valerian staining method 
(also referred to as bandhnu), that is, to arrange the warp in a 
tie wire frame and tie in the warp with yarn. After the dyeing, 
the yarn is removed and the blue and white pattern is created. 
Then, the color weft is knitted in. The tools used for spinning 
and weaving of the brocade of Li Minority are still the 
traditional tools used in the ancient times, including the hand 
rub seeded cross stick, wooden hand embossing machine, 
pedal spinning and weaving machine, etc. 

In the process of brocade production, four craftwork 
are mainly adopted, namely the spinning, dyeing, weaving 
and embroidery. The main tools for spinning include the 

hand twist spinning wheel and pedal wheel. The hand twist 
spinning wheel is considered as the most ancient craftwork, 
which the spinning wheel is adopted to complete this process. 
The residential area of Li Minority has abundant wild kapok, 
textile raw materials and others. Before the popularization of 
the cotton textile, the wild flax textiles were very prevalent 
in Li Minority. Usually, people take off the outer cortex of 
the wild flax in the rainy season. After soak and rinse and 
other processes, it can be soiled into the flax pair. After the 
dyeing, cambric can be made by handy work, or the spinning 
wheel can be used for thread twisting and cloth production. 
Wild linen has a solid texture. Usually, it can be used to make 
clothes for labor purpose. The dye wares used for brocade 
of Li Minority are mainly adopted by the wild or house 
plants, minerals and the animal blood as the raw materials. 
These dye wares have bright colors, unfading nature and 
generous origins. Dyeing is a major experience obtained 
from the ancient times in Li Minority. In Meifu area, there 
is still another kind of bandhnu which is also called as tie-
dye in the ancient times. That is, to conduct warp tie first, 
then, the dyeing line and the last step is weaving. In general, 
it is to combine the prick, dyeing with weaving skillfully 
and is thereby considered as unique process in China. The 
weaving machine used by Li Minority is mainly divided into 
the pedal loom and waist machine. The waist machine is a 
very old machine, which is very similar with the machine 
used by Banpo clan in 6,000 or 7,000 years ago. Women 
in Li Minority uses waist machine to weave the exquisite, 
splendid and complicated pattern, which the jacquard process 
can even surpass greatly the process made by the modern 
large jacquard equipment. The different patterns, colors and 
styles of the brocade of Li Minority have been used as a very 
important symbol to distinguish the tribe group with various 
blood ties. Thus, it has an extremely important humanistic 
value. The brocade of Li Minority can be divided into single-
sided and double-sided embroidery, among which the double-
sided embroidery on the women’ jacket in Baisharun area is 
the most popular one. Mr. Liang Zhaotao, China’s famous 
ethnologist, edited “Chinese Ethnology Introduction”. In this 
book, the double-sided embroidery was described like this, 
“In the local Li Minority (Namely, the Runfangyan region), 
women are skilled in making double-sided embroidery which 
is very compact and exquisite in shape, and the products they 
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made are extraordinarily rare and beautiful and can even 
compare with the Han double-sided embroidery in Suzhou.

The spinning, weaving, dyeing and embroidery processes 
in Li Minority all have their rich characteristics. People 
in various regions of Li Minority, according to their own 
interests, have created a variety of weaving, dyeing and 
embroidery techniques. Such as, in addition to the flat 
embroidery, people in Baisha County have created colorful 
embroidery with two-side processing, which the production 
process is very exquisite with various colors and rich features; 
besides, it is considered as beautiful as that from Suzhou. For 
the embroidery technology, the double-sided embroidery is as 
the most outstanding one and is generally used for women’s 
clothing.

Brocade pattern of Li Minority reflects women’s aesthetic 
consciousness, life style and cultural phenomenon of religion 
and art accumulation. The content is mainly reflected Li 
Minority’s social production, life, love, marriage, religious 
activities and the legendarily auspicious or beautiful image 
of a matter. Brocade pattern of Li Minority has more 
than 100 different types, which can be roughly divided 
into patterns of humanoid pattern, animal pattern, plant 
pattern, geometric patterns and patterns to reflect the daily 
production equipment, the phenomena of the nature and 
the Chinese characters and symbols. Among these patterns, 
the humanoid pattern, animal pattern and plant pattern 
are the most commonly used brocade patterns. Humanoid 
pattern is mainly included with the wedding pattern, dancing 
pattern, youth and happiness pattern, pattern with hundred-
people, harvest and joy pattern,  flourishing population 
pattern, grazing pattern, luck and peace pattern and others, 
which reflect people’s strong desire for the reproduction, 
flourishing population with big families and the pursuit for 
a better life. Through exaggeration and distortion process 
creation technique, women in Li Minority reflect the life and 
production scene on their brocade and make the patterns and 
designs vivid and artistic. The most representative one is the 
wedding pattern, which is mainly popular in Ledong, Sanya 
and other cities and counties. It is also a classical humanoid 
pattern, which reflects the wedding etiquette and custom in 
Li Minority in the tight skirt; it also expresses the activity 
scene in the skirt. The scene is open, warm and spectacular 
with rich content and distinctive national characteristics and 

rich regional custom. The animal pattern has mainly the 
dragon and phoenix, muntiacus muntjak, buffalo, deer, fish 
and shrimp, frog, crow, pigeon, bee, butterfly, etc. Among 
them, dragon and frog pattern are the most common ones. 
Dragon pattern is popular in the vicinity of Baisha and 
Qiongzhong, reflecting that the people in Li Minority regard 
the dragon as a symbol of nobility, good luck, happiness and 
good. Frog pattern is very popular in the ancient times. In the 
traditional concept of Li nationality, frog is considered as an 
animal to express maternal love and reflect evil prevention. 
Frog pattern reflected on the clothes is required for a strict 
symmetric structure with a “field” shape as the main body; in 
the middle of the pattern, four frog patterns with abstraction 
are set to use the dynamic and static contrast technique to 
reflect the frogs’ life in the field. The picture is full with good 
rhythm coordination. Some frog patterns, in some places, 
are adopted by the exaggerated and distorted technique for 
expression by the omission of the front legs of the frog, or the 
lengthening of the hind legs, reflecting a jumping frog. The 
pattern is made with bold design idea with simple feature and 
unique national style. Plant pattern is mainly included with 
the kapok, mud flower, keel flower, bamboo flower, cane, 
tree, grass, kapok pattern, flowers pattern, etc. Kapok is one 
of the main raw materials brocade of Li Minority, and women 
there are all interested in using the kapok pattern to do the 
brocade pattern with kapok tree as the major pattern, which 
includes the root, branch, key lines under the branch (also 
known as “random flower), and flowers and green leaves, 
which are used to symbolize the deep root and rich leaves 
to reflect a happy family. Flower pattern is popular on the 
clothes in Wuzhishan area, and the pattern is marked with 
the column-shaped pattern for family lineage, the overall 
decoration is similar to the inverse shape of Chinese word 
“Jin”, as the upper place has the wild grass and diamond 
continuous pattern, which means the deep root and rich 
leaves, family flourishing and thriving. Geometric pattern is 
to use the straight line, parallel line, square, diamond, triangle 
and others to form the pattern, using an abstract pattern to 
reflect the characteristics on the clothes and the features of the 
original thinking. Its content is rich and the color is beautiful. 
Daily life pattern mainly includes the cooking, ball-playing, 
weaving, farming, pole carrying, pitchfork application, etc. 
Most of these patterns are made based on women’s own life 
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observation, understanding, artistic imagination and creation. 
The main pattern of natural phenomenon includes the moon 
and stars, lightning, water and fire, etc. Li Minority is a nation 
with nature worship, which has always been influencing 
the development of brocade pattern. Chinese characters 
symbol pattern has Xi, Fu, Lu, Shou and Wan wordings, etc. 
However, for Li Minority, it has only language without word. 
For Brocade pattern, due to the influence of the Chinese 
culture, some patterns are gradually adopted by the Chinese 
characters symbol, which is used on these costumes to reflect 
people’s pursuit for the happiness, health and longevity.

For the brocade of Li Minority, the most characteristic 
one should be the tie brocade, which is adopted by the 
Chinese oldest dyeing method and is also known as the tie 
dyeing that is a unique craftwork for weaving after stretching 
dyeing. Stretching dyeing is the original and ancient dyeing 
craftsmanship created by people of Li Minority, it is also 
considered as the living fossil of dyeing technique in China. 
Stretching dyeing, as a unique design dyeing method in Li 
Minority, is firstly processed by the warp tie and line dyeing 
afterwards for weaving, it combines tie, dyeing with weaving 
skillfully. Tools, thread and dye ware are all made from nature 
with easy materials acquisition and zero pollution, which 
can not be easily replaced by the modern textile machinery 
staining technique. Although other ethnic groups in our 
country also have stretching dyeing, it is usually conducted 
by weaving firstly and stretching dyeing afterwards. For 
the stretching dyeing of Li nationality, stretching dyeing is 
processed before the weaving, and this can not only enrich 
the patterns’ design, but also own hazy beauty of artistic 
effect, which is regarded to have a very high value of art 
appreciation.

Stretching dye is to warp the finished spinning and bound 
it to the stretching dye rack. Then, use green or brown cotton 
thread to tie the required pattern on the warp. After that, take 
it from the wooden frame and put into the vat dye vat for 
coloring. Then, to dye and dry it, pick up the formed cotton 
thread. Finally, a unique hazy halo of warp is appeared. 
Furthermore, the colorful weft is weaved on the warp, thus, 
a delicate piece of brocade art is created. The key craftwork 
of stretching dyeing is the tie line, which should be fastened 
tightly to prevent exfoliation during the course of the dyeing. 
For the tie dye, the general process includes the sampling, tie, 

dyeing, unhitching, rinsing and other processes. In the process 
of stretching dyeing and in addition to the embroider process, 
dyeing is the most important step. The commonly used dye 
wares are indigo, and the indigo dye is to use the vegetation 
obtained from indigo plant for dye. That is, to immerse the 
stained material in the dyeing liquid, this is called the dyeing. 
Usually, this is done for several times or even more than ten 
times repeatedly for dip dyeing and drying. Then, the desired 
effect can be obtained. After the completion of the dye, the 
tied thread is removed one by one. After that, use water to 
rinse and remove the floating color for drying. At this time, in 
the warp, a unique hazy halo color pattern is appeared. After 
the warp is finished with dyeing, use the weft for weaving 
and stitching, then, a fine piece of clothing will be presented 
in front of you.

After the Song Dynasty, the literature recorded that Su 
Dongpo was banished to habitat in Danzhou. At that period, 
he wrote his journey to the Jun Ling Wang Temple (The 
temple is located in the present Changjiang Li Autonomous 
County). In his journey, he mentioned “Knot flower”, which 
refers to the stretching technique created by Li Minority. 
During the Yuan Dynasty, the famous historian Hu Sanxing 
mentioned in ZiZhiTongJianYinZhu, “valeriana, pinch 
picking by thread and dyeing afterwards; dye and untie it, all 
tied areas are primary colors, the remaining is left for dyeing, 
and the color becomes splendid”. In Yuan Dynasty, Lv Cheng 
mentioned in Lei Crane Set that the Dan and Wan prefecture 
of Li Nationality used commonly the “Valerian Flower Cloth 
made by Li Minority". At that time, the node dyeing skill 
was used to make the “Valerian Flower Cloth made by Li 
Minority”, “Pan Ban Cloth” and “Hainan Qi Pan Cloth” and 
others have been the tribute to the imperial court and the 
popular product in the mainland marketing.

Now, the stretching dye skill has become very rare in 
our country. In Hainan, only in Changjiang Li Autonomous 
County and eastern Meifu area with local dialect can have 
such skills being inherited. Women in Li Minority who 
currently mastered such skills may be less than ten persons. 
Nowadays, due to the widespread use of woven products, 
stretching dye handicraft has become rare and extinct. With 
the death of the women who owns such skill, this technique 
is likely to fail to be handed down from the past generations, 
thus, it is in urgent need for protection. The rise of stretching 
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dye technology was originally a skill of the whole island. 
Later, the dyeing center was gradually moved from the 
west to the east of the inland, namely the area of Dongfang 
and Changjiang areas. Till the Ming and Qing Dynasties, 
the Li Minority with Meifu dialect, who had lived in the 
western part of Hainan Island, currently the Changjiang and 
Dongfang area of China, carried forward this unique skill. 
Stretching dye had been failed to be handed down from the 
past generations in other areas of Li Minority. Now, it is only 
inherited by the women living in Li Minority and speaking 
Meifu dialect. According to the survey, nowadays, the 
technology mastered by the number of women has been less 
than ten. The value of stretching dye is mainly manifested 
in three aspects. Firstly, the historical value, an important 
research value for the weaving science; secondly, the artistic 
value. In other ethnic groups in our country, there also has 
stretching dye; however, it is made by weaving firstly and 
stretching dye afterwards. For Li Minority, the stretching 
dye is used before the weaving. This can not only enrich the 
pattern design with a hazy beauty of artistic effect, but also 
have a very high value of art appreciation and practical value.

Brocade of Li Minority experienced a long and glorious 
history. It is a unique cultural tradition of Li nationality. It 
also played an important role in local people’s cultural life. Li 
Minority did not have their own character, and the inheritance 
of the brocade is conducted by wording and listening between 
mother and daughter. During the course of such inheritance 
for the technique, good ethics and virtue are taught as well. 
Brocade of Li Minority is the formation of the unique style 
of artistic expression from the ancient times to the modern 
times, as it contains the rich folk connotation and special 
ethnic philosophy.
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Abstract

This paper  offers two interconnected case studies.  The first records how Western technology interacted with Japan’s  metalsmithing traditions after Admiral 

Perry opened Japan to international trade.  The second case  recounts how traditional Japanese metal craft technologies were adopted by an American silver 

manufacturer to create new contexts for silversmithing,  a new esthetic, and a new international art movement. 

Key words: Meiji, mokume, color, American silversmithing
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INTRODUCTION

When I embarked on my career as a craftsman forty years 
ago, my first job was in a factory. My job was to create 
manufacturing methods for silver and pewter hollowware.  
Every new project began with three questions:  What was 
the object used for? How was it made in the past?  Can new 
technology improve upon the traditional craft of making it?  
Answering these questions taught me that “use” evolved with 
culture.  Whether the craft technologies survive or become 
extinct depends on the never ending tug of war between 
tradition and necessity.

This paper presents two case studies that illustrate how 
cultural change effected traditional metal crafts.   In one, the 
craft of Japanese metalsmiths found new applications and 
new markets by embracing Western technology.  In the other, 
an American silversmithing company reverse- engineered  
traditional Japanese metalsmithing to create a new esthetic 
for itself, and new markets.   In both cases, economic crisis 
was the catalyst for cultural shifts that effected the change. In 
both,  technology was embraced as a solution—an effective 
tool  that  harmonized with the necessity of change and  the 
spirit of both cultures.  The conclusion of this paper will draw 
parallels between the past and the present, looking “back to 
the future” in search of answers to this list of contemporary 
concerns: 

1. Can traditional crafts survive and develop in today’s 
world?

2. How can we apply traditional crafts to contemporary 
design for realization of their activation and renaissance?

3. How do traditional crafts give a unique esthetic 
perspective and cultural connotation to the design of this new 
era?

4. What significance does traditional craft bring to 
contemporary life?

1.0  CASE 
#1: TECHNOLOGY AND CRAFT;  FEUDAL JAPAN 
OPENS TO THE WEST, AT GUN-POINT 

In 1853, Commodore Mathew Perry sailed into what is 
now the southern end of Tokyo Bay with a fleet of state-
of-the-art gunboats. The mission was the third  attempt at 
establishing trade relations with Japan—the two previous 

ending in failure.  For the third try, the American government 
sent the largest United States fleet ever seen in the Pacific.  
This time, President Filmore ordered Perry “not to tolerate 
insults or slights of any kind.”  When Perry handed over 
the letter from the president to the representatives of the 
Shogan, he added a letter of his own, stating that if his “very 
reasonable and pacific overtures”  were not at once accepted, 
he would return to Japan in the spring “with a much larger 
force” (Earle p. 20)  After much painful debate, the Shoganate 
conceded that Japan was too weak to have much choice in 
the matter. The Treaty of Kanagawa was signed the following 
spring when Admiral Perry’s larger armada returned.  (Earle, 
p.19.)

To soften the sting, Perry used the grand occasion of the 
signing ceremony to present gifts that showcased Western 
Technology.  The gifts were chosen to be enticing—to portray 
trade with the west as both desirable and necessary.  Among 
them were firearms by Samuel Colt, a daguerreotype camera, 
a telegraph machine, and a quarter scale locomotive which 
ran on a 350-foot circular track.  The Japanese delegation 
lined up for hours to take a ride, …”grinning with intense 
interest.” (Earle,..p. 20)

Even the most conservative members of the ruling elite 
came to realize the 200 year old policy of seclusion had come 
to an abrupt end.  International trade was mandated by the 
Treaty of Kanagawa, but in the mid 19th Century, the only 
exports Japan could sell to the world were tea, raw silk, and 
crafts made entirely by hand.  Of these, craft was the likeliest 
money maker.

1.1   MARKETING JAPAN’S  CULTURAL HERITAGE
To generate Western markets for it, the Meiji government 

sent lavish displays to International Expositions in Europe 
and America.  By the late 1860’s, these were the established 
international showcases for technology, trade and culture—
excellent marketing opportunities for exports.  In 1873, the 
Japanese display at the Vienna World Exposition was so 
successful, the Meiji government created the Kiriu Kosho 
Gaisa (the government trading company )  to exploit the 
success and get a foothold in the international export market. 
The company commissioned work from all areas of the 
decorative arts in Japan, and opened branches in New York 
and Paris.  It is vital to note that the Kiriu Kosho Gaisa not 
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only sold to the West,  it also purchased Western decorative 
art and sent it back to Japan for craftsmen to study--a 19th 
Century version of market research. 

The marketing efforts intensified for the Philadelphia 
Centennial Exposition of 1876. Japan spent a full 1% of its 
total national income to recreate a Japanese village, complete 
with gardens, working artisans, and a market with every form 
of handcraft produced in Japan for sale.   Some commentators 
criticized the commercial attitude of the Japanese, but the 
huge marketing push worked.

Ten million visitors went through the Centennial 
Exposition in Philadelphia, and Japanese craft was an instant 
sensation.  Scholars wrote about it. Designers embraced 
it.  With the aide of the newly laid Trans-Atlantic Cable 
telegraphing the news, a worldwide craze for japanisme swept 
through the West.   

1.2  WAKON YOSAI
To turn the craze into capitol, the government put into 

place a strategy of sponsorship for craft development and 
export.   The policy focused on evolving new contexts for 
traditional crafts (that would appeal to Western tastes and 
life-styles) and on embracing Western technology to make 
manufacturing more efficient.  “Wakon Yosai”  translated,  
means, “Japanese Spirit, Western Technology.   (Irvine, p 
167)  Within twenty years, the export revenue generated by 
this marriage of technology and tradition  played a significant 
role in funding the modernization of Japan.

The Treaty of Kanagawa  and Wakon Yosai could be 
compared to an arranged marriage between cultural heritage 
and technology—a marriage with a big dowry and large 
expectations for a fruitful union. Of all the crafts in Japan, 
the metal arts provide the clearest picture of how traditional 
craft  and modern technology fared as partners.  It also offers 
a glimpse of what their offspring became in the 21st Century.

1.3  THE IMPACT OF CULTURAL CHANGE ON 
METAL CRAFTS IN JAPAN

The push toward modernization  changed Japanese society 
so rapidly that in 1872, American teacher William Griffis, 
back from just a year in the provinces wrote:

“Tokyo is so modernized that I scarcely recognize it…
no beggars, no swords worn…more clothes.  The age of the 

pantaloons has come…  Shops are full of foreign wares…
Soldiers all uniformed…armed with …rifles.  Railway 
nearly finished.  Old Yedo (Edo) has passed away forever.  
Tokyo, the national capitol is a cosmopolis.”(Earle, p. 29; 
Beauchamp,  p. 78)

Before the Treaty of Kanagawa,, metalsmiths made 
swords, armor, and  religious objects, all of which were in 
daily use --up until the 1870’s. In a series of social reforms 
that culminated in the  Haitorie Edict of 1876, the samurai 
class was abolished, and the carrying of swords was 
outlawed.  Two million samurai lost both their pensions and 
their privileged position in Japanese society overnight, and 
metalsmiths lost their patrons. 

Bronze artisans suffered the same fate.   Thousands lost 
their livelihood when Shinto became the state religion in 1870 
and Buddhism was suppressed.  Buddhist abbots no longer 
commissioned huge bronze incense burners to send wafts 
of scented smoke to heaven.  Bronze temple bells fell into 
disrepair,  replaced by  imported western clocks for telling 
the time. With no patrons, and no practical use for their craft , 
metal artisans faced starvation, and  the extinction of their art. 
(Irvine, p. 190)

1.4   THE GOVERNMENT TO THE RESCUE
To prevent this disaster, metal artisans were encouraged 

to band together, creating workshops and factories that 
would re purpose their craft.  One aspect of the policy of 
“Wakon Yosai” was the creation of “The Government Craft 
Design Office”.  Its purpose was to support craftsmen by  
commissioning designs for export that would divert their 
skills from making armor to making decorative art..  Among 
its guiding principles were to:

Promote unique techniques that are declining , renew old 
exquisite skills, and preserve and improve them.

Create new designs that match the fashions of the countries 
to which they will be exported, and with new ideas in those 
designs…keep one step ahead . (Irvine, Yokomizo, p. 64)

2.0  CASE  
#2: AMERICAN SPIRIT, JAPANESE TECHNOLOGY

At the same moment, half a world away, American 
silversmithing manufacturers were suffering  the same fate 
that nearly extinguished the metal crafts to in Japan.  Once 
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again, the cause was financial calamity and cultural change.  
The Panic of 1873 hit the silver industry especially hard in 
America.  It was second only to the Great Depression of 
1929-39 in its economic and social impact.  “Silverware is a 
luxury, not a necessity…sensitive to even minor downturns 
...” (Venable, p.73)  and silverware sales plummeted. Lay-
offs and bankruptcy devastated the industry. And the fabric 
of society changed with the upheaval caused by lost jobs 
and shifts in patterns of wealth. In the darkest part of this 
depression, tastes became simpler, designs evolved toward 
a reverence to Nature.   Large companies that had built up 
infrastructure during the salad days post Civil War (when the 
economy expanded a smoking 6% per year)  saw their sales 
contract a full third between April of 1873 and early 1878.  

These dates are significant.   In those years,  both American 
silver companies and the Japanese government exploited 
the international expositions in Vienna and Philadelphia 
as marketing opportunities. When they  encountered each 
other there,  both were on the look-out for new ideas and 
technologies that would rescue their industries at home.  

Wha t  the  Japanese  wan ted  f rom the  Wes t  was 
manufacturing technology.  What the American silver 
companies wanted from the Japanese was color. They were 
particularly interested in imitating exotic patterned, colored 
alloys never achieved in the West, and the naturalism it 
was employed to express.   American silver manufacturers 
were eager to increase sales by combining these alloys with 
silver,  thus creating new products with a Japanese flair. 
“In the light of the tense economic climate, it must have 
made perfect sense for someone like Edward C. Moore 
(Tiffany’s top designer) to direct his energy and talent  to 
the rapid expansion of Japanese-style designs…” (Venable, 
p. 189)  Gorham Silver Company followed suit, but with 
more emphasis on imitation.  The company bought kudzuka 
knives—weapons   sword makers were forbidden to sell in 
Japan, copied them, replaced the steel blades with silver and 
sold them as fruit knives to American customers.  (Carpenter, 
p. 82)

2.1  FOREIGN EXPERT/ DOUBLE AGENT
Christopher Dresser, (1834-1904;   industrial designer, 

author, collector, businessman)  was pivotal in getting both 
parties—Japan and American silver companies—exactly 

what they wanted from  each other.   In the early months 
of 1877, Dresser spent four months in Japan “acting as an 
artistic advisor” to the Japanese government.  (Masinter, p. 
12)   He was commissioned to advise on how technology 
could be introduced to make production more efficient,  and 
on how Japanese crafts could be adapted to suit Western 
tastes.  But  Dresser did not confine his activities to 
consulting.  He used the unlimited access he was granted to  
collections, manufacturers, and workshops to fulfill a private 
commission—buying  for Tiffany & Co.. In his book, Japan: 
Its Architecture, Art, and Art Manufactures,  Dresser writes 
that Tiffany asked   “…[me] to acquire any objects that I  
think calculated to aid in the development of their silversmith 
business.” (Dresser, p. 221)   The 8000 objects Dresser 
purchased for Tiffany & Co.  became the basis of a study 
collection for their designers as they developed their new 
products along the lines of “japonisme”.    (Masinter, p.13)   

 
2.2  COLOR;  IMMITATION BECOMES INNOVATION

“No people but the Japanese have understood the value of 
color in metal composition…we have never fully realized the 
fact that by producing metallic alloys, and combining these 
with pure metals, a world of color is open to us.”  (Dresser, 
pp. 425-428)

Dresser was referring to the rich cherry red  to blue-black 
patinas possible on shibuishi, and shakudo, and the stunning 
effect of burl wood created with a process called  mokume-
gane.  While advising the Japanese on design and technology, 
Dresser was simultaneously urging his largest American 
client to explore the esthetic use of colored alloys and patinas 
in new product development. The formulae they developed 
were derived by experimenting, and by fire assaying samples 
from the collection purchased for Tiffany in Japan by Dresser. 
The following passages are from the work diaries, dating 
from 1877, charting the work done at Tiffany & Co. as they 
tried to reverse engineer Japanese alloys, inlays and patinas.  
(Brown University Library, Special Collections,, A2002-6)

December 5, 1877
(Imitating the color without alloying) “ Shakudo ( or 

blue black) can be produced by use of chloride of platinum.  
Dimes (Tiffany’s research chemist) had occasion to color a 
piece of brass inlaid with silver and by experimenting found 
the chloride of platinum  the proper chemical to produce its 
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color.  The solution seized hold of the brass and colors it so 
rapidly that the silver is not effected, thus you obtain shakudo 
inlaid with silver the same as the Japanese if not the same 
method.”

January 18, 1878
“Dimes is still trying to produce the blue black Shakudo.  

He thinks that the alloy (derived from the results of a T & 
Co. assay) used in the mixed metal (mokume) is correct and 
the method of coloration is the only missing link.  He tried 
a piece of mixed metal of silver, copper and alloy using 
chloride of uranium.  The result was that the alloy became 
tolerably black, the copper light brown and the silver a pea 
green (sort of milky with a fine line of silver color separating 
the other metals from it,  a charming effect.”

August 6, 1878:
“Dimes thinks that, in regards to others finding out our 

method of coloring, it will be a matter of some difficulty as 
many of the features of it are so contrary to theory.  The use 
of salt peter as an instance, a chemical generally looked upon 
as dangerous –yet by practice we find that unless in contact 
with some substance combustible, it may be melted without 
burning…”

May 15, 1879
“Japanese red has been produced by submitting the copper 

to the fumes of bromine.  Mr. Beyer produced some small 
specimens of it by the use of (bromine).  The fumes are very 
poisonous.  Bromine is made from seaweed, the strong smell 
on the sea coast whenever seaweed is found is nothing more 
than Bromine in a weak state.  I propose trying to produce 
color in metals by boiling them in a solution of seaweed.”

May 27, 1879
“Having made a solution of seaweed on Sunday and 

perceiving indications of its coloring copper I took a bottle of 
the solution to Mr. Dimes at the factory and had him try it in a 
copper vessel.  He annealed a piece of copper, a piece of brass 
and also a piece of shakudo without forming an oxide by the 
aid of salt peter and then boiled them and a piece of copper 
not annealed in this seaweed solution and the result was equal 
to our coloring solution and perhaps better as far as shakudo 
is concerned as it turned blackish brown, or plum color, the 
red on the copper was good, the yellow on the brass was good 
as we have ever produced.  The piece of unannealed copper 
remained bright.  This convinces me that the Japanese have 

labored in the same direction.”
September 15, 1879
“Dimes brought me a piece of mixed metal (mokume 

gane) and several other pieces of metal—Brass, shakudo, 
shibuishi, and copper which he had colored by immersing 
them in susqui-chloride  of iron and then boiling them in 
solution to redden copper, without annealing them as usual.  
He produced quite a blue black on the shakudo in the mixed 
metal (mokume) a good color with brass and middling good 
color on the shibuishi. The copper was of an orange color 
quite inferior to our red.  The shakudo he found colored well 
at first, but not good at the end.  He thinks his solution was 
too strong and tried a weaker one with a better result. The fact 
that all of the metals color is evidence that he is on the right 
track.  I have proposed that he color the red first and then the 
others after by the new process, which he thinks very well of 
E.C.M. (Edward C. Moore) wants these to be kept quiet and 
suggests that I color larger pieces so as to perfect myself in it, 
in case Mr. Dimes should get sick.”

December 22, 1881:
“E.C.M. (Edward C. Moore) suspects R. Dimes of  

willfully neglecting our new things and not making any effort 
to produce any new colors or alloys of any kind.  Thinking 
that he is either looking for another place or doing this to 
force us to pay more money to do more and produce new 
things.  He (E.C.M.) is willing to spend $500 or more on 
Newton and give him a laboratory to experiment in and an 
assistant.  Newton being our confidential man. (in Victorian 
parlance, a “confidential man” was one who held the 
confidence of upper management in a business).  

The diaries are full of experiments and research, both 
esthetic and chemical.  It is interesting to note that state-of-
the-art Western chemistry, electroforming and even photo 
etching were used to simulate the laborious hand work of 
Japanese craftsmen. (Brown University Library, Special 
Collections, Manuscript Division, A-2002-6, Codices 1-6).   
Leaving no stone unturned in his research, the diary author 
pumped a clerk at the New York branch of the Kiriu Kosho 
Gaisha  for technical information:

“…ca l l ed  upon  my  way  home  a t  t he  J apanese 
Manufacturing and Trading Company 865 Broadway and 
conversing with one of the clerks …learned that the Japanese 
ascribe to shakudo the quality of turning black without any 
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artificial means.  I do not wish to assert … any derogatory 
opinion but shall be very glad to know how to make it  
possessing that valuable property….(The clerk says)  … the 
best artists in colored metals are Gorosa Burra and Choaik, 
the first named being the best. “ (Codex 2, May 29, 1878)  

The artists mentioned here are Kanaya Gorosaburo the 9th 
and Suzuki Chokichi, former sword metal craftsman, later 
appointed to the prestigious rank of “Artist to the Imperial 
Household”, with a stipend for life.   (Irvine, Yokomizo, p. 62 
and p. 39). 

Tiffany’s investment in reverse engineering Japanese 
coloration in metals involved a scientific process of trial, 
error, happy accidents with many failures along the way, 
but “in the end it achieved spectacular results.” (Venable, 
p181) .  Tiffany & Co. won the grand prix for metalwork in 
the Paris Exposition Universale of 1878,  Edward C. Moore 
was awarded the gold medal for design, and Charles Lewis 
Tiffany was named a chevalier of the Legion of Honor. 
(Loring, p.11)  The press was ecstatic.  In The World,  New 
York, July 11, 1878, Richard Whiteing wrote:

“Tiffany & Co., it seems, with their superior mechanical 
appliances have carried the manufacture beyond the power or 
even the conception of its Asiatic inventors…The decorative 
coloring  (in the winning works) is also derived from 
Japanese Art, but has been so developed by Tiffany & Co., 
through the aid of chemistry and machinery, that they now 
possess a greater variety, and in some instances, finer quality 
than the Japanese.”

An article from a Japanese newspaper summed up the 
reporter’s reaction to Tiffany’s success, with a combination of 
admiration and alarm: 

“(Tiffany & Co. has) very beautiful examples of our 
‘mokume’ metal which is, I am told, fruit of their hard study 
and work over many years.  Thus I see in metal works, as 
well as in pottery our art so much imitated & admired & it is 
to be sure very pleasing to see, but at the same time it is to 
be feared most also…So I warn our manufacturers at home 
to note these facts & in the future to be more studious and 
enterprising.”(Loring, p. 51)

Tiffany’s“List of Purchasers” from the 1878 Exposition 
included Mr. Wakai Kanesburo,  who was both the vice 
president of the Kiriu Kosho Gaisha, (government trading 
company), and an official of the Government Design Office.   

Wakai’s purchase is particularly significant.  The documented 
fact that Wakai was taking note of how traditional Japanese 
metal craft technologies  were being revised  and re-imagined 
in the West is of great importance.   As one of the highest 
ranking government officials in charge of craft manufacture 
and design in Japan, he very probably bought the works from 
Tiffany’s to send back home for design research and technical 
analysis.  The master was becoming the student.    (Irvine, 
Yokomizo, p. 60) (Loring, p.51) (Carpenter, p. 200)

3.0  TECHNOLOGY, INNOVATION, REDESIGN
Tiffany’s international reputation was established by its 

reimagining of Japanese design and craft technology for  the 
Paris Exposition of 1878.  (Masinter, p. 2)  What began years 
earlier as a commercial gambit to boost sales of by cashing in 
on the craze for japonisme, became  a sea change in fortunes 
for the company.   The esthetic of Japanese naturalism  
proved to be a“breath of fresh air” leading Edward C. Moore 
to introduce color into hollowware—a thing never before 
thought-of or attempted in the West.  The phenomenal success 
of his infusion of traditional Japanese craft technologies  
catapulted  the company to international fame.  Its name 
became a household word synonymous with luxury--thus 
creating the first “luxury brand” in American marketing —a 
position it enjoys to this day.

For Japanese metalsmiths, the introduction of Western 
technologies (ie., lost wax casting, metal spinning, vitreous 
enameling on silver vessels)  helped them reimagine the 
context of their craft—branching off from weapons for 
samurai into new, wonderful applications in decorative art. 

“The process through which the Japanese and Western 
cultures came into intense contact during the Meiji period 
resulted in mutual influence and led to artists from different 
cultures being inspired by one another, thereby producing the 
surprising and unique ‘hybrid’ artifacts we appreciate (even) 
today.” (Irvine, Schiermeier, p. 16

There  is  a  saying masters  use  when they teach 
silversmithing.  It is far too old to be ascribed to any author, 
and it goes like this,…”The more your hands can make, the 
farther your imagination can see”.     In this instance, new 
means for making gave birth to new solutions to old technical 
problems, as well as new esthetic explorations of traditional 
themes. The hybrid, tour de force bronze casting by Suzuki 



177

Chokichi employed traditional sand casting for the vessel 
and  introduced Western lost wax” casting technology for the 
figurative wildlife..   (Irvine, Yokomizo, p.66)   The sculpture 
of swimming carp by Oshima Joun is also made of lost wax 
cast bronze,  but silver and gilding have been used to give 
the fish belly a shimmering, translucent quality. Shibuishi 
and shakudo inlays create a play of color.  In this beautiful 
work, the artist used the open air space between swirls of cast 
bronze to create a metaphor for water.  The bronze is handled 
as expressively as a brush stroke, representing the ripples the 
fish make as they jump and dive.    

These sculptures are undeniable examples of the cross 
fertilization of styles that gave birth to  Art Nouveau. 
(Earle, 284)   In fact, Art Nouveau got its name from L’Arte 
Nouveau, Sigfried Bing’s shop in Paris,  devoted  solely to 
the selling of masterpieces that personified“Japanese spirit, 
Western technology”.

3.1  DOES THE PAST FORETELL THE FUTURE?
Taken by itself, this story of traditional craft inter-marrying 

with technology in the 19th Century is a ripping good 
yarn.   It contains suspense, the threat of violence, industrial 
skullduggery, an arranged marriage, a double agent, and the 
birth of a new worldwide art movement.  Apart from all of 
that, it chronicles a moment in time when craft faced similar 
questions to the ones facing it now.  The list of questions 
below was introduced at the beginning of this paper.  Let us 
revisit it, examining  how each question was addressed and 
resolved by the trajectory of this narrative. Let us also explore 
the questions in a contemporary light,  drawing parallels 
between past and present as we seek the answers.

1.Can traditional crafts and techniques survive and develop 
in today’s world?

The answer is a resounding yes.    Traditional craft and 
techniques survive today because they are an inseparable part 
of each culture’s identity.     

In the 19th Century, early recognition of craft as a 
national asset  was key to its survival and development  in 
Meiji Japan. Its value was recognized, and its potential as 
a source of  export revenue led to extensive exploration 
of new contexts, and new international markets.  It is 
important to note that at least one of the government craft-
development initiatives left over from the Meiji Era  is still 

in place and functioning today.  The designation of Teishitsu 
Gigei’in,“Artist to the Imperial Household”,  was established 
in 1890 .  Superlative artists were selected from various fields 
and awarded a stipend for life to  “Promote .. art and cultivate 
craft techniques, and guide successors.” (Irvine, Yokomizo, 
p. 78).  In the present day,  those who receive this honor are 
designated “National Treasures”.  They, too, are supported for 
life, and tasked with teaching their craft without compromise 
to the next generation.

In today’s world,  craft traditions and technologies 
survive in no small part because they are recognized  as 
key components of the economic strategies of developing 
countries (just as they were in Japan in the Meiji Era).  On-
line purveyors of fine craft like Novica, retailers like10,000 
Villages, the fine craft segment of ETSY,  and the demand for 
traditional craft created by cultural tourism accounted for an 
estimated 186.5 billion USD worldwide in 2006, according to 
the UNESCO template  for determining  dollar amounts for 
crafts generated revenues. (Friel,  Martha,“Crafts, a hidden 
heart of creative industries.” Tafter Journal, No. 86, Jan.-Feb., 
2016, online).

1.How can we apply traditional crafts to contemporary 
design for realization of their activation and renaissance?

In the period between 1873 and 1878, the introduction 
of traditional Japanese metal craft technologies created 
a renaissance in industrial design in the American silver 
industry.  The use of Japanese alloys and colors pushed design 
toward naturalism,  boosted sales, and created the basis for 
the ever evolving contexts for mokume in contemporary 
decorative art. 

In the 21st Century, the “how” of  applying traditional 
crafts to contemporary design can and does occur in schools 
of art and craft.  To use the Fashion Institute of Technology in 
New York City as an example, our students are taught to mine 
the past for inspiration, and to open their eyes and hearts to 
the rich diversity of cultures teeming around them in New 
York to  observe and to incorporate living cultural context in 
their designs.  

In our  foundation fabrication classes, we  (and many other 
schools) guide students in the research of traditional craft 
(from sewing, painting, printmaking to jewelry making).  
We assign them tasks that make them apply what they 
learn to contemporary designs of their own.   To return to 
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mokume as just one single example,  it is worthy of  note 
that the traditional method for making it with water ingots 
is considered to be such an important lesson in the applied 
science of alloying and metallurgy  that we have written it 
into our new curriculum for jewelry designer/craftsmen at the 
Fashion Institute of Technology in New York, for 2016.

1.How do traditional crafts give a unique esthetic 
perspective and cultural connotation to design in this new 
era?

In the 19th Century, the esthetic of naturalism from 
traditional Japanese craft, amplified by the cross-cultural 
influences from Western painting and sculpture, gave birth 
to Art Nouveau.  This Movement, catalyzed by Japanese 
craft culture, spread worldwide and its influence can be seen 
and felt in art, architecture and industrial design, even to 
this day.  A definition of great art is, ‘once you have seen it, 
you can never have not seen it.’  The esthetic influence of 
Japanese craft was so profound in the 19th Century, Western 
art embraced it, absorbed it, changed, and has never been 
the same since.    (Guy Palazzola, professor of painting, 
University of Michigan, 1974, in conversation with this 
author). 

In the 21st Century, the unique esthetic perspective of 
traditional crafts and its impact on contemporary design 
is a well documented phenomenon.   The best quantitative 
evidence for this is a simple internet search using key words 
“traditional craft, contemporary design, esthetics”.   1,450,000 
entries pop up.  These are books, monographs, blogs, 
exhibition notices, dissertations and virtual exhibitions.  Titles 
include, To the Design of the Soul: Modern Design Meets 
Traditional Craft, by Ri Xi Duo Jun Zhi;   Modern Quilts, 
Traditional Inspiration, by Denyse Schmidt, and Inventing 
the Modern World, by Jason T. Busch and Catherine Futter.  
This last is a collection of scholarly articles that chronicle the 
emergence of traditional craft from utilitarian ethnic artifacts 
to the wellspring of inspiration for design it has become 
today. 

To quote  Henrik van der Pol, of UNESCO, traditional 
craft and works of art “… are a part of collective “memory” 
for a community, and serve as a reservoir of creative and 
intellectual ideas for future generations.” (Cited from his 
paper, “The key role of culture and creative industries in the 
economy”, oecd.org HTML from Google.com).

In this statement, van der Pol touches upon the answer to 
the last question, 

1.What significance does traditional craft bring to 
contemporary life?  

The significance of craft tradition lies in its inescapable 
presence in our daily life.  Its spirit is everywhere—we can 
find it in the aroma of our grandmother’s cooking.  We can 
hear it in music that blends traditional songs with  rap, soul, 
fusion  and even opera.  Traditional craft is an unspoken 
language that celebrates our cultural heritage and helps us 
express our diversity. It  protects us from harm in the form of 
talismen.  It brings us luck when we wear it as a charm.   In 
contemporary life,  as van der Pol pointed out, it is part of our 
collective memory…a soul-deep reservoir of inspiration for 
ideas and art.

3.2  CONCLUSION 
Craft is part of our cultural DNA.  Human beings make 

things, and the things we make tell our story as a culture.  
Craft evolves with us.  New technologies for craft build upon 
old ways of making, seldom obliterating them.  Remember 
the adage passed from master silversmiths to beginners:  “ the 
more your hands can make, the farther your imagination can 
see.” As human beings, we are constantly striving to learn, to 
make, and to see farther. Technologies come and go.  They 
survive when our culture finds them useful.  They recede into 
the past when we do not need them,  only to be re discovered 
and re purposed when new contexts are created for their 
use.   It has been said that artists have the last word in every 
century.  That is true, but the useful, beautiful craft artifacts 
we make mark and adorn the  path of our human journey 
through Time.  Craft is embedded in the inheritance we 
receive from our culture.  The living cultural heritage of craft 
is  one of the most precious, useful  gifts each generation can 
build upon and pass on to the Future. 
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Abstract

This article explores the development of crafts in the context of social transition and Information Technology Revolution. After reviewing the evolution of 

human society and the roles of crafts in different social phases, the paper put forward that the crafts are at a point of transition. The post-industrial society 

generates new demands for handicraft, not only for the finished products, but also the making process itself. Thus the paper introduced the concept of “Prosumer” 

(producer and consumer) and focused on the rarely mentioned group: the amateur.     

Using qualitative approach as field research, the paper analysis a knitting studio run by a former lawyer, an APP named Shougongke which set up an online 

crafts community with million users for all kinds of handicrafts. Using the dual lens of artistic merit and social value which derived from the Arts and Crafts 

Movement, the article examined the amateur craftsman from two aspects: their works and their life with crafts.

Through these series of studies, the paper pointed out that the amateur craftsman is the new blood for craft inheriting and developing. The information 

technology makes it possible for the amateur to learn, communicate and promote the handcrafts online. From an aesthetic point of view, their products may not 

be gorgeous in skill but they are combinations of global inspiration and modern expression. The pluralistic designs and creatures extend the themes of crafts, 

refresh their features and redevelop them to fit the modern life.

As to the social value, amateur is typical prosumer that the process of doing handicraft is both kind of production and way of consuming. Actually, it has 

become the sign of affluence, representing a quest for living quality and seeking for self expression. Their varied motivations could be divided into two 

categories: “inner personality and self-identity” and “outer relationship and interaction”. No matter doing it as spiritual practice or time killing; an inner 

dialogue or outer showing off, the amateur integrates the crafts into modern life and social. That means spurred by the information technology and new media, 

traditional handwork is being transfer into modern activity, revival as new trends of lifestyle.

Key words: Revival of craft, Social transition, Prosumer, Amateur, Motivation
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1. INTRODUCTION

The paper discussed the development of handicrafts from 
a different perspective, shifting the focus from crafts skill to 
the people behind. Actually, most identification, preservation 
and dissemination of intangible cultural heritage depend on 
people. As to the crafts, there are different kinds of people 
doing it for different purposes. The artisans like traditional 
craftsman living in rural place or professional craftsman 
getting their job in workshop regard handicraft as daily 
work and do it for living. Designer and artist use crafts as 
an expression of their aesthetic statement, selling them for 
higher price. While the amateurs who have their social roles, 
jobs and financial resources, do handicraft for life rather than 
living. Compared with the artisans, the amateur may not have 
exquisite skills and their product is too simple and small to 
be called works. In comparisons to the craft designer and 
artist, the handicrafts made by amateur may not have enough 
aesthetic value. However, the amateurs have special meaning 
for they are numerous and diversified. Just like the Piaoyou 
for Peking Opera; or the piano learner for classic music, the 
amateur craftsman is the basic for craft inheritance, consisting 
of the solid foundation for the pyramid of craftsmanship. 
Moreover, the amateur do handicraft in their daily lives, the 
relationship between amateur and crafts leads to the revival 
of crafts in modern society. Thus, the paper focused on this 
rarely mentioned group: the Amateur Craftsman. 

1.1 Methodology
To begin with, the paper briefly discussed the evolution 

of human society and the roles of crafts in different social 
phases. And then, it reviewed the Arts and Crafts Movement 
as the theoretical framework. That makes the later analysis 
in a boarder and integrated scaled. In the main part, the 
paper used qualitative approach: field research. It is also 
called fieldwork that prefers to study the objects in natural 
environments, collecting information outside library or 
laboratory. In order to do the research, the paper selected the 
Samantha Crafts, the knitting and crocheting studio run by a 
former lawyer; and Shougongke APP, an online community 
with million users for all kinds of handcrafts as the study 
objects. Usually, field research involves a range of approaches 
like deep interview, direct observation, participating in the life 

of the objects, analyses of personal documents, life-histories 
etc. In this paper, the author went into their work places or 
online community, observing and experiencing, using nearly 
all above approaches of field work to do in-depth research. 

1.2 Historical review
In 1980, the American futurist Alvin Toffler published his 

book “The Third Wave”, in which he described three types 
of societies based on the concept of “waves”. “In attempting 
so large-scale a synthesis, it has been necessary to simplify, 
generalize, and compress. As a result, some historians 
may take issue with the way this book divides civilization 
into only three parts—a First Wave agricultural phase, a 
Second Wave industrial phase, and a Third Wave phase now 
beginning” (Alvin Toffler, 1980, P4) .

Although Alvin Toffler had no special statement about 
crafts, his analysis of social evolution and the features of 
different phases provided us the general orientation. During 
the agricultural phase, the society was driven by renewable 
energy and had a simple division of labor. Handmade 
products played an important role in daily life, while most 
handcrafts were homemade or local made for their own 
necessities; professional craftsman worked for the privilege 
class. While the Second Wave started by steam which led to 
Industrial Civilization. Machines dominated the world, mass 
production of standard goods took over handmade, and crafts 
shrank extensively and dramatically. 

As time went on, new wave was brewing up. Alvin Toffler 
thought the historical turning point arrived in the United 
States during the decade beginning about 1955-the decade 
that saw white-collar and service workers outnumber blue-
collar workers for the first time, meanwhile many high-impact 
innovations widespread. (Alvin Toffler, 1980, P4)  He pointed 
out that the emerging civilization is highly technological and 
anti-industrial. It brings a genuinely new way of life based 
on diversified, renewable energy and production that beyond 
standardization, synchronization, and centralization. 

After reviewing the history, it is apparently that the crafts 
are at a point of transition when the world has experienced the 
agricultural phase, industrialized phase, and now is striding 
into the post-industrial phase. 

1.3 Theoretical review
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In the second half of the 19th century, there was an Arts 
and Crafts Movement emerged in Britain and later spread 
across the rest of Europe, North American and Japan. It 
advocated wide-ranging reform in design and society. From 
an aesthetic point of view, the Arts and Crafts movement 
originated from the attempt to change the ornate, artificial 
and rough style shown in the Great Exhibition of 1851. 
Meanwhile, from the sociological perspective, the movement 
grew out of an increasing concern about the effects of 
industrial manufacture on the society and the debilitating 
impact of machine-production on traditional craftsmanship. 

Different from other movements, the Arts and Crafts 
Movement derived its identity from a set of idealistic 
principles rather than any uniform visual code. These included 
the revival of traditional handicrafts and techniques, raising 
the status of the craftsmen in modern society, a return to the 
simple way of life and those medieval forms, romantic or folk 
styles of decoration. Therefore, it was not only direct reaction 
against decorative arts or anti-industrial emotions, but also 
intellectual ambition to balance the technique and design, 
tradition and innovation, as well as intentions of collaboration 
between craftsmen from the peasantry or working class and 
the educated designers predominantly from the middleclass.

Paradoxically, the transition from theory to practice met 
its limitation when the democratic ideal of living with art 
and working with pleasure faced its high cost of producing 
and expensive in market price. Although the fundamental 
contradiction of class affected the fulfillment of the desire 
to make good design available to all sectors of society, the 
Arts and Crafts Movement still got remarkable achievements. 
Because of the intervention of the designer and theorists, the 
traditional crafts were translated into modern, saleable works 
of art and survived in the industrial society. 

After reviewing the Arts and Crafts Movement, the 
research applied its dual lens of artistic merit and social value 
to the following studies, examined the amateur craftsman 
from two aspects:  their works and their life with handicrafts. 
Besides the concern of social strata, the paper introduced the 
concept of “prosumer” (producer + consumer) (Alvin Toffler, 
1980) and quoted the study of motivations and outcomes of 
DIY consumers (Marco Wolf & Shaun McQuitty, 2011) into 
the further discussion.

2. STUDY ON SAMANTHA AND HER WORKS

In this part, the paper used a range of approaches like deep 
interviews, direct observation offline and online, participation 
in her activities, analyses of personal documents on social 
media, life-histories etc., focusing on Samantha’s works and 
her life with handicrafts.

2.1 Background information
At first, the paper would like to give some basic 

information about Samantha and her handicraft as the 
background for subsequent analysis. Samantha is a native of 
Shanghai and was born in the late 1970s. She got her MA in 
law from America and once was a lawyer in New York. After 
married to a British lawyer, she and her husband settled down 
in Beijing. She went on her professional job as a lawyer until 
2011. Just in that year, her interest of knitting was sparked by 
a book which she bought for her daughter when she was on a 
business trip in Hong Kong. Although Samantha nearly knew 
nothing about knitting at that time, the thought of “If a child 
can do it, then I can do it” opened the door for her to enter the 
handicraft world.

In the summer of 2011, she set up her studio in Fang Jia 
Hutong, a typical Beijing traditional small lane with some 
special shops. The monthly rent for this 7-8 square meters 
room was 1500 RMB. Samantha devoted herself to the 
designed and decoration works, converting the roadside 
grocery into a cozy and romantic space (see Figure1). During 
the subsequent two years, it was both her studio for creation 
and shop for displaying and selling her handiworks. 

In the spring of 2013, Samantha had to sublease her studio 
because her family would relocate to Shanghai. The successor 
transferred it into a theme Bookstore while Samantha returned 
to professional works after she back to Shanghai. Now, she 
had moved to Britain and occasionally takes the crochet 
hook or knitting needles to make something for her family or 
friends, reliving her handicraft days. 
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2.2 Analysis of Samantha’s work
After a brief description of her background, the paper 

started to review Samantha’s works. Initially, Samantha 
crocheted and knitted for her children and friends. Her works 
included baby cardigans and shoes, envelope or pocket 
for electronic devices such as Macbook air, mobile phone, 
iPod, iPad, Kindle, removable disk etc. After setting up her 
studio, she tried a couple of new categories and developed 
summer products. She selected and purchased the raw 
materials, decided the pattern and color scheme all by herself. 
Meanwhile, the production was partly transferred to some 
old skillful Shanghai ladies who were paid on piece-work. In 
addition, she taught two or three college students to knit and 
crochet, hired them as hourly paid assistant to take care of her 
shop at the weekend. 

Besides the offline store, she set up her online shop in 
Taobao (Chinese biggest e-commerce platform) and joined 
some flea markets. In Oct. 2012, Samantha began to teach 
basic skills of knitting and crocheting which can finish a 
simple works like little woolen bag or coaster during the 
course time. The detail of Samantha’s works and their price 
ranges are shown in the Appendix table1.

General speaking, Samantha’s handiworks were diversified 
and affordable. That made the thorny problem of cost and 
price which encountered by the advocator of the arts and 
crafts movement found its possibility of solving. Artistically, 
her works were elaborated naturalistic. The inspirations were 
often brought from nature like English countryside, season 
changing, kid’s world… While the design and produce were 
elaborated, matching the quality-conscious of middle class, 
and presenting an urban style. 

Besides the combination of natural theme and modern 

Figure 1.  shape and structure as well as embroidery pattern of
 traditional Miao costumes

expression, Samantha’s works also blended various cultures 
from her multinational experience. Her style were mainly 
Western, while she mixed the elements from China, Japan, 
and Thailand into the works which make them finally 
looked oriental. This character distinguished her from those 
traditional craftsmen who use local materials to repetitively 
produce the fixed theme and pattern. 

Actually, Samantha seldom duplicate her design, most of 
her works were unique that only one piece for one design. 
Another difference between Samantha and the ordinary 
artisans is that she likes to innovate. She was willing to try 
combinations of different materials, for example, knitted 
wool with cotton cloth, and matched them in color. A 
harmonious combination of colors is the feature of her works. 
In fact, the amateur craftsman could not compare with those 
professionals in skill. And color maybe an easy way for them 
to break through. 

In summary, Samantha’s works seemed like mix 
experiments of culture and theme, material and color. Such 
experiments based on her sense of color, feeling of material 
and the interaction with the consumers. She used online 
platform and social media to communicate with them, 
understanding their demand, gathering their feedback and 
suggestions. Thus, the amateurs like Samantha became the 
new blood in the inheritance and innovation of handicraft. 
Their pluralistic designs and creatures refreshed the current 
themes and features, brought vitality to the current crafts, 
redeveloping them fit to the modern life.

2.3 Study on Samantha’s life with crafts
Although Samantha had tried multiple approaches to 

promote her crafts, the income of her studio was far below 
the salary when she was a lawyer. In fact, the low price made 
her crafts accessible for the ordinary people; but it could 
not provide sufficient profit for her shop. The monthly sales 
volume of Samantha crafts ranged from several hundred to 
5-6 thousand RMB. In the low season, the earning could 
not even cover the rent. She once talked about the price on 
social media, interpreting the composition of her cost to those 
who thought the price was still a little bit higher. However, 
Samantha was not relied on this income to feed her family. 
That is why she could keep such kind of available price.  

Actually, Samantha sacrificed the professional job not 
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for crafts but for her family. As a balance, her husband took 
the total responsibility and became the mainstay of family 
income. At first, she just stayed at home to take care of her 
two kids without any financial burden. But once being a busy 
career woman, she could not settle down to the new role 
as a fulltime housewife. So she began to do the handiwork 
to kill time. Occasionally, she met the founder of a special 
paper shop (named Paper Talk); their conversation inspired 
Samantha to start her own business with crafts. From then 
on, she got acquainted with a group of owners who located 
in the same block and have their special spaces for clothing, 
accessory, ex-libris, tea, café, restaurant etc. They were all 
well-educated at least with bachelor degree, but have different 
way of living from those nine-to-five jobs. To some extent, 
the handicrafts provided another way of living for Samantha, 
as she mentioned in the interview: the craft let her see the 
world outside the office. 

From her early experience, Samantha had no interest 
in crafts when she was young. Her mother could knit but 
couldn’t crochet, yet she disliked her works and other works 
from her neighbors or relatives. She thought them were 
unaesthetic and lacked of attractiveness in color. At that 
time, crafts were mainly made for family use and focused 
on practicality, really utilitarian and unglamorous. While 
Samantha’s childhood was spent on piano, it was the modern 
thing at that time. Although she didn’t like it and seldom play 
the piano after she grows up, she got a tenth certification for 
her parents. Thus, her return to the crafts not only reflected 
the change from utilitarian-oriented to leisure-oriented, but 
also implied a start for new living which is dominated by her 
not planned by her parents.

From a practical standpoint, handicrafts were flexible to 
begin and pause, allowing Samantha to work near home and 
being available to take care of the family. Compared with 
her former job, crafts workshop is more convenient for her 
to balance the work and life. At same time, running a crafts 
studio sounds as decent as a lawyer, and be more fashionable 
than being a housewife. During the time, Samantha and her 
crafts shop had been reported by several media like Time 
Out Beijing, Femina, Cityweeked, BeijingKids, Yamaloo etc. 
The exposures restored her social standing and self-respect. 
An interesting detail is that Samantha once changed her ID 
on social media from Samantha Groffman (Groffman is the 

family name of her husband) to Samantha crafts. Though she 
was financial dependent on her husband, she rediscovered the 
sense of self-worth in crafts.

Just like those people working in NGO, Samantha run 
her studio not for money but for sharing the pleasure of 
handicrafts. She sold handmade product, raw materials such 
as cloth, knitting wool, yarn, button, bead and the tools 
like knitting needle and crochet hook. She got the sense 
of achievement from finishing her own works, sold out 
her products and teaching other people to learn crafts. Her 
customers were mostly women, while a small proportion 
was man or boy that bought gifts for their wives or girl 
friends. And all her followers in workshop were women. 
Most of them were the housewives, college students and the 
freelancers like photographer. Only a small proportion was 
office lady. The clients and those neighboring shop owners 
brought new social intercourse for her, and helped her to set 
up new relationships with the society. She once wrote on 
social media that her dream is to set up a craft salon for those 
craft lovers. In summary, crafts gave Samantha the chance 
of changing, the new way of living, the balance between 
work and family, the self satisfaction, new social status and 
interpersonal relationships. 

3. FURTHUR DISSCUSSION FROM THE STUDY OF 
SHOUGONGKE

In this part, the paper studied the Shougongke to give 
further discussion of the amateur craftsman, not only their 
works and their life with handicrafts, but also the new trends 
of crafts in post-industrial era.

3.1 Background information
Shougongke is an online community that provides the 

presentation and communication of the crafts works for 
both craftsman and the amateur. Like the Japanese word 
kogei, Shougong is the Chinese expression of handiwork. 
Shou means hand, gong means work, ke means person, and 
together, Shougongke means craftsman. On May 9th 2013, 
the Shougongke App was released, while the website of 
Shougongke was launched on July 23rd 2013 and the Dec. 
12nd was celebrated as its anniversary day named the Crafts 
Festival. The founder of Shougongke was Zhao Jingwen, 
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former chief editor of the lifestyle magazine Ming. He is 
also the founder of Wowsai, the online trading platform 
specialized in crafts and artwork, original designed items 
like clothing, accessory, furniture, electrical appliances, 
toy, knick-knack etc. Wowsai was inspired by Etsy, the 
world famous peer-to-peer e-commerce website focused on 
handmade or vintage items. Wowsai once owned two off-
line stores named iMart, one was in Beijing Sanlitun, and the 
other was in Guangzhou United Bookstore. It is the organizer 
of the Alliance of Chinese Original Designer, and the sponsor 
of the Subtraction life and Green Welfare Campaign. Now, 
Shougongke has nearly two million registered users, linked 
the majority of Chinese online craft communities, and 
covered a wide range of crafts, including embroidery & quilt, 
knitting & crocheting, clothing and fabric, woolen/ leather/ 
medal/ wooden/ paper/ flower/ knot/ ceramics crafts making, 
food and beauty etc. The basic modules of Shougongke are 
showed in the following table (see Table1). 

Being a platform for learning and sharing the handiworks, 
Shougongke could be described as a combination of 
Facebook and Amazon, the crafts edition. The triple function 
of presentation, social and trading makes it the crafts content-
oriented social E-commerce provider. 

3.2 Works from Shougongke and their life with crafts
What kinds of works did they make? How did they come 

into the handicraft world? Why are they interested in crafts 
and like to do it by themselves? What did they get from doing 
crafts? What are their motivations towards the craft in their 
life? With a series of questions, the research step into the 
world of the amateur craftsman. Since there are hundreds of 
thousands of works on Shougongke, the research selected 
the top 100 tutorials as the samples. The tutorial, precisely 
speaking, it is the post that demonstrates the process of 
making a specific craft by serials of photos or video with 

description text step by step. Besides the basic analysis of the 
top 100 tutorials, the research interviewed some active users 
and the founder of the Shougongke, studied lots of the users’ 
comments, try to depict the images of the amateur craftsman 
and explore their life with crafts.

From the statistic of the top 100 tutorials, paper folding is 
the hottest categories accounts for 1/4. Used item remaking 
and creative crafts followed the Origami, got 17% and 12% 
respectively. Among the creative crafts, dripping glue is 
one of the popular crafts at the moment. And the knitting 
and embroidery ranked 6 with the proportion of 7%, while 
the ratio of fabric crafts is 5% and ranked 8. As to the Page 
views, the top 3 tutorials had been viewed more than 100 
million times; while 23% of the tutorials have hits over 10 
million; all the top 100 are above 1 million. To some extent, 
these numbers show the enthusiasm for crafts and the activity 
of the amateur. The detail and more date could be found in 
the appendix.

Although their works have been viewed for so much times, 
most of these tutorials are basic works with less art merit. 
That reveals the necessity and importance of the professional 
craftsmen. After all, handicraft has it complexity, and it need 
time to practice. That is why the artisans still have their places 
in modern society. However, the practice of amateurs has 
their values. They tried new themes and materials, introduced 
foreign creativities and techniques into their works, pushing 
back the frontiers and opening doors to traditional crafts. For 
example, an amateur once embroidered a portrait of Curly 
Holmes to express her love for this British TV drama. She 
once learned traditional embroidery for a while, and willing 
to inherit it. But she also appreciated the Japanese master 
Sadako Totsukak and South Africa master Trish Burr. She 
bought books on embroidery and searched online to find new 
creative and materials. Actually, it could be say the works of 
amateur may not be gorgeous in skill but presents modernity 
and international resourced.

Besides innovation and inheritance of the crafts, their 
lives with crafts are more meaningful. Analysis the poster 
of these 100 tutorials, they were released by 75 amateurs, 
among whom 85.3% is female, and 14.67% is male. These 
posters came from 19 provinces, ranged from central cities 
to frontier regions that including first tier cities like Beijing, 
Shanghai, second tier cities like Tianjin, Hangzhou, third tier 

Table 1. General information about Shougongke
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cities like Chengdu, Changsha, and remote areas like Urumqi, 
Xishuangbanna. In a word, crafts amateur are widely spread 
throughout the country, and assembled online to learn, discuss 
and promote the handcrafts. 

As to their social roles, it shows from the interview and 
user’s comment that a substantial part of the Sougongke 
users is unemployed group, which consists of housewives 
and students. Most of the housewives are not retired women 
but young and middle-aged women about 30-45 years old, 
educated and computer literate. They once had their jobs but 
quit for personal reasons, for example, take care of the family, 
especially their children. And the student group is ranged 
from senior students in primary school, high school students 
to college students. As to those working people, their jobs are 
mainly office work, professional and closely linked careers 
like graphic design, illustrator, art teacher in middle school or 
kindergarten etc.

Why do they love the handicrafts? They buy materials and 
tools, pay for the books and the workshop course. Actually, 
most of them spend money on crafts not earn money from 
crafts. In other words, they do handicraft not for living but for 
life. The handicrafts may not bring them money or promotion, 
but can make their lives and themselves be better. To the 
amateur, life means not only survival and living, but also lives 
better. Actually, being part of their lives, craft influenced the 
amateur in two ways: the inner personality and self-identity; 
the outer relationship and interaction. 

Initially, part of the amateur chose the crafts for personal 
interest, while more people do handiworks for time killing, 
since crafts is really time consuming practice. However, 
doing handicrafts is not merely a kind of recreation. It is 
an interesting activity that deliberately using to resist the 
boring life. And just like the slogan of Shougongke, crafts are 
practice both for hand and the soul. To some extent, doing 
crafts is a form of psychotherapy. During the crafts time, 
Skills come with concentration, patience and persistence, so 
everyone found themselves a better personality after keep 
doing handicrafts. And it also helps people to gain the sense 
of self-value from accomplishing and sharing their works. 
Especially for those people who think themselves are useless, 
or people who are in adversity, failure and upset, for example, 
during the illness and disappointed in love. To them, the 
crafts are kind of treatment that change them into optimists 

with self-confident. 
Besides the positive self-identity, being kinds of special 

skills, crafts also improve the relationship between amateur 
and the people around. Actually, the common use of their 
handiworks are not for sale but given as gifts. No matter 
for parent or for lover, the crafts made personally is really 
touching and could strengthen the bonds of their relations. 
Meanwhile, the amateur could set up new relations within 
the crafts group. Both technique discussion and emotional 
communication make them feel they are not alone. And 
they also like to share their works on social media which 
earned them recognition and acclaim, not only from the 
crafts community but also from their daily social circle like 
relatives, classmate, colleague etc. Thus, they build up a 
positive image of manual dexterity and interesting, full of 
passion for life.

3.3 New trends of crafts in post-industrial era
Production and consumption are the essential elements 

of the society. The agricultural era is a “production for use” 
pattern in which most people were self-sufficiency. While 
the industrial revolution separated these two functions, and 
changed to the mode of “production for sale” which formed 
the key market roles: the producers and the consumers. 
However, with the economy growth, mass production had 
risen to its paramount when the basic demands for food, 
clothes and house have been met for the vast majority. It 
was described as “The Affluent Society” by John Kenneth 
Galbraith in which he thought the Conventional Wisdom 
based on the Classical Economics was not suitable when 
widespread poverty was taken over by widespread affluence.     

Thus, the shift toward de-massification both in production 
and consumption increased the individuality and diversity of 
the society. Compared with the industrial society, people in 
post-industrial era have more choices. Besides the assembly 
line that from school to job market, got promotion step by 
step which was also call the career path, people has varied 
ways of living and working in today’s pluralistic society. 
Benefited from the high-tech innovations and information 
revolution, there is a trend of blurring the production and 
consumption. New working patterns like flextime, part-time 
work, freelance, SoHo(Small Office, Home Office), etc. had 
spread, and they were particularly welcomed by women 
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with family and kids, semi-retired and young people who are 
willing to choose their own lives with a lower salary as trade-
off. For example, one of the interviewees who worked in 
Guangzhou quitted her job as a programmer, and changed to 
be a kindergarten teacher in order to have more free time to 
do her crafts. Actually, it was easier to make a living in post-
industry society which means people got more chance to self-
fulfillment and more leisure time to pursue their own hobbies. 

Thus the crafts return to daily life as a kind of production 
for better life. A study on DIY behavior (Marco Wolf & 
Shaun McQuitty, 2011) listed various motivations categorized 
as marketplace motivations such as economic benefits, 
lack of product availability, lack of product quality, need 
for customization, and identity enhancement motivations 
like craftsmanship, empowerment, community seeking, 
uniqueness. Moreover, as Alvin Toffler quoted, “Where 
working with one’s hands was looked down upon (at least by 
the middle class) it is now a sign of pride. People doing their 
own work are proud of it.” In summary, the crafts in post-
industrial era represent a quest for living quality and seeking 
for self expression. 

Thus, to the professional craftsman and craft artist, it 
is better to think of teaching and interacting with their 
consumers, emphasize the Experiential Marketing. Because 
the demanding of today’s consumer is far beyond a simple 
product, they tend to involve more attention and emotion into 
the process of making, set up their individual link with the 
craftworks and get the sense of participation.

4. CONCLUSION

As mentioned earlier, the handicrafts are at a point of 
transition. It once played an important role in agricultural 
society, while the mass production of standard goods 
dominated the industrial society and crafts had to be 
marginalized. However, the world is striding into the post-
industrial phase, in which the high-impact innovations of 
technology brought transform in production that beyond 
standardization, synchronization, and centralization. Thus, 
it generates new demands for handicraft, not only for the 
finished products, but also the making process itself. Since the 
new era provides more leisure time and multiple choices for 
people in their learning and working, economy and lifestyle, 

handicraft return to daily life as a kind of new modern 
activity. 

From an aesthetic point of view, the products of amateur 
may not be gorgeous in skill but they are combinations 
of global inspiration and modern expression. The online 
platform and social media provide them worldwide resourcing 
and convenient approaches to communicate with each other, 
learning and discussing, presentation and promotion the 
crafts. They tried new themes and materials, introduced 
foreign creativities and techniques, blended cultures from 
both Western and Eastern, and mixed them into their works. 
To some extent, their practice is a kind of response to the Arts 
and Crafts Movement, meeting their intellectual ambition to 
balance the technique and design, tradition and innovation. 
Especially those works made by amateurs with Middle Class 
background are often more elaborated, matching the quality-
conscious and taste of themselves, and presenting an urban 
style. It is their pluralistic designs and creatures that bring 
vitality and redevelop the current crafts to fit the modern life.

On the other hand, the revival of crafts in post-industrial 
era is also a kind of social response to the Arts and Crafts 
Movement, meeting their ideal of living with art and working 
with pleasure. Nowadays, doing handicraft is a sign of 
affluent, representing a quest for living quality and seeking for 
self expression. The thorny problem of high cost of producing 
was solved because the amateurs do handicraft not for living 
but for a better life. They are willing to learn and buy, since 
their enthusiasm for handicraft has changed from utilitarian-
oriented to leisure-oriented. In fact, the amateur became 
the typical prosumer for their process of doing handicraft is 
kind of production as well as a way of consuming. The time 
and money were spent on handiworks in exchange not for 
economic interest but for social values. 

Actually, being part of their lives, amateurs do handicraft 
for many social reasons. Their motivations could be divided 
into two categories: “inner personality and self-identity”, 
“outer relationship and interaction”. In terms of the inner 
reasons, the craft is the practice both for hand and the soul. 
It has the effect of psychotherapy that built concentration, 
patience and persistence. And it also helps people to gain 
the sense of self-value from accomplishing and sharing 
their works. Especially for those unemployed group like 
housewives or students, and the people who think themselves 
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are useless, or people who are in adversity, failure and upset. 
To them, the handicraft is kind of treatment that provides 
another way of living, change them into optimists with self-
confident and the feeling of independence. 

As to the outer reasons, crafts also improve the relationship 
between amateur and the people around, balancing their work 
and life better. Since the new generations of amateur are 
educated and computer literate, they could be widely spread 
throughout the country, and assembled online to learn, discuss 
and promote the handcrafts. The new media brought them 
new social intercourse and new relationships, helping them 
to built up a positive social image of manual dexterity and 
interesting, full of passion for life. 

In summary, being part of their daily lives, crafts gave fun 
and relaxation, self-satisfaction and social interaction to the 
amateur. The relationship between amateur and crafts leads 
to the revival of crafts in which the amateur generated new 
context for the crafts, adapted them to the modern society and 
developed them with the times. No matter they regard it as 
spiritual practice or time killing; an inner dialogue or outer 
shows off, the amateurs integrate the crafts into modern life 
and social. That means spurred by the information technology 
and new media, traditional handwork is being transfer into 
modern activity, revival as new trends of lifestyle.
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Abstract

When the traditional Miao costumes cultural faces to modern industrial which is fast, high-volume, homogeneity, it lacks the ability to mediate conflicts and 

contradictions between tradition and modernity. Therefore, resulting in Miao traditional costumes gradually separated from modern life homemade daily 

necessities, so that the spirit of national culture is being eroded. As a national cultural spirit of external support, Miao traditional costumes and Modern clothing 

in solving contemporary clothing issues belong to two different cultural systems. The differences and the conflicts that are existing between them had become 

the starting point of the study. Traditional costume if can translate into objects by design, which are required in modern life system. It will be an effective way 

to achieve consistence between national traditional culture and modern culture fusion if traditional dress could be a necessity in modern life.

Following this direction, Hmong cultural studies can be regarded as a basis of research. On one hand, this paper attempts to make a transition from traditional 

to modern dress in the perspective of modern design. On the other hand, this article discusses how to make the beauty and technical superiority in traditional 

costumes applying to the modern fashion design, and turning it into a modern aesthetic design. From above all, this paper analyzes and discusses two different 

perspective to find an effective reconstruction between Miao traditional costumes and modern fashion design.

Key words: Miao, Traditional costumes, Modern fashion design, Reconstruction, Modern aesthetic



191

1 .  D E C L I N E  O F T H E  “ U S E ”  M E A N I N G  O F 
TRADITIONAL MIAO COSTUMES

Due to the frequent foreign aggression, Miao has been in 
the forced migration since ancient times. This ethnic group 
suffering a lot finally was able to stay and thrive until they 
reached the southwest mountains. Due to the occlusion in 
southwest China, the terrain is quite difficult to attack, and in 
a long time, Miao culture had been in a productive ecosystem, 
full of precipitation and fermentation, so its costume was 
relatively preserved well, showing a distinctive shape and 
structure from the central plains culture. 

With the establishment of new China and the unity of 
various nationalities, this ancient and mysterious ethnic group 
gradually had moved out of the mountains and been known in 
the world. Especially after China's reform and opening, Miao 
area paid more attention to strengthen the communication 
with the outside. However, when the harmony of rural life 
form faced the intervention of modern civilization, Miao 
was not able to cope with many contradictions in the process 
of culture change. One of the more obvious characteristics 
was the weakening of its national costumes function, 
resulting in the disappearance of traditional costumes, lack 
of exquisite traditional crafts, and rough manufacture in the 
commercialized urban tourism, etc.

After in-depth field research, the author thinks, when Miao 
costumes culture is lack of power to deal with the foreign 
culture, blindly condemning commercialization brought 
by the tourism open and convenient transportation cannot 
help to solve practical problems. Moreover, blindly and 
deliberately keeping tradition and copying the external form 
of traditional culture also cannot be the way to adapt the 
development of the times. since its function and practicability 
was weakening, some traditional thing is no more required in 
real life. For example, "image dislocation" of Miao costumes 
in a certain stage: wearing silver ornaments, dressing in 
the best, and wearing liberation shoes. From the overall 
image, the collocation of traditional ethnic costumes and 
liberation shoes seems to be embarrassed and abrupt. The 
reason is that liberation rubber shoes and traditional Miao 
costumes do not belong to the same aesthetic system. Jiefang 
shoes are not a derivative created in the history of Miao 
costumes, and does not conform to the hand-sewing and 

embroidery shape of Miao aesthetic culture. But why did 
Hmong with great creativeness and beauty-appreciation on 
the aesthetics choose green liberation rubber shoes? When 
the minority’s production and consumption split on the basis 
of market expanding, standardization, synchronization and 
centralization has become a social need. No matter in terms 
of the process or the result, within the range of keeping the 
traditional aesthetic and adapting to modern production, 
"fantasy" obviously is replaced by the "demand for the use". 
Therefore, from our standpoint, when traditional costumes 
once lose the “use” meaning, perhaps people can find its 
past glory only in a museum. It can be seen that the decline 
of the “use” meaning of traditional costumes is the biggest 
derogation for the national culture monument, public praise 
and heart. Once traditional costumes become necessities 
which are based on use in the modern system, there will be 
a chance to think over the using of traditional costumes, in 
order to realize the inheritance and development of modern 
culture and traditional culture in harmony. However, the 
above all can be the key point for modern design. 

2. DIFFERENCE BETWEEN TRADITIONAL AND 
MODERN COSTUMES CULTUES “HARMONY 
ACTUALLY FOSTERS NEW THINGS”

The process of modernization of traditional Miao costumes 
has received attention and hot debate in recent years. On one 
hand, China's contemporary native design can explore large 
quantity of valuable design information from Miao costumes; 
on the other hand, traditional Miao costumes culture also 
needs to find reasons and methods for its existence in order 
to realize its own evolution. And the key point to solve the 
problem lies in whether Miao costumes can take reasonable 
cultural reconstruction by proper method to achieve the 
modern evolution in the premise of keeping its function and 
use in the process of the conflict between Miao costumes 
culture and modern culture. 

Then, how should we treat the problem of "modernization 
of traditional costumes"? The ideologist in the Western Zhou 
Dynasty, Shi Bo put forward the idea, “harmony actually 
fosters new things and similarity doesn't sustain” in “Mandarin 
Zheng Language”, which gives us a great enlightenment. Shi 
Bo means, for the same and similar things, when they get 
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together, since there is no difference and conflict between 
each other, they cannot complement each other, and then the 
new nutrients cannot be supplied, so things are harder to have 
great development and prospect. 

On one hand, the uniqueness of Miao costumes culture 
requires us to carefully review whether it can be integrated 
into modern culture and regarded as creative materials and 
technology for the modern design. 

On the other hand, through the reflection of human society, 
Spinoza gives us a general framework of evolution. In his 
view, the social evolution is the process of individuation; to 
some extent, the reason for the contradiction between the 
similarity and identity retained in Miao costumes and the 
modern social evolution seems to be found. Formatting is 
apparently not accepted by the current ideology; even though 
Hmong themselves have to face such impact that has to 
proceed social development from pure and indiscriminate 
shape and structure to the complex and diverse civilization, 
the problems such as how to break the routine rather than stay 
in the existing technical level, whether or not learn to accept 
new technology and aesthetic value are more practical. In the 
face of the influx of modern civilization, Hmong must make a 
knee-jerk react

In fact, it goes through information interaction that human 
culture makes production and life with a rapid growth. As it 
is known to all, the policy of seclusion results in a relatively 
backward country and region with occlusion. Communication 
and fusion is the path to prosperity. Thus, aggregation 
of different cultural systems can bring the advantage of 
differentiated supply in the end, which is also suitable to 
transmission and development of traditional Miao costumes 
culture. It is important to note that the first thing is to remove 
the necessary protection and restoration; if we only focus on 
the form by blindly copying the elements, design, style, etc. 
of the past costumes, it will be difficult to make traditional 
Miao costumes culture have a longer term development; 
but if we reasonably merge and reconstruct traditional Miao 
costumes culture system and modern design system, it can 
provide a solution to the contradictions and problems. 

3. CLSSIFICATION AND DEFINITION OF MIAO 
TRADITIONAL COSTUME MODEMIZATION 

 

Miao does not have its own words, but this does not 
prevent them from transmitting information and expression. 
Traditional Miao costumes is the carrier and reflection 
of national culture concept, and has become a relatively 
complete cultural system: embroidery on the costumes is 
"historical records" of Miao nationality, which records the 
history of Miao culture and migration; different branches 
of Miao have their different classic national costumes. And 
traditional Miao costumes are one of the ways to maintain the 
heritage within the same clade. For example, Hmong totems 
embroidered on costumes reflect Hmong’s gratitude to nature 
and respect to god……

 

In contrast, modern fashion design is another culture 
system, and the purpose is to solve the basic problems of 
modern people’s dress. The new system generated by the 
integration of these two systems should be deeply considered 
in a concrete “site” (environment), whether implement and 
technology have consistently match with thinking. Miao 
culture is born in a kind of simple and beautiful natural 
environment, while the modern urban culture is developed 
in the environment filled with artificiality. Under different 
conditions, people's living habit and ways of thinking are 
different, resource object, method and means are different, 
and the aesthetic consciousness and the corresponding 
costume culture are also different. This environmental 
situation has affected the people and the corresponding 
costume culture and aesthetic system.   

Figure 1. shape and structure as well as embroidery pattern of 
traditional Miao costumes

Figure 2. Miao natural scene VS modern urbanization scene
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Accord ing  to  d i ff e ren t  occas ions  and  ob jec t s , 
modernization of Miao costumes can be divided into the 
following three categories: 

The first category refers to the costume appearance of 
traditional Miao costumes in the contemporary life, and the 
wearers are mainly native Hmong. Modern daily clothing and 
festival costumes is not based on a person's personal will, but 
a product generated in the historical process; clothing concept 
formed the Miao district economic development level and 
the national life change in the new era is the result of natural 
development of the social form and costume culture. Modern 
fashion designers are isolated from the inevitable social 
development process, and are difficult to intervene with their 
own efforts. 

In July of 2013, when conducting field investigation in 
Jiangtai County, Qiandongnan Miao and Dong Autonomous 
Prefecture in Guizhou Province, the author had a deep 
feeling for it. The market in Shidong, Taijiang is sitting 
along Qingshui River; the prosperity of water and land 
transportation has prompted booming of goods exchange, 
which more truly reflects the local Hmong daily life. In the 
past, these processes from spin, weaving, embroidery to 
finished products were basically self supplied; and now, as 
more and more market economy activities, people found 
that they can quickly gain economic benefits through out-
migration for work or other way to make a living, so they 
would no longer spend more time on the traditional handicraft 
production. Instead, they bought some semi-finished products 
to complete. Throughout a variety of trading activities, it can 
be seen that Hmong has been influenced by traditional culture 
from ancient time, so they still maintain a deep affection and 
dressing habit of tradition costumes in daily life and festivals. 
Since the manufacturing method of traditional Miao costume 
is affected by the prosperity of machine production and 
commercial activities, many traditional production procedures 
have changed with the corresponding shrink, and machine 
weaving gradually began to replace the traditional handmade, 
then traditional Miao costumes shows the corresponding 
weakening. 

 

The second category is specifically sold to tourists as 
souvenirs and cultural collections. It is more suitable with 
dressing Hmong costumes in local during tourists' travelling. 
However, in terms of current status, the tradition costume as 
a souvenir is in a bad quality, such as low cost, low aesthetic 
standard, machine embroidery or industrial printing, poor 
sense of design, etc. Hence, there is still large space for 
design. 

Once upon a time, the cloth made by old people was their 
daughter's wedding dress, instead of a commercial good to 
make money. So in the costume making process, a single 
needle or a piece of thread is integrated with a mother's love; 
when Hmong girl gets married, she also needs an approval 
on her skills by her best embroidery work, as well as the 
corresponding respect of husband's family. Compared with 
the past, the present common phenomenon is that everybody 
expects to earn more, in order to afford their children to go 
to school and support family. As a consequence, the whole 
costume production is losing certain emotional input and 
aesthetic standards. It can be said, now people do it mostly to 
obtain direct pay rather than social identity. As time passes by 
and large machines replace the traditional manual process, the 
quality and aesthetic standard of embroidery will not be better 
than it used to be; the real high-quality goods is rare, so as the 
collective value of the old embroidery. 

For clothes dyeing, traditional dyeing can modulate out 
many kinds of color according to the length of time and 
the proportion of dye, and the pattern color is carefully 

Figure 3. Scene of going to market in Shidong, Taijiang, in July, 2013
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selected; and now the color on the surface of the embroidery 
has a big change; with the same chemical dyeing under the 
industrialization and too bright-colored chemical dyeing, it 
has lost the traditional flexibility and harmonic beauty, and 
the diversity and uncertainty of beauty becomes a relatively 
rigid and fixed style. 

Thankfully, in recent years, we see the commercial rise 
in Dong village will gradually eliminate those works that 
are purely for profit but do not focus on the standards. In the 
development of the modernization of traditional costumes, 
a lot of folk embroidery factories and spontaneously 
organizations of individual manual mills emerge. They value 
on a requirement of quality and innovation for crafts. In field 
survey, there's a spontaneous family embroidery workshop 
in Taijiang, and its development of the new embroidery has a 
good scale. They choose female embroiders with outstanding 
craft from local villages nearby, and organize them to make 
a batch of Miao embroidery costumes of high qualities. 
Then they receive a large amount of orders. The reason is 
that female embroiders not only have the corresponding 
aesthetic and technical standards in embroidered methods 
and color matching, but also have innovation in the shape, 
color and design; in numerous embroidery works, there are a 
few Miao embroidery costumes with modern archaize style 
that are more prominent (see figure 4) : its shape is similar to 
kimono, collar structure is overlapping, not front opening; on 
the pattern, it has the very outstanding myth of color, but the 
main body of Miao embroidery "dragon and golden pheasant" 
is quite different from central plains’ artistic conception 
of "phoenix and dragon" in the image shaping. Despite 
the embroidery thread color is a typical industrial dyeing, 
in the real operation, the female embroiders will also take 
processing to make relatively bright embroidery thread look 
old, with traditional dyeing. According to the parties, the new 
embroidery is quite popular with the overseas orders. 

 

 

Third, modern design has reconstructed the relationship 
between Miao traditional costumes and contemporary fashion. 
It refers specially to be as a carrier that introducing traditional 
elements to contemporary and future aesthetic design and 
expression. Wearers are living in this age, while costumes 
on an individual or a group display the age background and 
social culture. As we know, human’s thinking has been fixed 
in the complicated world. Their behavior is scripted in a route 
and frame. However, the feeling from various carriers and 
symbols in life help human prove that they are alive. Fashion 
design is one of them. And We live in an age that fashion 
is everywhere. The definition of fashion is not just limited 
to fashion and its appearance marks, but a kind of material 
that can be accepted by feeling. Through the appearance of 
fashion, we can explore experience and knowledge. As the 
symbol and the meaning of the modern type, it expounds this 
time. Fashion is also a classic symbol. Fashion has a rich 
cultural connotation, it is not only from the shackles of time, 
and connect tradition and the future. In contrast, the symbols 
and patterns of traditional costumes are strongly oriented. 
They point to a certain moment of history instead of today. 
And they generally imply religious worship in life. Hence, 
this article put an emphasis on how to restructure traditional 
symbols in modern design, in order to be accepted by modern 
system. 

4. MIAO TRADITIONAL COSTUMES 
MODERNIZATION

In recent years the Miao traditional costume culture as 
a modern fashion design inspiration and design point of 
modern clothing design is not a few, such as SHIATZY Chen 
(SHIATZY CHEN) 2012FW series of "Wave A Dream", Xie 
Feng (JEFEN) 2013SS series of "listening", Yang Jie2014SS 
series of ” Miao. Pure YANGJIE DESIGN” , A.L.C 2014PRF, 
Wan Yifang’s (YIFANG WAN) Shanghai fashion week 2014 
conference and so on, these series are in fashion design as 

Figure 4. the example of Miao costumes made by 
some self-organized family workshop in Taijiang,2013
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the starting point of the Miao nationality. In the design of this 
period, the aesthetic tendency of most works generally refers 
to the style of an era: a minimalist, such as BALENCIAGA's 
chief designer ALEXANDER WANG, in BALENCIAGA 
2014FW show a part of design is to design the Miao 
traditional costumes for the bright point. The most simplified 
X type was extracted from the geometric patterns of the Miao 
embroidery, and transformed to the abstract, And the choice 
of the color scheme of the Miao's typical color collocation, 
such as pink with purple, and yellow with green, After the 
corresponding color saturation and contrast adjustment, so as 
to design a very modern sense of autumn and winter clothing.

 

Figure 7. BALENCIAGA 2014FW  

Figure 8 clothing of A.L.C 2014SS series absorb fashion design inspiration 
from the color of the geometric patterns of the miao embroidery and indigo, 

which is classified in the modern minimalist style clothing series

Figure 6. BALENCIAGA 2014FW  

Figure 5. Miao nationality costumes refactoring cases 
through the medium of fashion design

 Fine design can help people to find resonance that occurs 
in this era, provoking psychological resonance and inspiration 
coexistence. Xue Li’s works is designed with the modern 
aesthetic concepts, which is the symbiosis with the integration 
of modern technology and traditional craftsmanship of the 
more successful cases. In 2013, Xue Li designed a series of 
modern neon samurai costume combined with Miao ethnic 
and avant-garde elements and displayed on CSM(Central 
Saint Martin)graduate show. Xue Li’s serial works, 
combining ethnic and avant-garde elements in a neon warrior 
series, can be regarded as post-modernist fashion design style 
representative, which is full of eye-catching visual tension. 
This series prodding at CSM last year's Central Saint Martin 
graduate show. 

 

Through the valuable cooperation with JianheTin 
embroidery inheritor, the professor Longnvsanjiu, Xue Li 
realized cultural integration and conversion of the traditional 
Miao costumes from the following aspects. First of all,this 
design started from the most typical Miao embroidery 

Figure 9. Xue Li, in 2013 CSM graduate show, this is the works with 
integration of the Miao ethnic and avant-garde elements in a series of neon 

warrior design
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colors feature, and also it’s  pointing to Modernism: modern 
electronic technology makes visual presentation to nature 
colors and jumped into the gorgeous eye-catching neon and 
fluorescent colors. Secondly, this works blend Guizhou Miao 
embroidery and "bloody cow" special process, by means 
of utilizing a hand-dyed and drawing on techniques Miao 
traditional crafts. Nevertheless, the Hmong and ingenuity of 
bright cloth replaced the original material Alcantara, which 
is not common in garment making creative fabric. Finally, 
the designers tried to break the routine and tried to form a  
high-impact effect by fusing shiny plastic-like collage pieces 
as well as highly geometric abstract shape with modern 
silhouette trend. And as for the BALENCIAGA2014FW 
- Miao-oriented traditional costumes designed, it tried to 
fabricate with fur material having glossy shine up Hmong 
tradition in the visual light cloth, thus obtaining a Miao 
traditional costumes symbol mapping; in the profile shape 
silhouette, traditional costumes will square "Guan The first 
clothing "as a basis for evolution and make it into modern 
fashion jacket form; weaving technique technically weakens 
the cumbersome process of traditional handicraft techniques 
of embroidery tin, strengthening significant comparison 
between blue and white in traditional embroidery. Finally 
all the design can make it consistent with the aesthetics of 
today's modern fashion design.

 

The beauty of a garment is created all by the color, 
material, type version and quality. No doubt that the 
traditional costumes Hmong costumes originally shaped, even 
if without the workmanship of designers, its formal beauty 
and exquisite craftsmanship has been impressive, but in a 

Figure 10. BALENCIAGA 2014FW

direct way, modern Clothing can hardly share this advantage 
which brings aesthetic pleasure, because the aesthetics is 
based on the traditional dress culture and background. If the 
designer wants to employ this feature, it requires a certain 
degree of conversion on the traditional pattern, color, profile 
and so elements of the system, making it acceptable to 
the modern aesthetic concepts. Fashion designers endow 
modern dress the beauty and technical advantages of this 
traditional dress. Creativity is one of the elements to show 
designer's wisdom, it means to create something with a new 
value through existing information selection and judgment. 
In the reconstruction process, the designer firstly performs 
on the old materials and continues to select and reject the 
action, so a large collection and accumulation of material 
can be collected; secondly, trying to collect the material in 
their own way for effective transformation and the ongoing 
restructuring, thus making it new things which can create 
value.

Since the turn of the industrial age, mass production and 
mass consumption means the change of the service object. 
With the continuous development of technology, the rapid 
flow of capital, multinational group of commercial operation, 
design products make it possible to develop in two directions: 
Firstly, the cost can be compressed to an unprecedented level; 
secondly, the amount can be manufactured more huge. Thus, 
the eyes of the public gradually shift the focus of imperial 
nobility elite and the middle class to the general public under 
postmodernism. And the design has been seen as an essential 
service means. The tendency of mass consumption choices, 
however, make traditional handicraft unable to meet the 
needs of modern aesthetic and function due to its the inherent 
characteristics, thus being thwarted and declining constantly. 
Significance on exploration and reconstruction of traditional 
Miao costumes symbiotic culture and modern design lies in 
the change process in the Hmong culture, traditional clothing, 
modern design materialized form symbiotic results, and it 
can create a certain extent to be accepted by the mass market 
value, thereby weakening traditional dress culture resolved 
in dealing with the possibility of changes and development to 
find a way out.
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Abstract

This study is concerned with the technical aspect of ancient Chinese costume construction in the Qin dynasty. We focus on deciphering and revealing the 

tailoring technique and shape styles of Qin skirts, based on the latest archaeological findings from the chapter Clothes Making in the “Qin Bamboo Slips” 

archived at Peking University. By analyzing the angled-cut method (cut at an angle to fabric’s warp direction) described for making large, medium, and small 

skirts in the chapter, we enumerated possible combinations of assembling the cut pieces. In accordance with the “straight-to-straight, angled-to-angled” sewing 

principle, these right-angled trapezoidal cut pieces can be assembled into two types of skirts without material wasting. The constructed skirt, regardless of 

its size, can have either strongly or weakly curved waistline, corresponding to varying degrees of fan shapes. When donned, the skirt with strongly curved 

waistline would be more open, having ample space for lower limb maneuvering and exhibiting multiple surface waves down the skirt surface, and. In contrast, 

the skirt with weakly curved waistline would be closer to the human body, having less space for lower limbs and less surface waves. Studying unearthed 

artifacts suggested that both types of skirt tailoring were adopted in the Qin dynasty. In contrast, Chu skirts and Han skirts from the pre- and post-Qin dynasty 

periods featured weakly curved waistlines and a close-to-body style. Conceivably the much more open design of Qin skirts is practically useful for the horse-

riding life style of Qin people, who had adopted a pragmatic legalism philosophy over established precedence and order, which is believed to lead to their 

military rise and unification of China.

Key words: Qin skirts, Angled cut, Clothes making, Curved waistline, Qin bamboo slips
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1. INTRODUCTION 

In 2010, a set of bamboo slips dated to the Qin dynasty 
(221–206 BC) was donated to Peking University by 
Hong Kong-based Feng Shenjun Sinology Foundation 
after purchased from collectors overseas. Referred to as 
the Qin Bamboo Slips hereafter, the set is an invaluable 
documentation of the state of politics, economics, geography, 
and technology in the Qin dynasty, the first unified Chinese 
empire. Among the texts written on the slips, a chapter titled 
Clothes Making detailed the tailoring techniques for a variety 
of costumes (Liu, 2015). The chapter is a rare and highly 
valuable template for studying the clothing technology and 
related cultures in ancient China. 

2. MATERIAL AND METHOD

Out of the total 763 slips for the entire set of the Qin 
Bamboo Slips, the chapter Clothes Making uses 27 slips, 
containing 649 Chinese characters. The chapter was written 
by Huang Ji, who enumerated the sizes and tailoring methods 
for a variety of clothes, including, shirts, coats, skirts, pants, 
and gowns. By studying the ancient text of the chapter, the 
present paper aimed to understand, in the historical context 
of the then-ruling societal culture and philosophy, how skirts 
were constructed in the Qin dynasty and their shape styles.

3. RESULTS

3.1 The Tailoring Method for Qin Skirts
To understand the chapter, it is necessary to first decipher 

the Chinese character “ 帬 ” (pronounced: qun) that was used 
together with “ 下 ” (literally: down, lower) as 下 帬 in the 
chapter. According to Shuowen Jiezi  (literally: Explaining 
Graphs and Analyzing Characters), an early Chinese 
dictionary compiled in the East Han dynasty, 帬 refers to 
lower wears, and is a variant of 裠 (pronounced: qun) which 
means 裙 (pronounced: qun, used in modern Chinese to 
refer to skirt). According to the section of Shi Yifu (literally: 
Explaining Clothing) in the Chinese dictionary Shiming 
(literally: Explanation of Names) also published in the East 
Han Dynasty (Liu, 2012), 裙 , lower wears, linking many 
pieces together. Per Duan Yucai, a scholar in the Qing dynasty 

(note not Qin), clothes named 帬 refer to a kind of lower 
wears made of many fabric pieces covering the human body 
(Duan, 2013). Taken together, it is reasonable to conclude 
that 下 帬 in the Qin Bamboo Slips refers to skirts. A literal 
translation of the tailoring technique for skirts, documented 
in the chapter Clothes Making written in typically concise 
ancient Chinese, is as follows:

大 衺 (pronounced: da xie, literally: large skirt): uses 4 
full-frame fabric pieces; first piece cut at 5 (Chinese) inches, 
second 1 (Chinese) foot (1 Chinese foot = 10 Chinese inches), 
third 1foot and 5 inches, and last 2 feet; all cuts are made 
at an angle from top to bottom ending at reciprocally equal 
distance; the vertical length of the full-frame fabric pieces is 
determined by the height of individual person (Fig. 1).

中衺 (pronounced: zhong xie, literally: medium skirt): uses 
3 full-frame fabric pieces, first piece cut at 5 inches, second 1 
foot, and last 1 foot and 5 inches, all cuts are made at an angle 
from top to bottom ending at reciprocally equal distance; the 
vertical length of the full-frame fabric pieces is determined by 
the height of individual person (Fig. 6).

少 衺 (pronounced: shao xie, literally: small skirt): uses 
3 full-frame fabric pieces, first piece cut at 5 inches, second 
also at 5 inches, and last 1 foot, all cuts are made at an angle 
from top to bottom ending at reciprocally equal distance; the 
vertical length of the full-frame fabric pieces is determined by 
the height of individual person (Fig. 9).

Therefore there were 3 different sizes of skirts in the Qin 
dynasty, namely, large, medium, and small. Regarding the 
character 衺 , according to Duan in his Commentary on the 
Shuowen Jiezi (2013), 衺can be thought of as 邪 (pronounced: 
xie) in today’s Chinese, meaning slanted, angled. Naming 
skirts all as 衺 regardless of size suggested that they were 
constructed with fabric pieces that were angled cut. The two 
characters 交窬 (pronounced: jiao yu), also appearing in the 
text, are the key to understanding the tailoring technique 
used. Liu at Beijing University argued that 交窬 describes a 
cutting method as the two characters appear in all sections of 
the chapter describing the making of skirts, gowns, and pants 
(2015). She believed that 交窬 has the same meaning as 交输 
(pronounced: jiao shu), which appeared in various historical 
texts referring to angled cutting of textile. I concur with Liu’s 
analysis since 交 窬 , if taking the literal meaning of angled 
cross-cut, resonates with the character 衺 used in the naming 
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Among the 4 combinations, the ones illustrated in Figs 3 
and 5 can be ruled out as they end up with edges of unequal 
lengths seamed together, which lacks appeal of integrity 
and increases the difficulty of sewing because the threads 
in the two pieces are not symmetrical in direction. The ones 
illustrated in Figs. 2 and 4 are more likely to be adopted, 
which have integrity of contour and equal-length seaming 
edges. Comparing the two, in Fig. 2, the assembled product 
is relatively flat, only slightly fan-shaped with weakly curved 
waistline and has a straight-cut central seam. In Fig. 4, the 

of skirts, which depicts the geometric apperance of the cut 
pieces. So skirts of all three sizes in the Qin dynasty were 
made with angled cut technology which creates right-angled 
trapezoidal pieces for final assembly (Figs. 1, 6, and 9).

3. 2 Styles of Qin Skirts 
Based on the cutting methods described in the chapter 

Clothes Making, I next proposed the styling characteristics of 
Qin skirts.
3. 2.1 Constructional Features of Large Skirts

The angled cut method described for large skirts would 
create, for each of the four full-frame fabric pieces, two 
vertically inverted but geometrically equivalent right-angled 
trapezoid pieces. There are 4 pairs of such pieces. Since the 
full-frame fabrics in the Qin dynasty is 2 feet and 5 inches 
wide (25 inches total), the top base and bottom base of the 
first pair of trapezoids will be, respectively, 5 and 20 inches 
wide, second pair 10 and 15 inches wide, third pair 15 and 
10 inches wide, and last pair 20 and 5 inches wide. Assuming 
the fabric vertical length is 3 feet and 6 inches, the resulting 4 
pairs of cut pieces are illustrated to scale in Fig. 1.

The short, horizontal edges of these trapezoids would 
be used to form the waistline, and the long, horizontal 
edges would be used to form the lower hem. Based on the 
general seaming principle of “straight to straight and angled 
to angled” (which is basically to avoid uneven matching 
due to the difference in textile stretch ability along warp 
and weft directions), these 8 pieces can be assembled in 4 
possible combinations (Figs. 2-5, showing dimensions after 
subtracting 1 inch from the edges for sewing).

Figure 1. Illustration of fabric cutting for large skirts. Roman numerals 
denote the piece #; Arabic numerals indicate the length in Chinese inch of the 
top and bottom edges of the cut pieces; arrows denote warp direction. Same 

denotations are used in other figures.

Figure 2.  Assembly method 1 for large skirts. 

Figure 3. Assembly method 2 for large skirts

Figure 4. Assembly method 3 for large skirts

Figure 5. Assembly method 4 for large skirts
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assembled product is highly fan-shaped with strongly curved 
waistline and the central seam is also made of straight-cut 
edges. A ribbon  is then sewn onto the waistline. The skirts are 
donned by wrapping them around the waist, overlapping, and 
tying the two free ends of the ribbon in the front to secure. 
Conceivably, the skirt with weakly curved waistline in Fig. 
2 would have a larger overlap after donned and fits the lower 
body closer with few vertical waves running along the skirt 
surface. In contrast, the skirt with strongly curved waistline in 
Fig. 4 would have a smaller overlap after donned and is more 
open, providing more space for the lower body and displaying 
more vertical waves running along the skirt surface (Fig. 13). 
Both skirts in Figs. 2 and 4 are 4 feet and 4 inches long in 
waistline and 12 feet and 4 inches long in lower hem, which 
are equal to 101.6 and 286.4 cm respectively (1 Chinese foot 
is equal to 23.1 cm) (Wu, 2006). The resulting length ratio 
of lower hem to waistline is about 2.8, much higher than the 
2.0 generally stipulated for “Shenyi”, the traditional Chinese 
dress for men and women (Yang, 1997).
3. 2. 2. Constructional Features of Medium Skirts

The angled cut method described above for medium skirts 
would create, for each of the three full-frame fabric pieces, 
two vertically inverted but geometrically equivalent right-
angled trapezoid pieces. There are 3 pairs of such pieces. The 
top base and bottom base of the first pair of trapezoids will 
be, respectively, 5 and 20 inches wide, second pair 10 and 15 
inches wide, and last pair 15 and 10 inches wide. Assuming 
the fabric vertical length is 3 feet and 6 inches, the resulting 3 
pairs of cut pieces are illustrated to scale in Fig. 6.

 

Again, based on the “straight to straight and angled to 
angled” seaming principle, these 6 pieces can be assembled 
in 2 useful combinations (Figs.7-8). The two skirts differ 
dramatically in style. The constructed product in Fig. 8 is very 
fan-shaped and its central seam is made of straight-cut edges, 
while the constructed product in Fig. 7 is more flat, less fan-

shaped and its central seam is made of angled cut edges. The 
dramatically curved waistline in Fig. 8 would produce more 
space for lower body and more vertical downward waves on 
the skirt surface than in Fig. 7. It is also worth noting that the 
cut piece # II would have to be flipped to use its inverse side 
(back) of the fabric to fit into the assembly. This compromise 
has to be made if all cut pieces need to be utilized without 
wasting. Both skirts in Figs.7 and 8 are 3 feet and 8 inches 
long in waistline and 8 feet and 8 inches long in lower hem, 
which are equal to 87.8 (13.8 cm shorter than large skirts) and 
203.3 (83.1 cm shorter than large skirts) cm respectively. The 
resulting length ratio of lower hem to waistline is about 2.3.

 

3. 2. 3. Constructional Features of Small Skirts
The angled cut method described above for small skirts 

would create, for each of the three full-frame fabric pieces, 
two vertically inverted but geometrically equivalent right-
angled trapezoid pieces. There are 3 pairs of such pieces. The 
top base and bottom base of the first pair of trapezoids will 
be, respectively, 5 and 20 inches wide, second pair 5 and 20 
inches wide, and last pair 10 and 15 inches wide. Assuming 
the fabric vertical length is 3 feet and 6 inches, the resulting 3 
pairs of cut pieces are illustrated to scale in Fig. 9.

Figure 7.  Assembly method 1 for large skirts. 

Figure 6.  Illustration of fabric cutting for medium skirts
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Figure 8. Assembly method 2 for large skirts
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Again, based on the “straight to straight and angled to 
angled” seaming principle, these 6 pieces can be assembled 
in 2 useful combinations (Figs. 10-11). Similar to medium 
skirts, the two small skirts differ dramatically in style. 
The constructed product in Fig. 10 is very fan-shaped and 
its central seam is made of straight-cut edges, while the 
constructed product in Fig. 11 is more flat, less fan-shaped 
and its central seam is made of angled cut edges. The 
dramatically curved waistline in Fig. 10 would produce more 
vertical downward waves on the skirt surface than in Fig. 11. 
It is also worth noting that there are three cut pieces (# II, 
IV and VI) would have to be flipped to use the inverse sides 
(back) of the fabric to fit into the assembly without material 
wasting. Both skirts in Figs.10 and 11 are 2 feet and 8 inches 
long in waistline and 9 feet and 8 inches long in lower hem, 
which are equal to 64.7 and 226.4cm respectively. Compared 

with medium skirts, the waistline of small skirts is 23.1 cm 
shorter than medium skirts, but surprisingly the low hem 
of small skirts is 83.1 cm longer than medium skirts. The 
resulting length ratio of lower hem to waistline of small skirt 
is about 3.5, the highest among the three sizes. Therefore, 
although the waistline decreases from large, to medium, and 
to small skirts, the lower hem dose not trend the same way – 
medium skirts have the shortest lower hem.

Taken together, Qin skirts fall into two categories: those 
with strongly curved waistline and those with weakly curved 
waistline. Both types can be found in all 3 sizes (Fig. 12). 
Skirts with strongly curved waistline easily create a more 
dramatic shape effect with lively surface waves and larger 
underneath space for lower body maneuvering. Skirts with 
weakly curved waistline fits the lower body more closely with 
fewer surface waves (Fig. 13).

Figure 9. Illustration of fabric cutting for small skirts

Figure 10. Assembly method 1 for small skirts

Figure 11. Assembly method 2 for small skirts

Figure 12. Comparative illustration of Qin skirts with strongly 
and weakly curved waistlines.

Figeure 13. Comparative illustration of Qin skirts with strongly 
and weakly curved waistlines.



203

3. 3 Historical Perspectives on the Style of Qin Skirts
Which of the two contrasting styles, strongly or weakly 

curved waistlines, were adopted in the Qin dynasty? Did 
both exist serving different purposes? In this section I would 
like to provide some insights into the Qin skirt culture by 
comparing artifacts from the surrounding time periods.
3. 3. 1 Comparison with Chu and Han Skirts

In this section Qin skirts were compared with Chu Skirts 
in the late Warring States period (the period immediately 
preceding the Qin dynasty) and Han Skirts in the early West 
Han dynasty (the period immediately following the Qin 
dynasty).
3. 3. 1. 1 Constructional Features of Chu Skirts

There are two similar skirts unearthed from Chu Tomb 
No. 1 at Mashan, Jiangling county, Hubei province (Hubei 
Jingzhou Museum, 1985). One of the two, a dark yellow 
silk skirt, code-named N17-3, has a vertical length of 82 
cm, waistline of 181 cm, and lower hem of 211.5 cm. It was 
made of 8 cut pieces which were assembled into a nearly flat 
construct with little curves on the waistline and lower hem 
(Fig. 14). The 8 pieces are approximately 27, 27, 27.5, 26, 
27, 24, 27, and 26 cm in width, which are roughly half of the 
width of the full-frame fabric back then. The central pieces 
are more rectangular while the lateral pieces are slightly 
trapezoidal.

3. 3. 1. 2 Constructional Features of Han Skirts
There are two similarly styled skirts unearthed from 

Mawangdui Tomb No. 1 in Changsha, Hunan province (Hunan 
Museum and Institute of Archaeology, Chinese Academy 
of Social Sciences, 1973). Both skirts are composed of 4 
trapezoidal fabric pieces that are nearly full-frame in width 
(Fig. 15). The two middle pieces are identical and the two 
lateral pieces are identical and slightly wider than the middle 
pieces. One of the skirts, code-named 329-1, has a vertical 
length of 87 cm, waistline of 145 cm, and lower hem of 193 
cm.

Comparing these skirts, it is evident that the difference 
in length between the waistline and lower hem of Chu and 
Han skirts is far less than that of Qin skirts. The lower hem 
to waistline ratios of the Chu and Han skirts illustrated 
above are 1.2 and 1.3 respectively, far smaller than the 2.3-
3.5 ratio of Qin skirts. Therefore, the “A” shape effect of 
donned Qin skirts should be much more dramatic than the 
other two. Though the degree of waistline curving in Han 
skirts is slightly higher than Chu skirts, both skirts belong 
to the category of weakly curved waistline. Han skirts were 
constructed with the more trapezoidal pieces used in the 
middle and the less trapezoidal pieces used on the side, 
resembling the way Qin skirts with strongly curved waistline 
would be constructed. However, because the degree of 
trapezoid of the cut pieces used for Han skirts is less than 
that for Qin skirts, and fewer pieces were used in Han skirts 
than Qin skirts, the Han skirts still belong to the category 
of weakly curved waistline. In comparison, Chu skirts were 
constructed with the less trapezoidal (or even rectangular) 
pieces used in the middle and the more trapezoidal pieces 
used on the side, which is compatible to the way Qin 
skirts with weakly curved waistline would be constructed. 
Therefore, both assembly methods were used in the pre- 
and post-Qin periods, suggesting that both could have been 
adopted in the Qin dynasty.
3. 3. 2 Comparison with Qin-related Artifacts

In this section, artifacts from and those depicting the life 
in the Qin dynasty were examined to help provide further 
insight into the style of Qin skirts. These artifacts include the 
terracotta warriors and brick portraits.

The terracotta warriors unearthed from the tomb of Qin 
Shi Huang, the founding emperor of the Qin dynasty, provide 
a glimpse into the costume culture back then. Fig. 16 shows a 
heavily armored archer from pit No. 2 of the tomb, located in 
Lintong, Shaanxi province. The kneeling clay warrior wears 
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Figure 14. Illustration of Construction of a Chu Skirt

Figure 15. Illustration of Construction of a Han Skirt
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Taken together, it appears that the style of Qin skirts varied 
depending on their function and usage. There were three 
tailoring methods designed for large, medium and small skirts 
respectively. Depending on how the cut pieces are assembled, 
each size can have either strongly or weakly curved 
waistlines, so there are totally 6 combinations. The chapter 
Clothes Making further declared that large, medium and 
small upper wears can be freely matched with large, medium 
and small skirts. Therefore there are totally 9 combinations, 
revealing a spirit of rich diversity and freedom in Qin’s 
dressing culture.

4. DISCUSSION

4.1 Angled Cut and Chinese Orthodox
In the traditional Chinese culture, the sky is regarded 

superior to the earth, a value that is also embodied in clothes 
making. In this spirit, upper wears are thought of more noble 
than lower wears. In the chapter Benjin (Fundamental Norm) 
in Huainanzi, an ancient Chinese script dated to the West Han 
dynasty, it was simply stated that upper wears cannot be made 
with angled cuts (Liu, 2010). Upper wears, such as coats, 
have to be made with straight cuts, whereas lower wears, such 
as skirts, can have either straight or angled cuts. Shenyi is 
the standard formal Chinese attire traditionally worn by men 
and women. It can be in the form of gown or made by sewing 
together upper and lower wears. In his book Annotation on 
Shenyi, Jiang Yong, a scholar in the Qing dynasty, stated 
that Shenyi is the legal dress of nobles and elites; the upper 
portion is made with straight cut pieces; the central panels of 
the lower part have to use straight cut pieces as well; angled 
cut edges can only be used for side panels (Jiang, 1965). He 
believed that Shenyi with the lower-part pieces cut at angles 
does not adhere to the valued dress principle. In contrast, 

a thick, long gown, outfitted by armor down to the waist. 
Underneath the gown, the warrior also wears a skirt and pant. 
The skirt, visible at the knee level, has multiple waves at the 
lower hem, which is compatible with the type of skirts that 
have strongly curved waistlines. The practical aspect of this 
type of skirts is that they provide ample space for lower limbs 
to maneuver, allowing the soldier to battle without physical 
constraint. The playful warriors unearthed from pit K9901 
provide further evidence for the possible style of Qin skirts. 
These warriors are all naked in their upper bodies and wear 
short skirts tied to their waists (Fig. 17). The left warrior 
wears a skirt that reaches his knees and has many waves 
that run gradually from the waistline downward. In contrast, 
the right warrior wears a shorter skirt that has a much flatter 
appearance. So the left skirt may have been constructed with 
strongly curved waistline and the right skirt weakly curved 
waistline.

Another line of evidence comes from the Wushi Temple 
in Jiaxiang county, Shandong province. Built in the East Han 
dynasty, it is famous for a series of stone and brick portraits. 
Among them one portrait describes the scene of a well-known 
true story – assassination of the emperor Qin Shi Huang by 
Jing Ke (Fig. 18). While it is hard to ascertain from the brick 
portrait whether the emperor (third from the left) and his 
guards wear skirts or gowns, it is clear that their lower wears 
are wide and expansive. The few scribed lines near the lower 
hem appear to be surface waves. Overall, the portrait suggests 
that the emperor wear a large skirt with strongly curved 
waistline.

Figure 16. A Qin Terracotta  Archer
Fig. 17. Qin Playful Terracotta Warriors

Fig. 18. Brick portrait in Wushi Temple depicting the story of 
assassination of Qin emperor by Jing Ke.
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based on the archeological findings presented above, people 
in the Qin dynasty appeared to disregard the orthodox, 
adopting angled cut as the sole tailoring technique for skirts. 
They did not differentiate cutting techniques based on the 
social functions of the skirts they made. This deviation from 
the costume culture norm is indicative of the reforming spirit 
in Qin people, who valued practicality over formality. 

4.2 Lengthened Lower Hem of Qin Skirts
The difference in length between the waistline and lower 

hem is a good indication of the degree of expansiveness of 
a donned skirt. This metric in either large, medium or small 
Qin skirts is much greater than that in Chu and Han skirts. 
The wide lower-hem opening of Qin skirts is compatible 
with the well-documented horse-riding life style of early Qin 
people who were militarily formidable (Sima, 1997). The 
thousands of unearthed terracotta warriors wearing gowns 
that exhibit lengthened lower hem are clear evidence of the 
clothes design suitable for military battling. Under the deep 
influence of legalism, a school of Chinese philosophy that 
values pragmatism over precedence, Qin people emphasized 
the practical aspect of clothes wearing much more than its 
ritual function cherished by other warring states at the time 
(Fan, 1997). It may not be surprising that Qin defeated them 
all and in the end unified China.

5. CONCLUSION

In summary, the study of the chapter Clothes Making in 
the Qin Bamboo Slips revealed that angled cuts were widely 
adopted in the Qin dynasty for skirt construction. This 
practice deviated from the ruling aesthetic principles for dress 
making through Chinese history which emphasizes formality 
over function. The innovative cutting method can maximize 
fabric usage and make skirts with ample space for lower-limb 
maneuvering, facilitating the horse-riding life style of Qin 
people.
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Abstract

Chinese knot Buttons are important elements in Chinese traditional cultures. They have been widely used by designers either for the combination of function 

and ornamentation or exclusively as ornaments. Derived from their prototypes of ancient tie knots, Chinese Knot buttons were initially developed during the 

glorious age of Tang dynasty, were then adopted and used in Ming dynasty, gradually gained their popularity in Qing dynasty, were in vogue through the period 

of Republic of China. They are currently still some designers’ favorite. The fastidious artistry can be perfectly expressed by Chinese knot buttons through their 

exquisiteness and gracefulness. From the aesthetic point of view, the gorgeousness and gracefulness of Chinese costume can be effectively shown by Chinese 

knot buttons with 3D shape through the ingenious combination of points, lines, and surfaces.

Through the collection and induction of different patterns and techniques, this paper studies the historical evolution and current development of Chinese knot 

buttons.  We hope that more creative and diversified styles and producing methods can be invented based on the studies by improving existing styles and 

techniques with innovative design. The innovated Chinese knot buttons will then be able to provide more valuable choices and styles for designers to innovate 

their Chinese fashion design.

Key words: Chines knot button, Chinese costume, Historical evolution, Innovation, Fashion design
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1. INTRODUCTION 

As the basic components for Chinese traditional costume 
because of its function and decorative effect, Chinese knot 
button consists of button knot, button loop, and decorative 
flower-like trim. It also appears as an elegant handicraft 
on the fashion apparel. Knot button is made by weaving or 
twisting button strip. Attached to the button knot or button 
loop, the decorative trim is made of small pieces of cloth 
appearing like different flower shape. There are two types 
of decorative trims, hollow type and solid type. The hollow 
type has further subtypes of embedded and non-embedded. 
Button knot refers to the globe knot piece which looks like an 
abacus bead. Therefore, button knot has an alias as “Abacus 
Knot”. Button loop is a loop like belt part which can fasten 
the button knot to it. Ever since Ming and Qing Dynasty, pan 
button has become very popular and it has been commonly 
used on different types of apparels such as cloak, Mandarin 
long jacket, short coat, cheongsam, shirt, long gown, etc. 
The most commonly seen end form that attached to the 
button knot and button loop is straight style. But on formal 
etiquette dresses, it is also popular for the straight line at the 
end of button knot and button loop to be extended and curved 
to form a decorative flower-like trim. In addition to plant 
flowers, birds, insects, and seal-style calligraphy, the pattern 
of button trims can also be chosen from some auspiciously 
meaningful patterns. But no matter how complicated the 
pattern is, it must be able to be drawn in one continuous line. 
The super fine workmanship can be completely demonstrated 
by this style (Figure 1).

 

2 .  T H E  H I S TO R I C A L D E V E L O P M E N T A N D 
EVOLUTION OF CHINESE KNOT BUTTONS

In Chinese history, the clothes were loose styles. The 
clothes were buckled up together by belt knot. The belt knots 
were the prototype of Chinese knot buttons of early stage. 

After that, ancient people invented stone buttons, wood 
buttons, and shell buttons. Fabric made knot buttons gradually 
emerged.

The origin of Chinese knot buttons dated back to more 
than 5000 years ago when our ancestors keep records for 
events by tying knots in ropes. Before the emergence of 
written language, rope knots were used to count the number 
of prey, and record the significant events in tribes, based on 
the code of events represented by different knot positions, 
length, colors, and knot types. It was recorded in Yi Chuan 
Copulative that “Ancestors were governing by tying knots 
with ropes, while smarter descendants replaced the governing 
by written methods”. Xuan Zheng, lived in the Eastern Han 
Dynasty, wrote in Annotations of Zhouyi that “Tying knots 
were used to record agreements, with big knots representing 
for major ones and small knots for minor ones”. As 
demonstrated above, knots were endowed credibility function 
of “contract” and “agreement”, and while they were also 
used to record historical events. Hence “tying knots” earned 
lots of respects. Back then, people had learned how to use 
primitive ropes. According to legend, in the beginning when 
Fuxi was establishing his theories, a rope pulled straight was 
the conception of “one”, which stood for “origin”. A rope can 
be extended indefinitely, but no matter how long it is, it must 
be cut into pieces when it is being used. This is the theory 
that one creates two, two creates three, and three creates 
everything. Hence, there is a saying that the “one” created the 
world. Chinese knot buttons are the art of rope. 

They have been gradually developed throughout 
the history of mankind, accumulating the long ancient 
civilization, saturated with unique Chinese cultural essence, 
and embodying the broad and profound cultural background.

Ropes are very common materials that can be seen 
anywhere in our daily life. But after ropes made of superior 
materials are twisted and weaved to form different patterns, 
functions and meanings of ropes changes. From then on, 
ropes are endowed with cultural significance of knot. 
Legends said that “Nüwa put a rope in mud, and casted off 
mud spots to make human”. Because that ropes look like 
twisting dragon, Chinese consider themselves as descendants 
of dragons. Dragon is respected as Chinese God, totem 
worshipped by Chinese for generations. Dragons are Chinese 
spiritual support. The pronunciation of “rope” and “God”is 

Figure 1. The structure of the Chinese knot button 
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as same in Chinese. Thus, people believe that ropes are the 
carriers of mystery. The patterns made out of ropes that have 
emotional representations are thought to be totems that can 
express emotions.

Throughout the five-thousand-year history of the Chinese 
clothing, our ancestors dressed loose clothing without buttons, 
tying belts to make clothes fitting, warm and firm. All clothes 
were tied by belts-clothing tied by belts called “lappet”. “Xi”is 
a tool carried along for untying knots. Knots of belts were the 
earliest application of knot in clothing. People not only tied 
waistbands around the waist, but also braid the sagging part 
of the waistbands into beautiful true-lover's knots. People 
in Shang and Zhou period had already used waistbands, 
which were broad silk belts back then. There was one kind 
of waistbands called “girdle”. Its length was recorded in 
<Rites•Yu-Zao> as “three chi, sometimes two and a half chi”. 
Girdle referred to the sagging part of silk ribbons tightening 
the waist. Fine waistbands are made of silk, and the sagging 
part is called “Xian-Li”; Women’s long waistbands, also 
called “Chou-Mou”, are twined into annular knots, while 
slip ones are called “frog” and fast ones are called “knot”. 
Another kind is Jean; people use jeans which are harder, for 
bands are too soft to hang accessories. At first, jean is tied by 
short threads and rings at both ends, and not artistic at all, that 
only poor people tie it on the outside, while noble ones tie it 
inside and cover it with bands.

As signs of status and hierarchies, banderols and knots 
plat important role in aristocratic clothing. The prototype of 
banderols-a set of jade pendants on a girdle formed in Western 
-Han dynasty, is woven of jade, semi-annular jade pendant, 
jade Wall, curved sheet of jade and so on, representing the 
wearer’s elegance and dignity. Banderols system starts in Qin 
Dynasty, and breeds more specific provisions in Han Dynasty. 
Banderols system is a major feature of Han clothing; so called 
banderol is actually a three-finger-broad band woven in silk 
thread, and used to string jadeware; it is used to tie official 
seals since the Warring States Period. Knots on pottery mould 
waistbands unearthed from tombs of the eastern Zhou dynasty 
in Houma, Shanxi have practical function of buttons(Figure 
2).

 

In Spring and Autumn and Warring States periods of China, 
garments are curving fringing long dresses, straight fringing 
unlined clothes and skirts, tied by silk bands in the waist. In 
Han Dynasty, women’s skirts were also tied by silk bands. 
During Tang Dynasty, the broad sleeve double-breasted 
gauze shirts, long dresses and shawls were popular among 
ladies. The feature of knots in clothing is “wearing silks and 
ribbons”; In the frescoes in the tomb of Princess Yongtai, 
Tang Dynasty, bowknots appeared on ladies’ waistbands. In 
Ming Dynasty, loin clothes fastened by silk band is added to 
long dresses, and made into complex knots in the front and 
hoops by the side of waist for decorations. Buttons made 
by silk or gold thread can be found in many Ming Dynasty 
tombs, such as gold buttons on Queen Xiaojing’s lined 
dress with the embroidery of Roti and polychrome children 
pictures inside. Knots in traditional clothing can be seen in 
paintings such as <Peonies and Ladies> by Yin Tang in Ming 
Dynasty(Figure 3), <Bamboo and Ladies> by Ying Qiu, 
<Recline and Xunlong>,<Ladies> and <Children at play> by 
Hongshou Chen(Figure 4).

 

Figure 2. The pottery mould waistbands unearthed from tombs of the eastern 
Zhou dynasty in Houma,Shanxi

Figure 3.<Peonies and 
Ladies>by Yin Tang in Ming 

Dynasty

Figure 4.<Children at play>by Hongshou 
Chen
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Figure 5. The waistcost unearthed in the tomb of Shixian Wang in 
Zhang County,Gansu Province

Figure 6. The cavalry archer of emperor Qianlong

Figure 7. Women’s clothing in the late Qing Dynasty

Chinese knot button prevailed in Qing Dynasty(Figure 5). 
At that time, people were used to wear gowns, robes, shirts 
and pants, they narrowed the loosen clothes and sleeve, so 
tying knots was no longer suitable for fastening the clothes, 
then button appeared. Later, the Chinese knot button rose and 
be widely used with the development of the clothes(Figure 
6). In Qing Dynasty, the traditional button had developed 
to a peak period, meantime, the button material was no 
longer simple combination of cloth and metal, but began 
to use variety of materials such like jade bead, agate, and 
coral(Figure 7). The Republican period is a relatively short 
history period after the Qing Dynasty, while the clothes 
reformed intensely, but the traditional dress after reformed 
were still popular to people, such as Cheongsam, and the 
traditional button were also be widely used as the placket 
closure(Figure 8). In Republican period, loop flower appeared 
and warmly greeted by the female, whether the twist ways or 
the patterns were full of artfulness and richer diversity than 
Qing Dynasty. Cheongsam integrated of Chinese and Western 
dress esthetics, its popular provided fertile ground to loop 
flower development. The simple and elegant style of clothes 
and the exquisite and ingenious of loop flower complement 
each other. From the mid of forties, the accessories of 
Cheongsam became much simple, the furbelow and loop 
flower even had been abandoned, its style trend was nature. 
Since the founding of PRC, with the development of the 
times, the traditional button patterns also draws the times’ 
spirit. In recent years, Chinese knot button become a great 
craze again as the clothes accessories, with its strong vitality 
beautified and enriched people’s life, more and more fashion 
designers like to use it to ornament the dress(Figure 9).

CONCLUSIONS
In ancient times, people kept records by tying knots, 

Chinese knot button was just developed from this source, 
latest it appeared in the Tang Dynasty, and be around in 
the Song, Yuan and Ming dynasty. Since the Qing dynasty, 
it began to be used as a placket closure, until Republican 
period, it has been most widely used, and still in use now. 

Figure 8. Women’s cheong-sam in the Republican period

Figure 9. Chinese knot buttons in the modern design 
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3.1 The Innovation of Materials
Cotton, linen, silk, and fur have been the major materials 

for making Chinese knot buttons for thousands of years. 
In recent years, the choices of button materials have 
dramatically increased with the development of advanced 
technologies and the invention of fiber materials. Among 
those new additions are wool fabric, cotton and linen blends, 
and fiber materials etc. The final button products made of 
different materials show diversified appealing effect. The 
knot buttons made of cotton are embedded with national 
characteristics; the nobleness is shown by wool fabric made 
product; knot buttons made of silk can clearly present the 
classic elegance; while leather made products seem to be 
leisure and grand(Figure 11).As of today, the button materials 
have been continuously developed and improved together 
with cloth materials. The Chinese knot buttons continue to be 
diversified with new vitality through the combination of cloth 
materials with jewelry or metals.

 

3.2 The Innovation of Styles
The original Chinese knot buttons came out of the 

prototype of tying two tassel laces together for fastening 
the clothes. The concept of knot buttons did not emerge in 
the historical records until about 1590s. It was discovered 
that the straight buttons and laces were both used on the two 
frocks unearthed from Wang Lo family tomb. Ever since 
then, the Chinese knot buttons have been existed in certain 
forms. Chinese knot buttons consist of three parts, button 
knot, button loop, and button trim accessory. The button 
knot and button loop are buckled up by penetrating button 
knot into button loop buckle. Button knot is also called 
Buddha knot which means it has Buddhism connection in 
concordance with button loop and button trim accessary.  
Button knots have relatively less diversified styles. Among 
those commonly known styles of button knots are octahedral 

3. THE INNOVATION AND APPLICATION OF 
CHINESE KNOT BUTTONS

Button knot, button loop, and button trim are all made of 
button strips. The material and quality of button strips should 
be as same as the costume. The material for making button 
strip is supposed to be 45 degree oblique threads cloth. The 
cutting width of the cloth for making button strips should be 
based on the final button size. 45 degree oblique thread cloth 
is the best choice for making button strip because of its good 
flexibility so that it is easier to avoid oblique wrinkles from 
the bending during the weaving process. The button strips 
made of 45 degree woven cloth look evenly smooth without 
showing hairy edge and loosing thread. There are two types 
of Chinese knot buttons classified based on the method how 
the button strips are made. One way to make the button 
strip is to wrap a lock of threads with cloth and sew up the 
junction edges. And then the button knot and button loop 
are made by tying the button strip. Another way to make the 
button strip is to turn each end of the cloth inside and wrap a 
thin copper wire. The button strip is then bended and woven 
to form button knot, button loop, and different pattern of 
button trims. In order to make exquisite buttons, the designer 
and operator must have strong artistic accomplishment with 
excellent feeling and touch of size ratio. The eventual button 
pattern made by such operator will be more delicate and 
more aesthetically appealing. On top of the accumulated 
traditional technologies, innovation and improvement can 
be achieved through the combination of market feedback 
and contemporary aesthetic trend. In order to be able to 
design a popular button, the designer should clearly have 
the basic conception of commercialization of clothing with 
the combination of artistic conception and the product 
commercial characteristics and values.

 

Figure 10. Women’s cheong-sam in the Republican period

Figure 11. Innovation 1: The use of leather materials
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knot, nine face knot, jade bead, and agate, etc. Button loop 
purely plays a role as fastening function so that it does not 
have much variety of patterns. Button trims are intended to be 
decorative with variety of multiple diversified styles and those 
styles are incredibly beautiful. Major variety consist of pi-
pa-like buttons, caisson-like buttons, round brocade buttons, 
double knot buttons, plum blossom buttons, chrysanthemum 
buttons garlandage buttons, rice spike buttons, and splayed 
buttons, etc. The knitting design of button trim patterns 
starts from creative imagination and idea to determine the 
product variety, theme, and style, etc. During the designing 
process, emphasis should be given to the expression of the 
individual specific character and period touch and feeling. 
The product appeal should have some accumulated traditional 
aesthetic tastes mixed with dynamic combination of modern 
sense. The designer must be detail-oriented in observation of 
daily life, experiencing the beauty of life. The designer can 
adequately apply the personal forte of artistic presentation 
to the design process and convert the art presentation to 
the design element with proper design positioning. The full 
passion and wonderful creativity will be critical to determine 
the final design theme. Meanwhile, the consideration should 
also be given to the proper combination of weaving material 
character and the style of artistic work. The design concept 
will be perfectly presented through above mentioned process. 
In addition to above mentioned points, the buttons should 
also be harmonized with costume as the accessories playing 
a proper role to enhance the costume’s final attractive beauty.  
The top priority for designing art is innovation through 
designer’s bold imagination, in depth exploration, widened 
presentation of subjects, styles, and themes. With continuous 
improvement of expression techniques, dynamic application 
of new materials and tools, and unceasing exploration of 
advanced scientific achievements, the amazingly diversified 
knot buttons will be designed and produced with ever-
changing speed. Attention should also be given to the 
relationship between local expression and whole button 
appearance during the design process with consideration 
of the size and number of button trims. Proper balance and 
structural features have to be well considered for the left-
right asymmetric patterns. Buttons are basic components on 
the costume showing as points. Those points can functionally 
buckle up costume front opening edges. They also play 

some roles to draw more attention to the tracking of front 
openings. Buttons should be rationally distributed along the 
costume openings. The effect of costume can be enhanced 
by either dense usage or sparse usage of buttons.  The design 
of button is a unique process to get a perfect pattern by 
combining points, lines, two -dimensional surfaces, and three 
dimensional cubes based on the application of aesthetical 
rules. The unique originality can be obtained from the 
creative application of different elements of points, lines, 
and surfaces while the overall relationship still complies 
with the basic aesthetical principles. The specific feature of 
diversified styles and visual appearances through different 
visual directions and angles can be completely displayed 
through above mentioned designing approaches.Such as 
“Magpie and wintersweet”means happiness appears on the 
eyebrows(Figure 12) and “The branches of gold and the 
leaves of jade”means waluable children,(Figure 13).

3.3 The Innovation of Applications
3.3.1 The Innovation of Application Areas
Chinese knot buttons are widely used on Chinese 

traditional dresses. Cheongsam, Chinese style blouse, Chinese 
style jacket, and lots of other different Chinese style dresses 
are among those dresses that commonly use Chinese knot 
buttons(Figure 14). There are many styles of Chinese buttons, 
such as, pi-pa buttons, straight-line buttons, butterfly buttons, 
wire-twisted buttons, ornamental engraving buttons, and 
orchid-shaped buttons, etc. Filled with designer’s disposition 
and intelligence, those diversified handicraft buttons are 
elaborately exquisite. The knot buttons are primarily used on 
dresses for their fastening functionality while sometimes they 
are also used for pure decoration, or for both function and 
decoration. Their functional aspect is used as fastener to close 
the costume openings. On their decorative and enhancing 
aspect, they are commonly applied on fabric-made handicraft 
packages or bags showing Chinese minority romantic 
feelings. Along with the socioeconomic development and 

Figure 12& 13. Innovation 2:The expression of auspicious implies 
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hoped and tried to extend their life as long as possible, the 
death is irresistible and beyond human control. Lives can only 
be continued through the propagation of offspring. That is the 
real meaning of life continuity with everything in good status. 
The knot buttons classified as this category include butterfly 
buttons, bud buttons, gourd-shaped buttons, garnet buttons, 
and wheat tassel buttons, etc. The third cultural connotation 
is for pursuing love and marriage. Love, marriage, and family 
life have special values to human in Chinese tradition over 
the past five thousand years. Everyone loves to get marital 
harmony, long life together with spouse, happy marriage, 
and stable family. It is deemed impossible to reach the goal 
that “ancestor worship and succeeding offspring can be both 
achieved” without happy marriage. Certain knot buttons, 
such as happy word button, concentric buttons, dragon and 
phoenix buttons, and rose flower buttons, dragonfly buttons, 
etc. fall into this category. The fourth cultural connotation is 
for the desire of prosperity. Sun Tzu said: “Everyone wants to 
be rich and noble”. Money is the basic need for human to be 
able to survive while rich wealth can make human life quality 
distinguished. Most people have to work hard to accumulate 
wealth. Wealthy life is what people dream for and work for. 
Peony buttons and filament-wound buttons belong to this 
category. The fifth cultural connotation is for wishes of fame 
and fortune. Richness and nobleness exist like twin sisters. 
Richness refers to wealth while nobleness is from notable 
social position. Studying hard is a necessary path to gain such 
notable position and then wealth. Once you get your high 
position and become famous, wealth will come as a result and 
vice versa. Most people desire to become famous and wealthy 
that is clearly expressed in the knot button patterns. Classified 
as this category, fan-shaped buttons, lucky word buttons, 
climbing buttons, and perfect buttons are intended for best 
wishes of fame and fortune. The purpose of making this kind 
of knot buttons is not purely for eulogizing an individual 
personal achievement. It is really about focusing on the 
subjects for which most people care. Therefore, the designer 
of knot buttons needs to find a way to show up button’s 
cultural connotations beyond the requirement of decoration 
function(Figure 17). 

growth, the way in which how people think also advances. 
The applications of Chinese knot buttons are not only 
restricted to Chinese traditional costumes, but also extended 
their usages on hand bags, shoes, necklaces, jewelries, and 
wrappings(Figure 15). In the same time, their wonderful 
effects are also dramatically shown on western style dresses. 
On one hand knot buttons are kinds of characteristic markers 
for oriental costumes, while on the other hand they also 
connect eastern and western costume cultures as a link 
between them. The strong oriental charm can be perfectly 
expressed by applying some pieces of knot buttons on 
western style dresses. Therefore, it is critically important to 
inherit, innovate, and modernize the knot buttons. But the 
Chinese traditional costumes are still the primary objects for 
application of knot buttons. It is like a duck getting into water 
for Chinese knot buttons to be used on Chinese traditional 
costumes. Vice versa, the charm of Chinese costumes can 
only be completely expressed together with the proper 
application of knot buttons.

3.3.2 The Innovation of Function
The decorative functions of knot button patterns do 

not only show the outstanding beauty aspects, but also 
represents theirs cultural connotative meanings. One of the 
cultural connotations is for blessings of good health and long 
life(Figure 16). Long life is listed at the first position among 
those five blessed fortunes. The other goals for a person would 
be meaningless if a person does not have a healthy life. Health 
and life blessing knot buttons include chrysanthemum knot 
buttons, straight line knot buttons, and long life calligraphy 
knot buttons, etc. Another cultural connotation is for blessing 
and hope of propagation of posterity. Although humans have 

Figure 14. Chinese knot pattons used in the coat 

Figure 15. The use of Chinese style decoration 
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3.3.3 The Innovation of Aesthetic Implication
Curve itself is a symbol indicating beauty in Aesthetics as 

commonly known that beauty comes from curving. According 
to psychological analysis of patterns, horizontal straight line 
represents stability while the vertical straight line implicates 
strength(Figure 18). In contrast to straight lines, curve lines 
are the most beautiful ones shown by their dynamic moving 
feelings. Curve lines are most common and regularly seen 
lines in the nature. Neither manual nor geometric properties, 
curve lines stand for spiritual meaning as if opening sky with 
the most versatile vitality. As if flying dragon, curve lines are 
best applied in making knots showing the natural and flowing 
styles of writing. Meanwhile, the curves of knot buttons 
also demonstrate the graceful movement of dancing that is 
similar to “static inaction over action” in terms of Chinese 
ancient philosophy. The dynamic vitality can be seen from its 
static status. A beautiful dance comes out from the curving 
and twisting as a result of aspiring animation. Chinese 
culture emphasizes on tactful manners with indirectness and 
round way.  The art of knot buttons reflects the devious way 
returning to the initial starting point in emotional world. 
Consequently, the beautiful implication embedded in the 
knot buttons through twisting and turning is only partially 
shown with the intention of arousing people’s subjective 
imaginations. It follows the beauty of aesthetic rhythm and 
cadence. Through ornament by such small buttons on the 
dresses, Chinese middle course balance principle is incarnated 
that the bigger universe can be reflected in a smaller universe. 
According to previously described aesthetic implications, 

knot button designers should integrate those elements into 
their products during their designing process. As the results, 
the knot buttons bearing auspicious beauty, moral beauty, and 
orderly beauty will be successfully designed and produced.

 4. CONCLUSIONS

As the essence of Chinese traditional cultures, knot buttons 
are the achievements obtained through people’s intelligent 
hard workings in the past thousands of years.

In addition to the aspects of beauty and skills, the natural 
spirituality and humanity are also revealed from knot buttons 
reserving plain modesty and natural sincerity. The cordial feel 
and quality of those hand-made handicrafts could never been 
produced from machines. Being successfully moved on to the 
world stage together with Chinese cultural spirit and Chinese 
dream, knot buttons have been widely applied to multiple 
fields along with the economic globalization. As knot buttons 
keep developing and innovating, the original skills and 
expression concepts cannot be abandoned in such innovation 
process. The soul of Chinese traditional culture embedded in 
the knot buttons should never been lost. Being able to bear or 
enjoy loneliness in tranquility, designers can have dramatic 
creativity initiated from fertile imaginations. Diversified 
expressions are based on the multiple conceptions. Designers 
will be substantially benefited from their abundantly 
accumulated cultural connotations. Great achievements are 
ascribed to the loyalty and persistent dedication to art.
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Abstract

Whereas Fashion has found it s place within the academic community the artistic community has been slow to use fashion as a broader visual commentary 

around the notion of individual, collective or national identity and socio-economic, cultural and historical position. There are some exceptions Lucy Orta’s, 

‘wearable architectures’ for example, which not only questioned contemporary living space but were transformative garments in themselves and ‘occupied’ 

urban areas and Susan Stockwells Money Dresses and Maps reflected on borders, trade, and globalization.

The proposed exhibition-presentation piece considers how we as people connect physically and virtually and are rooted within our environments and our 

cultural identity, yet free to embrace stylistic characteristics within globally influenced systems. It considers how cultural divergence through the digital age 

has influenced fashion and garments to exist without borders and has contributed to a decline in the uniqueness of individuals.It will be created specifically for 

IFFTI Beijing 2016, using techniques and materials developed previously (see images) and will be site specific.

The piece is neither sculptural nor product, and the laser etched images are drawn from a range of visual references, including tattoos, fabric representations, 

graffiti art, urban cityscapes and digital image representations. All references which hint at the familiarity of global visual codes and a stylistically homogenized 

fashion landscape.

The work considers the meteoric rise of the digital world and how this has added to the complexity of individual identity. The body although central to the 

piece is encased yet open to influence and asks the question if we are able to develop multiple collective identities that are no longer appropriated through a 

range of clearly defined factors such as gender, kinship, space or territory, race, culture and nationality (Smith National Identity 1991), then will future fashion 

and cultural identities become irreverent, impersonal and anonymous?

Key words: Cultural identity, Visual codes, Sight, site and cite, Sculptural design
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It has taken considerable time but Fashion has moved from 
a position of disregard and a superficial phenomenon to being 
accepted within the academic community as a valid area of 
philosophical and socio-anthropological reflection.

The University of London’s Institute of Historical Studies 
hosted the 84th Anglo–American Conference of Historians 
in July 2015 around the theme of ‘Fashion’ for the first time. 
Including keynote speakers such as Christopher Breward 
and Valerie Steele this event was significant in recognizing 
that the investigation of Fashion is a globally important area 
of academic study and debate in its own right. Across broad 
ranging issues surrounding identity, culture, gender, sexuality, 
image, politics and exhibition, academics at this event and 
further afield have debated, defined and documented a range 
of conclusions around global fashion systems and influences.

From, Walter Benjamin’s early conclusions that Fashion 
is; “the sex appeal of the inorganic” representing the ‘triumph 
of the commodity form’ to contemporary commentators such 
as Lipovetsky who positions fashion within a post modern 
urban environment, “celebrating hyper-individualism” as 
the driver for identity. Or conversely, Bauidrillard, who 
argues a diametric conclusion to Lipovetsky in that fashion is 
“unrelated to the intrinsic qualities of the individual and is in 
fact arbitrary and transient.” 

Ultimately the academic sector has embraced fashion and 
the range of critical discourse around the subject to date is 
diverse, challenging and stimulating. 

The contemporary artistic community has however been 
slow to use fashion as a broader visual commentary around 
the notion of individual, collective or national identity and 
socio-economic cultural and historical position. Artists have 
certainly collaborated with designers and brands in recent 
years Anselm Reyle with Christian Dior in 2012, Damien 
Hirst with Levi Jeans and the Andy Warhol Foundation 
in 2008 and Graffiti artists Retna, Aiko, and Os Gemeos 
with Louis Vuitton in 2013, to name but a few. But these 
works have not been critical explorations into a discourse 
surrounding social or cultural identities, to all intents and 
purposes the artists have continued with a previous artistic 
convention where the application of fine art or pattern onto 
alternative surfaces and contexts, as surface or textural design, 
is in the main, for substantial reward alongside mainstream 
recognition.

The relationship between fashion and art has been 
consistently difficult, at times supportive and inspirational 
at others loathsome and indifferent. Setting aside the fact 
that both areas construct imaginary worlds and both rely 
on a dialogue with ‘style’ there has been little written or 
constructed that clarifies a convergence in terms of social 
and cultural resonance as opposed to the promise of fantasy 
within an object of desire.

The artistic avant-garde, whether Futurist, Constructivist or 
Dadaist from the early years of the twentieth century certainly 
engaged with the notion of fashion and its possibilities 
for questioning ‘norms’ and undermining European class 
structures. Although it could be argued that this was more of 
an interrelated distraction from their specialist works and an 
extension into product or imagery, which merely reinforces 
their willingness to both shock and concurrently have 
symbolic reference. This implies a paradoxically simplistic 
engagement rather than a thorough investigation into culture 
and identity within a broader and more meaningful context.

Ideological artists such as Moholy-Nagy who ran the 
Bauhaus weave workshop and Alexander Rodchenko 
did indeed have a utopian desire to develop standardized 
universal garments. In 1917 Rodchenko developed and 
wore a ‘Productivist’ overall while from 1923 Moholy-
Nagy only wore working overalls as his outfit of choice. 
Although conceptually and politically sound, ultimately 
this type of intellectual optimism for a grander politicised 
fashion landscape, reminiscent of the workers in Fritz Lang’s 
Metropolis, would be swept away by the reality of socialist 
realism and Fascist doctrines across Europe, in the mid 20th 
Century. If the early avant-garde artists recognized that 
they could make some form of comment, however elitist or 
politically ideal, through fashion and clothing, the reality was 
that they could neither, persuade nor influence change, as the 
infrastructural and telecommunication systems of the pre-war 
world were neither developed or advanced enough to support 
this end.

These artists who nurtured and proposed fashion 
agendas based on industrialization and functionality would 
surprisingly observe the reality of inception, post 1945, when 
ready to wear became abundant and the mass production 
of garments alongside the growth of global communication 
systems brought the first steps of a democratization of 
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fashion. 
The Surrealists around the same period, on the other 

hand, led by Dali worked with renowned designers such 
as Schiaparelli, to reinforce an ideology of “shocking the 
bourgeoisie’. They embraced, collaborated and influenced 
fashion as a device, in Dali’s, case to attract media 
controversy and build his ‘brand’ in others such as Man Ray 
and Delaunay purely for financial reasons. 

Artists may well have flirted with ‘Fashion’ as a method 
of communicating agendas and ideals but it is the body itself 
that been central to Art and creative expression in nearly all 
known cultures from the beginnings of civilization. Since 
man defined himself by first making representational marks 
the body has been, autobiographical, symbolic and an arbiter 
of ideals. It has been central to how we understand facets of 
identity such as gender, sexuality, race, and ethnicity and has 
been manipulated and altered to align with or rebel against, 
social conventions and to communicate messages to others.

Realism and ultra realism was at the core of the artist 
representation of the body and image for centuries, until its 
systematic decline over the course of the 19th Century and 
the body became to be represented visually and symbolically 
within new mimetic contexts, which undermined this pre-
modern art tradition. If Picasso viewed the human form 
through original eyes then he perhaps unwittingly contrived to 
almost eradicate the body as a form within art, as modernism 
and abstraction became the style of choice for the global art 
community.

The art historian Linda Nochlin, in, "The Body in Pieces: 
The Fragment as Metaphor of Modernity," (1994) contends 
that; “ the advent of the modernist era constituted a decisive 
break with a more cohesive past.” And “ that the fractured 
forms employed by so many modern and post-modern 
artists are metaphors for the fragmentation that is endemic 
to contemporary living conditions. Whereas the past, at least 
in retrospect, is seen to be whole and coherent, the present 
seems lacking in fixed values, hierarchies and connections.”

Contemporary artists from the late 20th Century to today 
have therefore recognized that the body is central to the 
fragmentation of society and have more recently rediscovered 
humanism within art. This in turn has validated the body as 
a signifier of lived experience, as a challenge to social codes 
and as a canvas for the politics of identity and belonging.

Whether this is manifested in a more traditional format, 
or through performance and installation, the body is not 
simply physical or representational but has its reference 
in the broader contexts of influence. This includes the 
natural human circumstance, which informs self, and our 
relationship with technology, which is not only converged, 
but also symbiotic to contemporary lifestyle positioning. The 
broader implications of this, therefore, is that the body and its 
relationship to fashion through art can, and should, be viewed, 
across social, cultural, political and generational lines. 

As noted few contemporary artists have identified ‘fashion’ 
as a term within which their work is located and which 
explores broader issues. There are some notable exceptions. 
Lucy Orta, Interviewed in 2001 says;

‘I cannot talk about the body or the human condition 
without considering issues of identity, personal space and the 
environment. I consciously blur the fields of art, architecture 
and fashion to pave the way for new alternatives.’

It is her work around wearable architectures such as 
‘Refuge Wear’ and Collective Wear, which are rooted within 
fashion but act as interventions within urban landscapes as 
transitional spaces. She is commenting on, and addressing 
in practical terms, the homeless, mans relationship with 
architecture and urbanization  ‘The Survival Sac with Water 
Reserve’ fabricated in micropourous laminated polyester 
with a telescopic aluminum structure not only pushes new 
materiality but begins to identify that the information age 
is portable and this portability is at odds with the existing 
parameters of borders and territory. Susan Stockwell has also 
used full size garments made from maps and paper currency, 
such as dollars and Chinese RMB to re-consider borders, 
cultural identity, territories and globalization. 

This use of alternative materials within creative practice 
remains a constant amongst many contemporary artists, 
including myself. ‘Unfinished Business’ was an early 
exhibition also constructed from paper currency shown 
in 2007 at the Darkroom Gallery in the Dashanzi 798 Art 
District of Beijing. Works presented referenced Chinese 
political paper cuts and championed the beauty of the 
now defunct paper ‘Jiao’ denomination of small currency. 
The more worn the currency the more stimulating and 
inspirational, embedded with history and with passing and 
passed on narrative.  This process of enquiry, embedded 
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narrative and the use of alternative materials became a 
recurring theme in future works and curated exhibitions. The 
proposal to produce a new piece entitled ‘ Sight, Site, Cite.’ 
draws from these references inspirationally, practically and 
intellectually.

 

If ‘Unfinished Business’ inspired materiality then the 
process and methods of producing the constituent pieces for 
‘Sight, Site, Cite.’ is based upon another previous exhibition 
entitled Home (2012) where the sculptural piece was entitled 
‘History, Space, Place.’

The concept for representing ‘home’, which reflected 
a ten-year period living and working in China reflected a 
multitude of entangled narratives. Individual identity, social 
connectivity, the physicality and functionality of location and 
of borders, as well as the emotional attachments that develop, 
regarding people, spaces and environment. As an academic, 
fashion designer, curator, and artist the influences and 
observations from these narratives brought into question not 
only the practical aspects of urban life but the broader issues 
regarding mans relationship with architecture and his desire 
to own an individual space that he has absolute control of and 
total influence of. Striving to possess an individual structure 
or ‘home’ is by no means new. The dress section of the 
‘History, Space, Place.’ piece was constructed from original 
19th Century English mortgages (indentures). 

These defined the amount of loans undertaken by 
individuals to purchase buildings and are hand written with 
wax seals on vellum, a traditional hide material used for 
official documents throughout European history. 

The key to the work was whether ‘home’ is purely 
signified by location, architecture and investment and thus 
becomes a restrictive and divisive constraint within our urban 

societies or can be seen as a more conceptual premise without 
borders and with empathy and engagement with appropriate 
communities. 

 

By developing a process of laser cutting wood and etching 
on the interconnecting shapes, technology supported the idea 
of the restriction that populations have continually placed 
upon themselves in order to locate themselves within a 
community. The work not only questioned these distinctions, 
brought together historic and contemporary similarities and 
supported the idea that fashion and art can combine as forms 
of critical discourse which can be used to question how we 
have come to accept society norms. 

This discourse was further investigated within the 2015 
installation ‘Stories without Stories’ .

A collaborative project with New York artist Tom Hall 
which explored the notion that within the evolution of Fashion 
it is not merely the garment itself, nor the creation of an elite 
group of designers, manufacturers or marketers that embodies 
Fashion, but that it is a more contextualized expression of 
individual identity located within social interaction and social 
comparison.

The installation, a large-scale garment, constructed from 
cardboard, re-considered the relationship that individuals 
have with their garments. Taking into account the embedded 
narrative within individual pieces owned and the context, 
whether real or imagined, of a relationship that includes 
context, familiarity and a lived experience.

The imposing piece left, as if discarded, on the steps of 
a grand building in Florence, occupied its own space and 
questioned the nature of fashion as purely adornment whilst 
considering the importance of location, situation, experiential 
activity and memory.

Figure 1. ZhongshanZhuang Collar from Unfinished Business 2007
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The exhibition followed an almost cyclic journey, 
beginning with the pre- revolutionary pieces constructed from 
fine Chinese and imported fabrics and incorporating hand 
embroidery and skilful manufacturing techniques. 

Through the period post 1949, which although stylistically 
tempered by a political overview, were crafted with care and 
precision and on to China’s contemporary designers who are 
reviving traditional skills and developing modern styles that 
are embedded with cultural resonance. 

Ultimately the unique narratives of the artefacts illustrated 
through their owners or designers, evidence the notion that 
clothing and style cannot exist in a cultural vacuum yet 
responds individually to a cultural context and the subtle 
nuances of individual style within a collective paradigm. 

The content and context of the exhibition and subsequent 
conference papers explored the narrative of the clothing 
against these topics exploring the social and political 
conditions that supported evolutionary cultural identity 
historically. It also considers how contemporary China is 
responding and developing a relationship to its fashion past, 
present and future through individual narratives around the 
garments themselves.

The question therefore is whether a sculptural construct, 
‘Sight, Site, Cite’ can be successfully created which is both 
underpinned by the theoretical references noted and draws 
upon previous investigations both visually, creatively and 
illustratively. 

Whilst fundamentally informing the content, which 
considers how we as people connect physically and virtually 
and are rooted within our environments and our cultural 
identity, yet free to embrace stylistic characteristics within 
globally influenced systems. Furthermore how cultural 
divergence through the digital age has influenced fashion and 
garments to exist without borders and has contributed to a 
decline in the uniqueness of individuals and individuality.

The piece had the ability to reconstruct, retell and represent 
an implied narrative, confirming its non-passive role within 
its site.

If embedded narrative is a recurring theme then so is 
social identities within fashion. Both being systematic and 
theoretical elements, which imbue the formative investigation 
and critical underpinning of ‘Sight, Site, Cite.’  

Previously these elements have informed and been clarified 
within the creation of a touring exhibition of garments, 
artifacts and images entitled ‘Fashion Revolution China.’

The exhibition was set against the context of a century 
of economic, social and political developments in China. 
Where fashion or clothing, depending on how this is defined, 
has acted as a representational and symbolic illustration of 
a culture trying to clarify its own identity as its population 
negotiated unparalleled turmoil and seismic change.

Elizabeth Wilson in Fashion and Modernity states that 
“The idea that ones dress might express one’s own unique 
identity seems naïve these days” however, in the context of 
China it has represented the birth and rebirth of culture by 
being both dismissive and formative and for much of the 20th 
century contributed to and reflected on individual expression, 
modernity and political turmoil. 

The initial exhibition at The Gallery 2012 illustrated 
certain principles such as how dress explores individual 
identity, as a non-verbal language, in response to a range of 
social, economic, political and cultural contexts. 

The archived garments from China from the 1930’s 
through to contemporary Chinese fashion designers reinforced 
and illustrated these themes by using dress/clothing as 
cultural artefact.

Figure 3. ‘Stories without Stories’ Florence 2015

Figure 4. Fashion Revolution China 2012 The Gallery, Bournemouth
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The body is central to the piece although it is passive and 
restricted. 

If, as reflected on, by Schlemmer in 1924 in the piece 
‘Figure and Space Delineation’ 

“the body relates to its surrounding space through 
geometry and mechanics, which in turn connect its invisible 
inner functions.” 

Then 20th century technology elaborates on this making 
the invisible visible and creating the ability to visualize the 
virtual. 

‘Sight, Site, Cite.’ considers the meteoric rise of this digital 
world and how this has added to the complexity of individual 
identity. It asks the question if we are able to develop multiple 
collective identities that are no longer appropriated through a 
range of clearly defined factors such as gender, kinship, space 
or territory, race, culture and nationality (Smith National 
Identity (1991), then will future fashion and cultural identities 
become irreverent, impersonal and anonymous?

There is a clear craft process in creating the piece, 
which involves building a rigid card ‘toile’ directly onto 
the mannequin whilst taking into account the interlocking 
construction technique, which enables the structure to be self-
supporting. This is a significantly time consuming process 
as the ‘garments’ that are constructed are not pliable and 
require accuracy of fit informed by traditional pattern cutting 
methods. The card pieces are then digitised using Accuscan 
software for Gerber systems directly through a mobile phone, 
which automatically digitizes the ‘pattern ‘ pieces. Once 
in the system the pieces can be ported to the laser cutting 
software and the linear designs for laser etching can be added. 
The methods of construction and build require a skilful 
combination of the hand constructed, digital technologies and 
vector-designed imagery.

The vector designs for the etching relate to the visual and 
stylistic characteristics, which inform global fashion codes 
and a blurring of geographically, located identities. They 
consider if evolution is artificial as opposed to biological 
and that the relationship between the body and technology 
informs self-image through a powerful energetic digital social 
interaction agenda.

 

Ul t ima te ly  ‘S igh t ,  S i t e ,  C i t e . ’ r e cogn ize s  t he 
democratization of fashion through the expediential growth 
in ‘the digital’ which has seen new territories forming 
whereby the power to influence cultural trends and ‘taste-
making’ is within the hands of many as opposed to the few 
located within a talent aristocracy. The visual codes and 
production techniques are informed from a large range of 
previous works both created and exhibited or written. The 
piece references the familiarity of global visual codes and 
a stylistically homogenized fashion landscape. It identifies 
how the body relates to its physical and non-physical 
surroundings understanding that we are a product of nature 
yet symbiotic with technology and that this symbiosis is a 
driver and influencer of identity beyond borders. Whether 
the final construction addresses the proposition that Fashion 
can be a driver for Art in terms of social, political and 
cultural observation remains rooted within its relationship 
to its audience and as O’Reilly says “the artist, artwork and 
viewer, should together negotiate an intellectual and sensory 
experience.”

Society·Economy in Fashion

Figure 5. Vector Designs for ‘ Sight, Site, Cite.’
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Abstract

In this study we aimed to fill the gap in literature by developing a framework for understanding the relationship among the fashion system and culture 

influences on designer cognitive, psychological and mental processes during the fashion design process. A sample of 12 South Korean fashion designers, 

ranging in age from 26 to 50 years with a minimum of three years of experience, was recruited using purposive and snowball sampling. A qualitative approach 

of one-on-one, in-depth, semi-structured interviews took place over a 12-week interval. A constant comparison method was used to analyze the data. Inter-

coder reliability was 93.94%. All of the mental and physical activities occur within a system bounded by indirect cultural effects and direct cultural effects. The 

external factor, the fashion system, has a huge impact on South Korean fashion designers’ creative processes and ultimately their creativity. The South Korean 

fashion system is uniquely different from any other fashion system in the world. The South Korean fashion system is based on the sales commission agreement 

between a designer and a clothing or department store. The store that sells a designers’ clothes receives 30 to 90 % commission, and unsold items are returned 

to the designer’s inventory. This study adds to the existing literature and knowledge related to the relationship of how the fashion system and cultural backdrop, 

along with personal experience, social values, and inspirations of the designer influence the fashion design process. This research and the proposed conceptual 

model will function as a foundation for others who are interested in studying fashion designers in South Korea and other countries. 

Key words: Culture, Fashion system, Designers, South Korea, Design process
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1.INTRODUCTION

Although the practice of fashion design has a long history, 
research into the fashion/textile design process is recent. 
Some researchers refer to fashion as a hybrid subject because 
it “brings together different conceptual frameworks and 
disciplinary approaches, including those from anthropology, 
art history, cultural studies, design studies, economics, 
history, literature, semiotics, sociology, visual culture and 
business studies” (Skov & Melchior, 2008, p. 2). The design 
of fashion has varied over time and place, influenced by 
cultural, historical and social factors. Fashion designers are 
influenced by various cultural factors, including the fine arts, 
history, music, and performing arts.  Kim and Ha (2010) 
stated that “fashion design is now more than an expression of 
culture that reflects the taste of the times or the appearances 
of individuals or the public, but has expanded to include value 
as culture that packages the industry as a whole, considering 
social environment, corporate environment and design 
environment” (p. 40). 

Previous research has reported the significance of 
incorporating culture into product design; nevertheless, 
the research does not explain the process by which an 
individual’s cultural values influence the design process. 
The International Council of Societies of Industrial Design 
(ICSID) considers culture to be an important part of designing 
the product. ICSID promotes the idea that, “designers shall 
strive to embody and further the cultural traditions of their 
national societies while incorporating the best characteristics 
of international design principles and standards” (ICSID, 
2001, p. 3). The Industrial Designers Society of America 
(IDSA) defined industrial design as “the professional service 
of creating and developing concepts and specifications that 
optimize the function, value, and appearance of products 
and systems for the mutual benefit of both users and 
manufacturers” (IDSA, 2013, para.1). 

The final product created by designers is influenced by 
their cultural background, starting from the beginning stages 
of the design process during concept development. Culture 
can play a role in demonstrating a framework through which 
meaning is connected to the user (Razzaghi et al., 2008).  
Furthermore, the fashion industry is a distinctive example 
of global business; original or creative design is one of the 

solutions for elevating the fashion industry into the global 
market (Aspers, 2009). Therefore, understanding the process 
of how fashion designers’ culture influence their creative 
work is immensely important.

The purpose of this study is to investigate the relationship 
of culture and fashion system on fashion design process 
when creating objects. In this study we aim to fill the gap 
in literature by understanding the relationship among the 
fashion system and culture influences on designer cognitive, 
psychological and mental processes during the fashion design 
process. The term apparel and fashion designer will be used 
interchangeably and the term fashion designer will refer to 
both apparel and fashion designers.  The following research 
question guided the study: How does culture effect on fashion 
system on fashion design process?  How does fashion system 
effect on fashion design process? 

2.LITERATURE REVIEW

2.1 Culture 
Studying culture is important in all areas of design (Khoza 

& Workman, 2009; Westwood & Low, 2003). Culture, which 
has been defined as learned and shared patterns of behavior 
of members within a community who interact with each 
other (Hoebel, 1958; Useem & Useem, 1963), is the product 
of negotiation over time of the symbolic meanings and 
significance of forms and conventions. 

Contemporary culture is complex, incorporating multiple 
states of everyday life across a collection of diverse 
individuals (Kellner & Durham, 2006). Present-day culture 
is reflected in and shaped by media and communication 
technology because it is an essential part of contemporary 
society. Technology developments enhance the transferability 
of media and culture.  Forms of media, including television, 
newspapers, movies, advertising, popular music, magazines, 
and the Internet, present and influence gender role norms, 
ideals of body image, lifestyle, fashion trends, and 
entertainment, as well as individual identity. 

2.2 The Korean Fashion System 
Korean culture has changed rapidly and pervasively, and 

has been modernized over the past 40 years. Moreover, Korea 
has achieved dramatic growth in all sectors since the 1960s. 
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Since the 1960s, the textile and clothing industry has played
a substantial role in the growth and development of South
Korea’s economy (Jin & Moon, 2006; Lee & Song, 1994).
Between 1962 to1982, Korea achieved sustained GNP growth
at an annual average of 8.4 percent (Kim, 1988, p. 83). The
textile and clothing industry accounted for 41 percent of total
exports during the 1970s, and nearly 30 percent in the 1980s
(Dickerson, 1999; Porter, 1998; Jin & Moon, 2006). Similar
to that of the other Asian newly industrializing countries
(NICs) like Hong Kong, Singapore, and Taiwan, the growth
of the Korean economy was accounted for by human factors
(Kim, 1988, p. 81). Because NICs are relatively deficient
of advanced technologies, most begin with manufacturing
industries to compete with other global countries, especially
through the apparel industry, because workers do not need
specialized skills and need relatively little training and most
of the garment industry is staffed with labor- intensive and
low-paying jobs (Lee & Song, 1994, p. 147).

On the basis of wage differentials, by the end of the 1980s,
the Korean economy lost its competitive edge within the
global economy. Against this backdrop, the nation’s agenda
was solely focused on its economic growth. The South
Korean share of world export volume of the textile and
clothing industry was down to 2.1 percent compared to 30
percent in the 1980s (Korea Federation of Textile Industries,
2012; Dickerson, 1999; Porter, 1998; Jin & Moon, 2006).
By the early 1990s, the South Korean apparel industry had
lost its competitiveness in the world manufacturing sector
(Lee, 1995; Jin, 2004).  Moreover, the final phase of the
quota and Free Trade Agreement (FTA) with the United
States dramatically hurt the garment industry in 2000 (Korea
Federation of Textile Industries, 2012).

Researchers Jin and Moon (2006) suggested training of
creative designers as a possible approach for the Korean
apparel industry to improve their industry positioning (Jin
& Moon, 2006). Since education is the top priority for the
majority of Koreans, Korea has a strong advantage in training
creative designers. A foreign designer, Simon Throgood,
mentioned how education has allowed for more “cross-
fertilized work” and “a culture shift, exploration, and cross-
over” (Bugg, 2009, p. 16). He stated, “New generations of
graduates were coming out of art school as creative, rather
than as a sculptor or fine artist or a fashion designer” (Bugg,

2009, p. 16). In summary, Jin and Moon suggested that a) 
designers should work hard to gain international recognition, 
b) Korean firms can hire foreign creative designers, and 
c) Korean designers can co-develop designs with foreign 
creative designers (Jin & Moon, 2006).  

More recently, fashion designers in South Korea are 
starting to receive world-wide notice and have presented their 
design lines in Paris and New York. Examples of designers 
who have gained such international recognition are Lie Sang 
Bong, and Younghee Moon. Lie Sang Bong is one of the 
most internationally notable Korean fashion designers (Reyes, 
2011). Lie is also known as the “Korean McQueen” (Lie Sang 
Bong, 2012, para. 3). He gained international fame through 
his first collection, “The Lost Memoir” in 2002 at Paris Pret 
a Porter (Lie Sang Bong, 2012, para. 1). Since then, he has 
shown his collection every season in Paris. Lie is known for 
incorporating Korean motifs such as Korean alphabets and 
old paintings on Western style garments.  (Lie Sang Bong, 
2012). Younghee Moon has presented her designs a total of 
32 times over 16 years since 1996 in the Paris Pret-a-Porter 
collection. She is the first Korean designer acknowledged 
by the French Federation and the first to receive the French 
national decoration award L’Ordre National Du Merite in 
2008 (Younghee Moon, 2012).  

 The second competitive aspect of the global Korean 
apparel industry is demand conditions (Jin & Moon, 2006). 
According to Porter (1998), demand conditions established 
by increased buyer refinement determine the size of the 
domestic market. That is, if the country has sophisticated and 
demanding consumers, companies are forced to meet higher 
standards in terms of quality and uniqueness (Jin & Moon, 
2006). Korean consumers are well-known for concern about 
and attention to their appearances. The majority of South 
Koreans believe that they will lose face if they are not dressed 
properly in a public setting.  If an outfit is inappropriate, one 
will be more likely to be socially ridiculed in Korea, and 
Korean consumers therefore demand high quality and unique 
designs as well as affordable prices from fashion companies 
(Jin & Moon, 2006). For example, “As one manager of a 
multinational company operating in Korea once confessed, 
once we can satisfy Korean consumers, then we are sure of 
our success in other countries, too” (Jin & Moon, 2006, p. 
202). 
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Nowadays, it is not uncommon for products designed 
in one culture to be marketed and used in other cultures. 
Japanese designers in Paris use their heritage as their 
strongest weapon when it comes to design (Kawamura, 2004, 
p. 97). E-Land Kids, one of the biggest clothing companies in 
Korea, launched their company in the United States in 1999. 
Since then, it has expanded into 500 stores across the U.S., 
including high-end department stores like Sak’s Fifth Avenue 
and fashion districts like Beverly Hills, California (Jin & 
Moon, 2006). 

The concept of culture has been studied by numerous 
researchers including sociologist and anthropologist. 
Moreover, the history of Korean fashion system has been 
study by researchers, however, very little researches have 
been conducted related to fashion design process, especially 
how culture and fashion system influence fashion design 
process. This literature summarizes and suggests directions 
for future work in this area. The purpose of this research is 
therefore to explore the relationship of culture and fashion 
system on creative processes.

3.METHOD

In this exploratory research, a qualitative approach with 
semi-structured, in-depth, one-on-one, long interviews is 
used as a key research method which can provide insight and 
in-depth understanding of how cultural values influence the 
creative design process. This qualitative research is based 
on the constructivist point of view, “understanding and 
reconstruction of the constructions that people (including 
the inquirer) initially hold, aiming toward consensus but still 
open to new interpretations as information and sophistication 
improve” (Guba & Lincoln, 2004, p. 30). An in-depth and 
extended interview method enables access to a “mental world 
of an individual, to glimpse the categories and logic by which 
he or she sees the world; it also takes us into the life world 
of the individual, to see the content and pattern of daily 
experience” (McCracken, 1988, p. 9).

A sample of 12 South Korean fashion designers, ranging 
in age from 26 to 50 years with a minimum of three years 
of experience, was recruited using purposive and snowball 
sampling. A qualitative approach of one-on-one, in-depth, 
semi-structured interviews took place over a 12-week 

interval. Constant comparison processes were used to analyze 
the data. Inter-coder reliability was 93.94%. Based on this 
framework, a researcher proposed a series of questions related 
to five categories: inspirations, cultural value influences, 
the creative design process, professional development 
experiences, and work patterns. Prior to the interview 
process, at the researcher’s university the Institutional Review 
Board was approved. Before the interview process began, an 
informational consent form was explained to the participants 
and signed by the participants.  Furthermore, along with 
the interviews, and to further deepen understanding, each 
interviewee was ask to fill out a personal data sheet that 
included demographic and background information. 

3.1 Data Analysis 
The survey questions were developed for English-

speaking people by the researcher then all questions were 
translated from English into Korean by three translators: (a) 
a researcher; (b) professional translator; and, (c) an emeritus 
professor from a Korean university. Given that perfect 
translation is not guaranteed, translations could be varied 
by each translator, three different translators come up with 
different translation works in regards to reducing translation 
errors.  All interviews were completed in South Korea, in 
the Korean language.  The transcripts presented were then 
translated into English by the three translator who is native 
Korean speaker, and then modified by a native English 
speaker to ensure readability.

Data was analyzed using the constant comparison method 
of qualitative analysis introduced by Glaser and Strauss 
(Glaser & Strauss, 2009). To analyze the data, all of the 
recorded interviews were transcribed into Microsoft Word 
documents. The next step was to translate the interviews in 
Korean into English by the aforementioned individuals. The 
researcher identified concepts and categories within the data, 
followed by comparison of items in each category. The next 
stage of analysis was to condense and divide initial categories 
into themes for coding. Through the axial coding process, 
the researcher identified the patterns and relationships across 
the themes of interview data.  The analyzed categories and 
themes were constantly compared to existing literature to 
perform “dialectical tacking” (Geertz, 1983), which provided 
researcher’s insights, interpretation, linkage, and patterns of 

228 2016 IFFTI Annual Conference



themes to prior work and literature.

4.RESULTS AND DISCUSSION

Three themes emerged from the participants responses 
based on participants interview. The themes include effect of 
culture, creative fashion design process, and role of fashion 
system.  

4.1 Effect of Culture 
This theme explains the effect of cultural influence in 

creating fashion objects. The role of cultural values and 
background can be divided into two categories, direct and 
indirect effects. Direct effects take place when material 
culture provides an influence on garment design. 

Direct. A few (2 of 12 [16.66%]) participants tried to 
directly introduce Korean material culture into their garment 
designs. Participant 3 is the only designer wishing to directly 
apply Korean material culture into garment design by using 
hanji (Korean traditional paper) fabric, and she borrows 
details from hanbok and applies them to Western wedding-
dress designs. Because of the impracticality of hanbok, 
Participant 3 finds it challenging to use or borrow details from 
it; however, she is still performing research to find the best 
solution to embed hanbok into western-style wedding dresses. 
She said: 

I have tried because I have a personal ambition to embed 
Korean costume design and traditions. The Korean costume 
is very beautiful, but not practical. We are trying to improve 
the dress for wedding purposes by including various small 
details. (Participant 3, 30s) 

Participant 8 also tried to embed Korean culture into his 
design development in the past.  However, he noticed that 
he does not find it is necessary to change the style of hanbok 
to a more western-oriented look because once he had tried 
this, he lost interest in transforming hanbok into western-
style garments, although one sometimes can find details in 
his designs, such as a jacket without a lapel, to be reminiscent 
of hanbok. Because it is hard to tell that such a jacket detail 
is inspired by hanbok because he sees similarities with 
other cultures, such as Scandinavia. Therefore, he now uses 
whatever he knows in terms of creating the most satisfactory 
combination with western apparel and creates unique style 

and characteristics of his own design. 
Indirect. Indirect effects influences both design and 

development process indirectly, which takes place when 
social values influence working environments. Participants 
in this study were not conscious that they were indirectly 
influenced by culture. A majority of participants (10 of 12 
[83.33%]) had not considered or weren’t alert of their own 
culture.  What was interesting about participants 7 and 9 is 
that they both heard from foreign buyers that their design was 
influence by Asian culture and had an Asian look. However, 
neither could distinguish the reason behind such look. The 
following are examples of participants’ comments regarding 
culture and design.  

Westerners say that I design in oriental style, but I am not 
sure of this. I don’t know why they say this because I didn’t 
intend to design in such a style. (Participant 7, 30s) 

When I begin to develop my brand, I never thought about 
Korean cultural elements and eco-friendliness, but people tell 
me that my brand has these properties. Korean traditional 
clothes start from developing flat pattern, not a 3-D pattern.  
In Europe or Western countries, when they work on dresses 
they use 3-D patterns, so I questioned myself as to whether 
this is one of the reasons why my brand seems to have Korean 
cultural elements. (Participant 9, 30s)

In most cases, participants are not aware of how they were 
influenced by social cultural value. However, Participant 
10 was fully aware of how her family, particularly her 
mother, played an important role in the design process and in 
increasing her creativity.

My mom is a hanbok designer, so I guess she influences me 
a lot. The very relaxed silhouette of hanbok also provides me 
some inspiration, as did the beautiful colors of rolled fabrics 
of hanbok. (Participant 10. 30s)

An overwhelming majority (10 of 12 [82.33%]) of 
participants responded that background information on Korean 
contemporary culture, thoughts, and lifestyle are crucial 
factors during design progress. In addition, participants 
consider Koreans’ body type and preferred colors are 
significant aspect to understand during design development. 
Participant 2 provided following leading summary on implicit 
impact of Korean culture: Moreover, these participants 
believe that it is important to understand Koreans’ body types 
and preferred colors. Indirect influences of Korean culture 
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were best summed up by Participant 2: 
I cannot tell that this design directly came from Korean 

culture, but I think I’ve embedded some Korean practice and 
culture into its design somehow.  I think a lot about overall 
Korean customs, including their thoughts; a way of clothing, 
attitude, favorite music, and artworks can be an inspiration 
in designing. (Participant 2, 20s) 

4.2 Creative Fashion Design Process
A second theme that emerged from the data is the creative 

fashion design process.  The categories that emerged from 
interviews about the design process can be categorized as: (a) 
product develop process; (b) an iterative process; and (c) a 
reflex in action.  The product development process involves 
creating an artifact, such as a dress. An iterative process and 
reflected in action demonstrates the psychological aspects 
of a designer’s creation.  It is impossible to determine the 
order of design processes because the four processes happen 
concurrently during the creative fashion design process. 

Product development process. This category explains the 
production process of ready-to-wear clothes. It may differ 
from company to company, but overall production methods 
are the same. The production process for ready-made clothes 
can be divided into nine sub-categories. The production 
process includes the designer’s involvement in specifying the 
garment’s quality, material selection, sketching, designing, 
draping, sample sewing, prototype creation, grading, drawing 
tech flat sketches, and mass production manufacturing 
processes. It describes the process of creating a garment.  

For the most part, the production process for ready-made 
clothes happens concurrently with an iteration process, 
especially at the synthesis stage.  Further production 
processes for ready-made clothes usually happens at the 
last stages of the creative process, because these processes 
involve constructing, creating, and manufacturing a garment. 
Participant 2 described her weekly work schedule. Because 
she is an in-house designer, the production process has a 
tight schedule. While she explained the production process, 
the interviewer noticed that the creative design and iterative 
processes were occurring simultaneously, as explained in the 
following statement:

As I do sketching on Monday and Tuesday, I need to create 
a complete design on Monday and finish it by Tuesday. On 

Wednesday, I need to go to other team’s prototype meetings.  
Monday and Tuesday are the days I need to make a design 
sketch and choose colors--the first-fitting is scheduled 
for Wednesday… Then after taking a look at a fitting on 
Thursday, designers try to fix their sketches, design, color or 
fabrics, and modify it to a better version. And by Friday, we 
will have completed the whole design. I use weekends to finish 
it, upgrading the quality of the design with accessories, metal, 
and belts necessary to emphasize the design. (Participant 2, 
20s)

An iterative process. Consistent with previous research 
by Yee (2007), the designers in the sample endure several 
iterative stages of cognitive processes during creative 
design development for three sub-categories including 
“analysis, synthesis, and evaluation” to arrive at a creative 
design solution (Yee, 2007, p. 5). The process also involves 
exploring and analyzing various ideas for finding connections 
between ideas and consecutive ideas to investigate the leading 
solution. Designers “explore, understand, and solve problems 
by experimenting with a variety of possible solutions” 
(Yee, 2007, p. 8). The following interview by Participant 2 
describes the process she uses to develop a brand concept 
through design: 

We try to incorporate design principles and element into 
our design…This season we used straight lines and lots of 
2D flat patterns.  Even though we embedded straight lines or 
a 2-dimensional look, the point was to make a women’s body 
shape appear sexy to others...By exploring different ideas, we 
come up with design solutions to make a woman’s body look 
fabulous and slender, and we use various methods to express 
modernity and minimalism within one design.  (Participant 2, 
20s)

Each sub-category can be segmented into three codes. 
Analysis is the process of (a) identifying problems and 
opportunities, (b) brainstorming and sketching, and (c) 
investigating and researching.  Synthesis includes (a) 
generating multiple solutions (or concepts), (b) choosing the 
best option, (c) developing a solution, and (d) redesigning, 
modifying and improving.  The last step, revision, involves 
(a) modeling and prototyping, (b) testing and evaluating, and 
(c) redesigning, modifying and improving.  Also, evaluation 
occurs simultaneously at every stage of the process.  

Analysis. Steps in the process can be changed within 
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categories according to situational or design problems.
Some designers start the process with an investigation and
research to identify problems before exploring opportunities.
Some combine the process of identifying problems and
opportunities. The iterative process can also be divided into
two methods central to whether it is client based or not.
Since responder 3 is an eco-designer, the first step of her
design process is identifying problems and opportunities. For
example:

If we sense a problem is the result of thinking about
solutions to social and environmental troubles, we go over
what has been done and what we will do to solve the problem.
So we approach this problem by selecting fiber materials that
decompose naturally and are cheaper than silk.  Then we
think about how to reuse the dresses after the wedding.  So we
deconstruct garments and make them into cocktail or daily-
wear dresses. (Participant 3, 30s)

Synthesis. After identifying the problem, participant 3
seeks to understand it by researching secondary data and
investigating opportunities. Investigating and research is
critical because she is going to design clothes, not produce
works of art. She emphasized the value of design by
explaining:

The value of design work is enhanced by the use by many
people, while that of artwork does not depend on uses.
Therefore, I should always determine through research
whether problems perceived by me are indeed social
problems--or ask people around me about the problems.
(Participant 3, 30s)

She brainstorms by wri t ing the advantages  and
disadvantages of using potential fabrics, the frequency of
use of fabrics and amount of materials that can be used. She
wrote a note to herself asking, “Why do wedding dresses
always have to be white, heavy, and long?”  She thinks that a
systemic and analytical mind is required in design work.

Revision.  After analysis and synthesis, participant 3 goes
into a revision process step by: (a) modeling and prototyping,
(b) testing and evaluating, and (c) redesigning, modifying and
improving.  For her, the production process happens within
the evaluation process, because following the construction of
her designs, wedding dresses are custom made. Participant 3
continued to explain her design process in detail by stating:

Since our dresses are custom made, we talk with brides to

know what kind of design they want. Then we analyze their 
body shape and location of the wedding… After this, we draw 
sketches. The next step is fitting. We keep communication 
open all the time, and tell brides they can change lines any 
time they want.  Revision is possible at the first fitting stage.  
(Participant 3, 30s) 

Reflection in action. Themes that emerged from this 
category described “the process of carrying out the course of 
acting, intervening, observing changes and reflection on their 
effect” (Yee, 2007, p. 9). This reflection in action was defined 
by Yee (2007) studying an architectural studio environment. 
Although an architectural studio environment was studied, 
fashion designers in this research study experienced a similar 
process when they designed garments. From the interviews, 
one can conclude that reflective practice is used in the fashion 
industry, as well.  The reflection-in-action process occurred 
after a completed project. 

It is challenging for designers to reflect on their designs or 
actions because the fashion industry has such a short and tight 
deadline.  A majority of designers in South Korea use a quick-
response-system as their business marketing strategy. In the 
following passage, Participant 4, who works in one of the 
largest fashion companies in South Korea, described season 
planning and how the quick-response system works in terms 
of every season in their design collection across the board: 

I am currently working on F/W 2013. We are preparing 
collections S/S and F/W as usual.  We changed our plan from 
2 seasons to 4 seasons based on proximity planning.  If we 
divided our project to reflect just two seasons in a year, there 
would have been a gap between what we planned and what 
we could show from the shop.  However, this work-load keeps 
me very busy because I am closing F/W 2012, designing F/
W 2013 and manufacturing S/S 2013 simultaneously. These 
three seasons are being operated on a basic plan. (Participant 
4, 30s)

Whether one is an in–house designer or an independent 
designer, the reflection-in-action process is used in Pre 
Spring/Summer or Pre Fall/Winter collections. The current 
fashion system is divided into Spring/Summer and Fall/
Winter collections. The planning of the Pre Spring/Summer or 
Pre Fall/Winter collection is determined by the previous sales. 
Design companies start the creative design process by either 
identifying the next trend or brainstorming design ideas. Even 
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though they set-up the seasonal concept and design line at 
the beginning of the year depending on the previous month’s 
sales and records, or change of weather or season, designers 
have to design what’s called “SPOT” items. For example, 
the following participant’s comments show the reflection in 
action process in detail. 

I want to make the best-selling clothes through rapid 
selection and concentration, not through concept, according 
to the present situation… If one item sells well, I need to 
critically think about why that’s the besting selling item. Then 
I can start thinking about why this is the best-selling item and 
I design from there. (Participant 5, 30s)

Participant 5 is starting her design process as a reaction to 
her best-selling clothes during the previous season through 
selecting what to continue and concentrate on from the 
original items. In other words, she selects the bestselling 
item from the past season sample, makes small changes and 
sells it in the market. One of the reason why her approach 
to design is slightly different from others is because unlike 
other designers who participated in this study, she designs 
for internet shopping malls, and wholesale clothing markets. 
Designers who design garments for internet shopping malls 
and whole sale clothing markets in Korea are different from 
designers who work in firm or independent designer because 
usually their research is strictly based on current trend and 
consumer preference rather than concept and identity of 
brand. On top of that, she looks at sales information from the 
past season prior to starting to design for the next season. She 
observes the market and customer’s responses and then acts 
in accordance with her past best-selling items. 

4.3 Role of Fashion System
The third theme emerged from the data is the role of 

fashion system. This theme states how the South Korean 
fashion system affects design process and creativity, and how 
designers explain an ideal type of fashion system, one that 
would enhance their creativity and their work. The system is 
influential in permitting designers to become famous. The two 
categories in this theme are the sales commission agreement 
and the buying system. 

The sales commission agreement. This category describes 
the South Korean fashion system as a “consignment system.” 
Such a system is based on a sales commission agreement 

between a designer and a clothing store or a department store. 
The design company or designer has to pay for production 
of products before sales are made. Then the fashion designer 
asks to sell their designs to department stores or fashion 
shops. Each department store or fashion shop that sells a 
designer’s clothes or branded clothes receives between 30 to 
90 % commission on everything sold. If the garments end up 
not being sold in the showroom, the unsold items are returned 
to the designers who return the clothes to his or her own 
inventory. This type of consignment system does not exist in 
many of the major world fashion cities, including Paris, New 
York, London, Milan, and Tokyo. Instead, the major fashion 
sales system that operates in Paris, New York, London, Milan, 
and Tokyo is called a “buying system.” South Korean fashion 
designers follow a sales commission agreement described as 
follows:

As you know, the South Korean fashion system is operated 
under a sales commission agreement. The store receives 
nearly a 90% commission fee on each sale. If I do not have 
seed money to start a clothing business, I cannot produce any 
clothes.  I have to manufacture in advance 50 to 100 pieces of 
clothes in order to sell them in stores.   (Participant 6, 30s) 

Participant 9 describes in detail how the fashion system 
works in South Korea by explaining her experience with a 
selected shop contractor: 

Large-scale select shops easily open their market to 
many small brands without merchandise dealers (MDs)…
because they do not buy items directly from designers. If 
design products from certain brands are not popular, they 
simply ask designers to remove their item from their stores… 
if items are not popular, designers take all the responsibility 
for stock and inventory. This is how most select shops and 
fashion department workers think in Korea; they shift all the 
responsibility on designers. (Participant 9, 30s) 

Buying system. This category includes descriptions by 
participants of an ideal type of fashion system for enhancing 
fashion designers’ creativity and design work.  It improves 
creativity by giving designers an opportunity to outline their 
own ideas. What is a buying system?  It exists when designers 
exhibit at a fashion show or in show rooms where buyers 
select and order the desired products and subsequently launch 
their products in department stores or select shops. This 
buying practice is considered to be a business-oriented role. 
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The role of buyers in the design of apparel lines has increased
outside of South Korea.  For example, fashion buyers in the
United Kingdom have “a high level of influence on the design
of the product” (Goworek, 2010).

Thus, the buying system actually encourages young
designers to come up with creative designs to promote
themselves and their businesses. If fashion designers
concentrate on their work in creating designs, they will have
ample opportunities to sell their designs to buyers. A previous
study written by Kawamura (2004) stated that the setting
of the ideal fashion system is the most influential factor for
producing noted fashion designers. Participant 6 mentioned
that, “The best environment for designers to work in is one
in which 60% of the garments are sold to the buyers, and if
that happens, I strongly believe that this will help us to grow
in the end.” In addition, participant 8 believes that it is the
fashion system that creates famous designers:

I think Korean fashion systems represent an extremely hard
field in which to survive for fashion designers. Department
stores are the biggest distributor in the apparel businesses. I
think Korea is the only country that pays commission fees to
stores.  I must manufacture design works first and then wait
until I can find a good showroom or other place to sell them
think there are certain limits existing in Korean domestic
markets, and both young designers and veteran designers are
fully aware of these limits and difficulties. (Participant 8, 30s)

5. CONCLUSION

The study has shown that is that the external factor, 
the fashion system, which has a huge impact on both the 
designers’ creative process and fashion design process. 
The findings support previous research discussing that 
organization structure affects designers’ success and status 
(Kawamura, 2003). Fashion designers who participated in 
the study have discussed the significant inter-relationship of 
a designer’s designs, design processes and their creativity.  
Such findings are consistent with previous research on the 
ideal type of fashion system, the mechanism that transforms 
process, and promotes designers reputation. The South 
Korean fashion system is uniquely different from any other 
fashion system in the world including Paris, the United States, 
China and Japan. Furthermore, the system denounces South 

Korean fashion designers’ creativity. 

5.1 A Conceptual Model of the South Koreans Creative 
Fashion Design Process

A conceptual model of the South Korean creative fashion 
design process (figure 1) reflected and summarizes the 
connection and relationship of the 3 major themes, (a) South 
Korean fashion system; (b) creative fashion design process; (c) 
effect of culture. 

 The primary contribution of this research is the 
development of a conceptual model of a South Korean 
creative fashion design process model. Previous apparel 
design process models are focused on effectiveness and 
efficiency process (Wickett, Gaskill, & Damhorst, 1999; 
Regan, Kincade, & Sheldon, 1997), a functional, expressive, 
and aesthetic (FEA) requirements (Lamb & Kallal, 1992), 
and design process that demonstrates how to structure 
working with an industry client (LaBat & Sokolowski, 1999). 
The conceptual model of a South Korean creative fashion 
design process model implicates the functional and product 
development process of fashion design process. It also 
includes the designer’s cognitive, psychological and mental 
processes while they are designing the garment. Moreover, 
the model illustrates the direct and indirect relationships of 
how culture influence the fashion design process.  

The product development process, an iterative process, 
and reflection in action happens simultaneously during the 
creative fashion design process. In addition, in between the 
four stages of design, designers concurrently think about 
links between ideas to interpret actions and decision made 

Figure 1. A Conceptual Framework of South Korean Fashion Designers’ 
Fashion Design Process
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during the process, as well as to find the best solution to solve 
a design problem. Additionally, cultural values influence the 
creative fashion design process directly and indirectly, along 
with designers’ personal experiences.

All of the mental and physical activities occur within 
a system bounded by Indirect Cultural Effects and Direct 
Cultural Effects The external factor, the fashion system, has 
a huge impact on South Korean fashion designers’ creative 
processes and ultimately their creativity. The study has shown 
that is that the external factor, the fashion system, which 
has a huge impact on both the designers’ creative process 
and decision-making process. The findings support previous 
research discussing that organization structure affects 
designers’ success and status (Kawamura, 2004). Fashion 
designers who participated in the study have discussed the 
significant inter-relationship of a designer’s designs, decision-
making processes and their creativity. Such findings are 
consistent with previous research on the ideal type of fashion 
system, the mechanism that transforms process, and promotes 
designers reputation.  The South Korean fashion system 
is uniquely different from any other fashion system in the 
world including Paris, the United States, China and Japan. 
Furthermore, the system denounces South Korean fashion 
designers’ creativity.

The present study appears to be the first empirical research 
suggesting that the business environment, especially in the 
South Korean fashion system, has impact on the design 
and creative thinking process. Moreover, influence of 
environment, especially in fashion system, supports the 
Confucian ideology and creativity in terms of contemporary 
South Korean fashion designer’s creativity and creative 
thinking. Moreover, it is difficult to find research studies 
focusing on the South Korean fashion system, which 
pinpoints how the fashion system impacts a fashion designer’s 
creativity and creative process. This research accentuates 
how the South Korean fashion system – a consignment 
system -- is unique in comparison to fashion systems in other 
parts of the world. The consignment system is one of the 
most discouraging factors in respect to fashion designers’ 
creativity, creative process, becoming a famous designer 
and successful in fashion business. All participants in this 
study explained that the buying system, which exists in other 
countries including France, the United States, and China, is 

an exemplary type of fashion system that led designers to 
make creative output and eventually led them to succeed in a 
fashion business. 

This research adds to the knowledge available through 
existing literature related to design methods and design 
research, creativity, and cognitive/affective processes of 
South Korean fashion designers. Because only a few research 
studies have been conducted with respect to South Korean 
fashion designers’ creative design processes, the findings 
of this study will help extend knowledge of the relationship 
between cultural values and personal experience with the 
creative process. Exploring designers’ experiences contributes 
to understanding of other ways cultural factors affect 
designers’ sources of inspiration and creativity. Understanding 
the impact of cultural values on creative design may facilitate 
self-reflection on the part of a designer and enable possible 
positive adjustments when designing for global markets. 
Moreover, this research provides a framework or conceptual 
model of the creative design process to test on other South 
Korean designers, as well as designers in other countries. 
At the same time, the consignment system may interrupt 
the creative process of designers. The interview responses 
illustrated the constant challenges that South Korean fashion 
designers face every day: A fear of failure and financial 
problems. 
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Abstract

In 2010, the fashion design for the theme of monkey was very popular. This fashion was from London, with the philosophical torture of“who I am”, 

gradually fade out of the fashion stage after several years of development and evolution . In 2016, this kind of fashion design become a hot topic again. 

Many international fashion brands choose to this topic,and made a lot of custom designed for the Chinese market. Of course, although these designs use the 

Chinese monkey culture material, but the difference of the Eastern and Western culture is very obvious. This paper discusses on the design cases and cultural 

differences for the theme of monkey which is used by the international famous brand early in 2016.

Key words: Traditional, Culturecostume, Monkey, Fashion
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2016 is the year of the monkey in the twelve year of the Chinese 

zodiac. In oriental culture, monkey is a symbol of wisdom and wit. 

Many international fashion brands have been designed for the year 

of the monkey theme. These designs make people feel the unique 

taste of Chinese culture. However, along with the development 

of Chinese fashion industry, the differences between Eastern and 

Western culture are gradually obvious.

1. MONKEY PATTERNS IN CHINESE TRADITIONAL 

CULTURE

As early as Zhou Dynasty, the monkey has been included in 

the twelve chapter of the pattern with the tiger. The monkey and 

the tiger symbolizes wisdom and power. The twelve chapter of 

the pattern f has been used from the Zhou Dynasty to the Qing 

Dynasty.

The art image of monkey was first seen in the bronze lamp 

of the Warring States period. Lamp through up to 84.5 cm. The 

main posts like lush tree trunks. Here is a pan dragon around the 

upper end of the main lamp, and here are five monkeys play on the 

branches in the lamp branches of it. The monkey is lively and the 

shape is different.

After Buddhism was introduced into china, there are many 

description of the stories of Buddha's life in the caves paintings. 

For example, the story about the monkey king led the monkeys 

across the river be depicted in the No. seventeenth cave{1} .

To the Ming Dynasty and Qing Dynasty, auspicious culture has 

been very popular. Because the pronunciation of Chinese characters 

of “monkey”and“Hou” is the same, a lot of auspicious patterns 

based the prototype of monkeys at that time. For example, people 

compared “a monkey riding a horse”to“mashang fenghou”. In 

addition, there were many different forms of pattern combination 

such as “generation and generation seal Hou”, “depicted worship”, 

“Fenghou Delu”, “Fenghou Guayin”, “monkey xian shou”, 

“descendants of generations”and so on. The carved pieces of the 

monkey image have the meaning of auspiciousness and fame. 

Its shape is full of life breath, comes from the life and the artistic 

creation technique which is higher than the life.

Figure 1. Pattern of Tiger and monkey in Ming Dynasty     

Figure 2. Pattern of Tiger and monkey in Qing Dynasty

Figure 3. Bronze lamp 

 Figure 4. Story about the monkey king led the 
monkeys across the river be depicted 

in the No. seventeenth cave
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Figure 5. Mashang fenghou

Figure 6. Generation and generation seal Hou 

Figure 7. Fenghou Delu

Figure 8. Descendants of generations 

 Figure 9. Don't hear, see and think

2. SUN WUKONG

On New Year's Eve 2016, Pepsi Co pushed an ad called 

“Monkey King wish you a Pepsi”. In this ad, the legendary 

story was told about a generation of the monkey king. This 

ad got not only a good reputation, but also a great amount of 

attention.

In this year, Adidas also used the Peking Opera mask 

of“monkey face makeup” for the model in their Advertising 

and publicity photos. In 2016, products of Adidas such as 

Runner Tubular, X Tubular and Doom Tubular used the 

Chinese red which symbolizes auspiciousness.

As adidas Originals advertising endorsements, Singer 

Eason Chan starred in advertising of the monkey Tubular 

series shoes, which is of elegant simple features of Chinese 

culture. The appearance of shoes of Adidas Ultra Boost 2 

monkey model be embroidered with Chinese characters of 

"see", which reflects the theme words of monkey.

The Paul Frank of American casual wear brand, also use 

the image of the monkey king. In fact, the first company to 

use the twelve Chinese Zodiac culture for his products is 

sports brand Nike of United States. In 2002, Chinese Zodiac 

pattern was printed on the shoe of Nike Air Force series. In 

2004, the 12 zodiac series products were introduced by Nike. 

Chinese characters of “monkey”be embroidered directly on 

the upper of the shoes. The same design method was also 

used in the design of the lighter in monkey year. 
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Figure 10. Monkey King wish you a Pepsi

Figure 14. Products in monkey year (Paul Frank)

Figure 11. Monkey face makeup(Adidas)

Figure 12. Tubular Runner, Tubular X and Tubular Doom (Adidas)

Figure 13. Adidas Ultra Boost 2

Figure 15. Long-sleeve T-shirt (Paul Frank)

Figure 16. Chinese twelve zodiac series shoes in 2004 (Nike)

Figure 17. lighter in monkey year (Zippo)
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3. CARTOON IMAGE

Cartoon monkey pattern is the most common. As China's 

famous cashmere brand , Ordos promoted a series of new 

products called “monkey welcome spring” this year. Adidas 

company also promoted the red Q version of monkey print 

T-shirt. Smith Paul, a British brand, has designed a new shirt 

embroidered with the pattern of“a miniature monkey”and a 

new T-shirt printed with the pattern of“a monkey riding”in the 

chest. The designer replace the pattern of “bicycle” with “fine 

horse”, which makes their product more humanized, and full 

of sense of movement. This change just fit the era background 

of 2016 Summer Olympic Games. 

Dior has designed necklace, bracelet and key chain with 

monkey as their theme.In addition, Carreray Carrera launched 

the new ring design with the monkey shape.

Figure 21. Monkey Cycling 
(Paul Smith) 

Figure 22. Key chain and necklace 
(Dior)

Figure 18. Monkey welcome spring(Ordos)

Figure 19. T-Shirt (Adidas NEO) Figure 20. Shirt (Paul Smith)

Figure 23. Finger(Carreray Carrera) Figure 24. Necklace(LV)

4. THE DIFFERENCE BETWEEN CHINESE AND  

WESTERN CULTURE SHOWED BY MONKEY'S TAIL

The design work of Chopard is mainly based on the 

realistic monkey image. Vacheron Constantin also designed 

legend series watch with monkey of Chinese 12 zodiac. 

Piaget and Breguet, the Swiss watches jewelry manufacturers, 

have also designed watches of monkey year.

What is worth mentioning is that the monkey's tail is 

different from the pattern of the East and the West. The tail 

of monkey in the Western pattern is placed under the body, 

and the tail of the monkey in the twelve chapter of China is 

stretched over the head. For example, Vacheron Constantin 

launched Chinese twelve zodiac series wrist-watches. In 

China, Vietnam and Burma, there is a king of monkey without 

nose. The snub nosed monkey nose up when it rains because 

they may sneeze when rain will fall in. Chinese ancients 

painted the image of the monkey as a long tail from behind 

to the top of his head, covering his nostrils, so as to show the 

monkey's intelligence.

Parda launched spring festival special series accessories 

with the monkey pattern. As early as the spring and summer 

of 2011, Parda has launched a series fashion with the monkey 

pattern.

In that wave of fashion trends, EVISU, A Japanese brand, 

also introduced a limited edition collection of monkey jeans. 

In the pattern design, they use auspicious clouds as the theme, 

with three colors such as white, red and gold. Chinese zodiac 

monkey and Chinese character of“ape”were embroidered 

with exquisite gold thread in the back pocket of the trousers. 

    

Figure 28.  Spring festival special series accessories in 2011(parda)
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Figure 25. Limited edition Maki watch: 
monkey picked peach (Chopard)

Figure 26. Lacquer 
production process(Chopard)

Figure 27. Chinese twelve zodiac series wrist-watches
(Vacheron Constantin)

Figure 28.  Spring festival special series accessories in 2011(parda)

Figure 29.  Monkey jeans(EVISU)

5. FOLK PAPER-CUTTING OF MONKEY KING 

PATTERN

There were many painting and paper-cutting about monkey 

in Chinese folk. And many of the fashion design in the form 

of paper-cutting appear in the fashion world in this year. 

For example, H & M designed a new sweater with monkey 

paper-cutting. Men's wear designs also echo the theme of the 

monkey year such as T-shirt and shirt with a monkey logo, 

and a long sleeved white shirt with an abstract pattern of ink 

monkeys. 

Hollister CNY series bring us many single products of the 

New Year with fully festive atmosphere by the elements of 

gules and monkey.

Armani, an Italy brand, launched the limited high powder 

powdery cake in monkey year. The design inspiration of 

the bottle body color comes from the contrast between the 

red and black of the Emperor winter Dynasty crown of the 

Qing Dynasty in our country. Four four square Chinese 

characters of " blessing " be printed cover of products, and 

monkey image be imprinted on the powdery cake. In facts, it 

is surprising that Chinese ancients had already done so early 

in the Song Dynasty. In addition, CK has also produced a red 

underwear, especially a gilded monkey pattern printed on the 

edge of Leggings{2}.

Figure 30.  A new sweater with monkey paper-cutting(H&M)
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6. CONCLUDING REMARKS

The year of the monkey is a very good year in Chinese 

traditional culture.Chinese consumers are no longer blind 

pursuit western style, on the contrary, they require more and 

more goods to reflect their own rich cultural heritage. So 

many brands also squeeze into this area, trying to provide 

some unique things to Chinese customers. It is certain that 

with the gradual improvement of China's influence, there will 

be more and more people understand the Chinese zodiac, 

Chinese New Year and more traditional culture in China.

Figure 31. Hollister CNY series products

Figure 33. Emperor winter Dynasty crown 
in the Qing Dynasty

Figure 35. Powdery cake in Fuzhou Huang Sheng 
powder in the Southern Song Dynasty

Figure 32. The bottle of high powder powdery cake(Armani)
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Figure 34. A red underwear(CK)
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Abstract

Purpose – Vintage has been a growing trend in clothing recently, leading to major fashion brands launching collections inspired by vintage pieces or luxury 

haute-couture houses digging into their archives to revive past designs. Yet, as this market develops, the vintage fashion has not been included in the academic 

and research viewpoint. Little is known about the profound meaning of vintage, the underlying driving forces of the vintage fashion trend, classifications and 

applications of vintage fashion, the motivations to purchase vintage, vintage market in different countries; the philosophical significance and cultural value of 

vintage. This paper aims to explore and research the above problems.

Design/methodology/approach – Literature research, market research and a quantitative approach including structural equation modeling (SEM) was employed 

in this research using data collected from 300 women (screened on past vintage purchases in Britain, Japan and China in 2014, March - December). 

Findings – The results show that the circulating and change of aesthetic systems is the underlying driving forces of the vintage fashion trend. The main 

motivations of vintage consumption are the needs for uniqueness and fashion involvement. The main characteristics of vintage fashion consumers are a higher 

level of education and higher income. The cultural value and social significances of vintage fashion: fashion of vintage clothing originated from retro styles is 

a digestion and mitigation of conflicts between the reality and the ideal. Vintage fashion is an expansion from commodity to art pieces, a kind of respect shown 

by the fashion sector to the history, a typical pattern of culture-driven economy, a body narrative of the youth subculture, and a salvation of inspiration for 

modern and contemporary design.

Key words: Vintage fashion, Fashion trend, The circulating of aesthetic systems, Vintage consumption, Culture value
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As an old poem from Collection of Yuefu Poems in Qin
and Han Dynasties of ancient China goes: no better than
new clothes, no better than old friends.   This poem parallels
clothes and people, and can be literally translated as: clothes
are better when new, but as for people, old friends are better.
In contrast with old clothes, new clothes are more adorable,
of course. However, in this era, when the homogenization of
shopping malls is intensifying, "old clothes" are now entering
the fashion field which features "new" with its great sense of
quality and history.

In the past few decades, "vintage clothing" has set off
a boom in the Western fashion industry, and many fashion
authorities have pointed out that vintage clothing might
be able to bring millions of pounds of profit to the fashion
industry. Second-hand clothes, which are bought by low-
income people due to economic distress, were once old things
scorned by the mainstream of fashion. However, in recent
years, "new look of old clothes" and vintage clothing has
become a new fashion favorite. Many world-renowned brands
such as Yves Saint Laurent, Ralph Lauren, Christian Dior,
etc. have begun to collect vintage clothing from all over the
world. These well-known brands directly sell vintage fashion
in their flagship stores, or absorb inspiration for designs and
techniques from vintage fashion and then apply it to design
innovations. A large number of film stars and celebrities are
obsessed with vintage clothing. In the Hollywood film "Mona
Lisa Smile" screened in 2003, Julie Roberts's dressing style
showed the charm of women in the 1950s (Figure 1), and
Prada, the international brand dominating fashion trends,
interpreted the retro-style clothes of the 1960s in the autumn/
winter 2013 fashion week. Celebrities also wear vintage
fashion often to attend the ceremonies and even weddings.
Publicity of fashion brands and effect of celebrity have
greatly accelerated the prevalence of vintage clothing. With
the rapid spread of fashion information, vintage fashion has
now become gradually popular in many developing countries.
China, as the world's most promising fashion market, has
witnessed the frequent emergence of vintage fashion shops in
first-tier cities like Beijing, Shanghai and Guangzhou in the
past decade, which enough to indicate that the vintage fashion
is now set off a trend in China.

However, compared with the overwhelming trend in the
market, researches on vintage fashion in the field of cultural

studies of clothing are relatively lagging behind. Therefore, 
this article focuses on vintage fashion and a series of issues 
arising regarding this topic, and conducts researches  in 
terms of the following aspects: connotation, boundary and 
paradigm of the concept "vintage clothing"; classification 
and application of vintage fashion; psychological analysis of 
consumption behaviour of vintage fashion and comparative 
analysis of vintage fashion markets in countries; the culture 
value and social significances of vintage fashion.

1. CONNOTATION, BOUNDARY AND PARADIGM OF 
VINTAGE FASHION

The profound meaning of vintage: The word "vintage" in 
Chinese is originated from the Japanese word “ ふ る ぎ ”, 
which originally meant old clothes or second-hand goods. In 
fact, vintage clothing originated from Europe and America 
in the 1960s and the 1970s. It is called "vintage clothes" in 
English, or just one adjective "vintage" to refer to vintage 
clothing, the classic items of top fashion brands found in 
second-hand markets. Literally speaking, vintage used to 
mean fine wines of high quality which were made between 
grape harvests. In general situations, the longer preservation 
time of wine, the better taste, thicker flavour and higher 
value. The word vintage is figurative in the field of fashion, 
and its connotation of being meaningful beyond time is used 
to describe classic vintage clothing, such as: Vintage Fashion, 
Vintage Accessory etc., namely a rare and precious kind of 
classic clothing which represents a unique style of the times. 
Recently, the term vintage does not only pertain to the fashion 
industry, in fact the term has become so popular that it is now 
used to define in an elegant way any “old” goods, from jewels 
to cars to fridges. However, the word "vintage clothing" is 
originally derived from the field of clothing. Those classic 
works born from the hands of well-known fashion designers 
experienced accumulation and brewing of over half a century. 
It seems to increasingly reflect a mature and long-lasting 
charm of classic from today's perspective. Thus, the core 
meaning of vintage clothing is its feature of bearing the 
examination and challenge of time. It is essentially different 
from the concept of second-hand objects. Vintage does 
not mean "old", "second-hand", or "historical". The word 
"classic" seems to interpret its style better. Vintage clothing is 
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truly historical clothing with year record, which is no longer 
produced due to various reasons. No matter talking about the 
fabrics, the tailoring, details of garments, or the usage, the 
clothes were the historical and cultural accumulation of its 
times of production, embodying special cultural and artistic 
value. Vintage fashion has gone beyond the boundaries of 
aesthetics of different eras, and become timeless beauty. 
Examples included a 1950’s prom dress or Dior’s “New 
Look” full skirt. In 1960, “Twiggy-style” 1960’s mini dress 
(Figure 2), in the 1970’s platform shoes and bell-bottom 
trousers and 1980’s pedal pusher short trousers and frilled 
shirts from the New Romantic movement.

Time identification of vintage clothing and the underlying 
driving forces of the vintage fashion trend: vintage clothing 
has no distinction of authentic and counterfeit. Instead, it is 
classified only by the era. The concept of vintage fashion has 
a relatively clear range of time. Generally speaking: Clothes 
made before the 1920 is called "Antique Clothing"; clothes 

made between 1920 and 1980 clothing is called "Vintage 
clothing"; clothes made between the 1980s and 20 years ago 
is called "Retro Clothing"; and "Second-hand" refers to the 
clothes without much value of collection. The value of vintage 
clothing is closely related to its time of manufacturing. In 
general, vintage fashion made from the 1920s to the 1930 is 
the most expensive because of its scarceness. That classic 
clothes made between 1920 and 1980 is defined as vintage 
clothing has profound cultural reasons: the period between 
1920 and 1980 is a crucial stage in the development of 
contemporary fashion culture from its birth to maturity. 
Academia often takes every ten years as a stage to discuss 
the development of fashion in these 70 years. The 1920s 
was a "female boy" era of women in Europe and America. 
Just as the historical costumes presented in the movie "The 
Great Gatsby", women wore flappers, dresses had low and 
loose waist, short hair and flat chest were popular among 
girls, and it was the beginning of contemporary women's 
liberation; the 1930s to the 1940s witnessed the appearance 
of sporty outfit, women began to wear trousers, it was the era 
when large number of women entered workplaces; during 
the post-war period of the 1950s, X-shape Dior dresses with 
narrow waist required women to put on shapewears again, 
and women returned home and came back to fertility in the 
post-war period; the post-war baby boom in 1960s brought 
rebellious thoughts which became overwhelming in fashion 
field, miniskirt, bob haircut and gorgeous pop art set off "the 
storm of young" in the fashion field; the 1970s were against 
luxury styles, and experienced the coexistence of returning 
to nature, street punk, and hippies, DO IT YOUSELF and 
second-hand became popular labels of that time, mix & 
match and personality brought subtle changes to popular 
concepts; the 1980s was the era of retro, when both bohemian 
style and retro trend were prevalent, fashion elements 
such as patterns, tassels, pleats, etc. interpreted all the 
elements of previous eras and nations, retro perspectives of 
postmodernism emerged, and the aesthetic system of fashion 
started its next circulation. Carl Marx once pointed out the 
principle that "history moves upward in a spiral". French 
literary theorist Hippolyte Adolphe Taine also mentions in his 
book Philosophy of Art that the development of the human 
aesthetic system and artistic styles also follows the rule of 
"moving upward in a spiral, and repeating in circles", which 

Figure 1. Julie Roberts's dressing style in the film "Mona Lisa Smile"

Figure 2. “Twiggy-style” 1960’s mini dress
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means developing from one aesthetic system to another
based on the completion of cycling process in the previous
one. Fashion, as a system of clothing trends, is built upon the
human aesthetic system and artistic styles. Its development
process should share the same laws of the development of
history and human aesthetic system. Reviewing the 70-
year development of fashion culture from the 1920s to the
1980s, Western society experienced the initial construction,
growing process, and maturity of modernism aesthetic system
after the industrial revolution, as well as its transformation
to post-modernism aesthetic system. Based on modernism
aesthetic system, contemporary fashion culture basically
completed the repeating process of contemporary fashion
in the same historical period. That is to say, from the 1920s
to the 1970s, fashion culture completed a cycle of aesthetic
system amid the transformation of a variety of mainstream
thinking and styles. With the formation and development of
postmodernism aesthetic system in the 1980s, the fashion
field started a new round of cycling. During the initial
exploration period in the era of modernist aesthetics, forms
of art were extremely free. There was no so-called center but
only more diversified connotation of art. Therefore, drawing
inspiration from historical and classical styles became the
best way for artists to interpret the future. That the future
is vintage became the subject of post-modernism. On this
premise, the fashion turned to history and reflected the past.
The value of old events and old things was re-excavated. The
vintage developed in the modernism aesthetic system became
a research topic of postmodernism fashion and aesthetic
system, so vintage fashion quietly arose.

The development of vintage clothing: In the more
diverse Western society, people have experienced the value
transformation towards post-modernism since 1960s and
1970s. The transformation triggered new social movements
of ideas. People's uncertainty about the future and cherishing
the memory of the past era led to the popularity of retro
elements as well as exotic cultures. Since the end of the
1960s, musician led by Nirvana, Pearl Jam, and Soul Asylum
initially set off a crazy retro trend in the field of music. This
trend soon expanded to the fashion field and resulted in a
great many of fashion professionals' interest in classic clothes
which was made more than ten years ago or even decades ago.
These vintage clothing with a strong retro style is considered

by Greyson as "aesthetic objects, to be valued, understood, 
and worn in terms of, and as an appreciation of, their design, 
construction and authenticity”.  Since the 1980s, a group of 
fashion elites in New York society pioneered in the fashion 
filed, which began to hold particular fascination for clothes 
of classic designers' brands produced between the 1920s 
to the 1980s. A large number of celebrities wore expensive 
vintage costumes to attend major events, and famous fashion 
designers, such as Yves Saint Laurent, Marc Jacobs, Nigel 
Cabourn all drew on vintage clothing for elements of their 
design. All these changes greatly contributed to the rise of 
Vintage fashion. In 1990s, people's love and obsession for 
vintage continued to grow. Awareness and interest for vintage 
clothing has increased dramatically since the early 1990s due 
to celebrity endorsement. Media attention on celebrity fashion 
has revealed that people who are considered as role models 
such as Kate Moss or Michelle Obama regularly wear vintage 
clothing. Since the end of 2000s, with popular movies and 
television series such as Mad Men set in the “good old times”, 
the 1960s, and fashion blogs such as Sea of Shoes, street style 
has been inspired by vintage designs. Fashion houses, such 
as Louis Vuitton for its 2010-2011 winter collection, have 
started reproducing and reinterpreting vintage clothing or, 
such as Yves Saint Laurent in 2011, re-using vintage fabrics. 
These styles are generally referred to as “vintage style” or 
“vintage inspired”.  

Criteria to ascertain the value of vintage fashion: Although 
it has no distinction of authentic and counterfeit, vintage 
fashion has its own criteria to ascertain the value of items. 
In an interview, Mark Werts, the founder of American Rag, 
Industrie Denim, Maison Midi and Café Beausoleil, who is 
considered as one of the most innovative retail entrepreneurs 
in America with creative mind and trendsetting talent once 
noted: first, good vintage items should be of high-quality, and 
they are distinguished from general commodities because of 
their unique cultural background and special value; secondly, 
they are symbols and icons of the history and the era; the 
third criterion, they have true collectible value.  

The popularity of vintage clothing: The popularity of 
vintage fashion results from three factors: firstly, the trickle 
down feature from celebrities and designers. secondly, 
promotion and influence of clothing trends by fashion media; 
finally, the public's demand for personalized clothing and 
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expression. Usually, movies, old advertisements and fashion 
magazines, photos on record covers are one of the most 
important sources of information about vintage fashion.

2.  CLASSIFICATION AND APPLICATION OF 
VINTAGE FASHION

For a real fan of vintage, only chronological classification 
of vintage fashion is not detailed enough. According to the 
name and the type of clothing items, vintage fashion can be 
also divided into: punk vintage, military uniform vintage, 
branded vintage, traditional handicraft vintage, national 
vintage, jeans vintage, accessories vintage, textile vintage, 
etc. Punk vintage is following the punk clothing in the 
1970s and the 1980s, when the rock music in Europe was 
the most prosperous. Punk is a kind of rock, and tends to 
state the liberation and expression of ideas with a sharp anti-
mainstream attitude, so punk vintage style emphasizes the 
characteristic of free and unrestrained. Metal studs, leather 
tassels are both major elements of punk vintage. Harley 
motorcycle jackets and shoes made during 1930s to the 
1980s are typical clothing of punk vintage. Military uniform 
vintage can be divided into two categories according to their 
application: one is the military version, which is uniform or 
war suit specially provided by military forces to soldiers; the 
other is the public version, which is commercially available 
in the market and is commercial uniform sold by uniform 
factories to the public. These uniforms are highly appreciated 
and chased by fans of vintage clothing because of their special 
stamps of war and functional characteristics, for example: 
ALPHA military flight jacket made by the United States 
during World War II (Figure 3), Sukajan jacket during the 
time of Korean War, and French sailor collar navy uniform 
from 1960, etc. Fabrics made between 1960s and 1970s, 
including silk, rayon, cotton knitwear are all representatives 
of textile vintage. Sports shoes, print canvas boots produced 
by Dr. Martens(Figure 4), handbags of bag-in-bag style 
woven with silver chains which were made in the 1970s are 
typical accessories vintage. Many fans of vintage clothing are 
only obsessed with vintage fashion of one particular category 
or era.

Figure 4. Boots produced by Dr. Martens in 1970s

Figure 3. ALPHA military flight jacket made by the United 

In addition, vintage fashion is no longer the privilege of 
a few artists and fashion masters. Driven by fashion media, 
vintage fashion is gradually transformed from the initial 
identity as youth subculture to a public issue. The trend of 
popularization of vintage fashion leads to different viewpoints 
regarding the application of vintage fashion. At present 
there are three main factions: first, "conservatives", who 
adhere to the original appearance of vintage fashion; second, 
"modification", the supporters of which are keen to bring 
innovation and changes to vintage fashion and to reprocess 
items by mixing, collage and other methods. Kate Ann Moss, 
Julia Roberts and other film and television stars, who are 
supporters of the first faction, mostly love branded vintage 
and traditional handicraft vintage. Little black dresses, wool 
swing coats, classic oxfords and well-constructed suits 
are can't-miss items. They highlight the sense of history 
and their taste of high qualities by original and authentic 
beauty of vintage fashion. People from the second faction 
have more creativity and ambition. Chloë Sevigny is a 
representative of the "modification" who is a creative director 
of Imitation of Christ, and Johnny Depp is now also a fan 
of "modification". Now items of "modification" are taking 
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the 1920s and the 1980s. Resurrection Vintage Clothing, a
famous vintage clothing shop New York, is always visited by
designers and supermodels.

Japan is the representative of oriental vintage clothing
culture. Its history of selling vintage clothing began after
the World War II. Due to the lack of materiel after the war,
Japan imported a large number of second-hand clothes from
the United States. Old jeans quickly became prevalent in
Japan and became the source of Japan's vintage fashion.
Although Japan is now already far away from economic
distress, vintage fashion has reached a consensus with
the spirit of cherishing of Japanese and their attention to
traditional material culture, so the fashion culture with unique
oriental features has formed in Japan. Since the beginning of
the 1990s, vintage stores have appeared all over in Tokyo,
especially in Harajuku, which is the representative of Tokyo
street culture and the famous "street of the young" in Japan. A
great many stylish shops as well as pioneers and trendsetters
of Japan gather here to enjoy the mix and match of "vintage
clothing". Shimokitazawa is regarded as the most famous
vintage fashion shop in Japan, and Takuya Kimura is a guest
of it.

In the beginning of the 21st century, led by Hong Kong
and Taiwan, vintage fashion also set off a boom in China.
Lan Kwai Fong in Hong Kong is famous place for vintage
fashion sales, through which a large number of branded
vintage clothes flow from Europe and America into mainland
China. China's first-tier cities such as Beijing, Shanghai
and Guangzhou have also experienced the trend of vintage
fashion in recent years. Along the Gulou street in Beijing
scatter vintage fashion dealers from all over the country with
vintage clothes from all over the world.

Vintage fashion has formed unique styles of vintage
clothing in various countries under the influence of local
culture. The following set of questionnaire conducts detailed
research on the psychology of consumption behaviour of in
several states:

Research site: Vintage clothing markets in three countries:
1. Blondie Vintage and Absolute Vintage nearby Portobello
Mark of East London in England which represents western
countries; 2. Several vintage stores on Nippori fiber street in
Tokyo, Japan which represents eastern countries, and Style
Juicy, a vintage store in Harajuku; 3. The Gulou street area

over the T stages rapidly. The autumn and winter 2013 
collection of Jean Paul Gaulitier could not help but join 
the "modification" of vintage, and launched a new range of 
Tee which was reconstructed with inspiration derived from 
the vintage fashion between 1960s and 1970s. Third, "mix 
vintage", fans of which are keen to mix vintage fashion with 
contemporary clothing styles. Supporters of this faction 
are mostly young vintage fans. One interesting thing about 
vintage fashion is the knowledge behind it regarding the rich 
history of clothing and skills of clothes matching, which 
are also challenges for vintage lovers. One of the important 
reasons why "mix vintage" fans love vintage clothing is the 
search for balance between conflicts and harmony as well as 
methods to highlight their taste. In short, no matter vintage 
fashion is applied to match contemporary aesthetics, or to 
cut old clothes with new tailoring, the history, art techniques, 
and aesthetics contained in vintage fashion are important 
resources which bring its usage from the past to serve the 
present need.

3. PSYCHOLOGICAL ANALYSIS OF CONSUMPTION 
B E H AV I O U R  O F V I N TA G E  FA S H I O N  A N D 
COMPARATIVE ANALYSIS OF VINTAGE FASHION 
MARKETS IN COUNTRIES

The development of vintage fashion culture in Europe 
and America has had a history of around three or four 
decades. Mature and localized markets with unique cultural 
characteristics have formed in Britain, France, the United 
States, and other countries. Marché de Saint-Ouen in Paris is 
perhaps the most important vintage market in France. Didier 
ludot vintage market located in Paris has a history of more 
than 30 years, where you can find items such as plant printed 
blouse designed by Emilio Pucci in 1960s, and vintage 
handbags, etc. East London is the business centre of UK's 
vintage fashion. Walking out of Liverpool street station, you 
may find yourself at Old Spitalfields Market, go across which 
you will reach Bricklane. These are both famous local vintage 
markets, where you can easily find an old suitcase from LV, 
old jewelry from Chanel, old handbags from Gucci and other 
items; What Goes Around Comes Around, the largest vintage 
fashion store in the eastern United States sell jeans, uniforms, 
customized costumes and evening dresses made between 
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by selling vintage fashion to designers in need or vintage
clothing fans, just like vintage fashion buyers.

F. Environmental-friendly proneness: Over the last decade,
an eco-fashion movement has emerged among consumers
who are more and more concerned with the impact of the
production of clothes on their health, the environment and
society at large. The re-use and recycling of clothes are
considered by consumers as effective ways to reduce waste
and impact positively on the environment.

G. Frugality and value consciousness.
H. Others. Non-mainstream consumption motive
When allowing consumers to make multiple choices,

the data of consumers' consumption purposes in the three
countries is presented as followed:The research of motivation
of vintage consumption in Britain, Japan and China.

Research Conclusion: by the research data above, we can 
summarize the similarities and differences of vintage fashion 
consumers and vintage clothing cultures in English, Japan 
and China.

Similarities:
(1). Taste and personality are the major driving force of 

vintage consumption. In all three countries, the percentage 
of vintage clothing consumers who have the "Need for 
uniqueness and fashion" reaches 80%, which shows that the 
pursuit of individuality and fashion is a common purpose of 
vintage fashion consumers in all the three countries. In the 
research, we also ask about the age of vintage fans, 70% of 
the research participants are between 18 and 40 years old, 
85% of them have university degrees or above, and pay 
more attention to their public images and taste of clothes. 
Regarding vintage, these young and well educated consumers 
almost hold the same view: they want to have distinctive 
image and to stand out by vintage fashion. Therefore, 

Figure 5. 

in Chaoyang District of Beijing in China, a market with great 
potential of fashion consumption.

Research objects: From February to December of 2014, 
three researchers conducted the research for 10 months inthe 
United Kingdom, Japan and China respectively among over 
100 consumers shopping in vintage stores in each country. 
In order to facilitate the statistics, we randomly selected 100 
consumers from each country respectively to do the statistical 
analysis.

Research purpose: psychological research on vintage 
fashion consumption behaviour.

Survey data:
After preliminary studies on the consumption motivation 

of vintage fashion in the three counties, we can conclude the 
following eight factors:

A. Nostalgia proneness: The element of nostalgia 
contained in vintage clothing has been suggested to be one 
of the factors motivating consumers towards the purchase of 
vintage pieces. As mentioned by Jens, vintage is “especially 
appealing to people who have not themselves experienced the 
time they now consume through dress”.  

B. Need for uniqueness and fashion: a study on the 
consumption of vintage fashion shows that, the need for 
personalized clothing is a major reason of choosing vintage 
fashion. Wearing vintage clothing could be considered as 
another viable option for expressing individuality. 

C. Need for status: Eastman mentioned Consumers with a 
high need for status tend to spend money conspicuously on 
products which, in their view, confer status.  To showing off 
social status and wealth, and to exclude those people who do 
not own the same status or the same purchasing ability is one 
of the important consumption motivations of vintage fashion.

D. Need for collecting and research: a considerable amount 
of fashion designers, stylists, costume history or textile 
history researchers are fond of vintage fashion collection 
which can be used as their first-hand information for research 
and writing.

E. Bargain hunting and treasure hunting: different from 
“Need for collecting and research”, hedonic and economic 
motives are consistently mentioned as the main drivers to 
vintage fashion consumption for treasure hunting. Consumers 
propose that vintage consumption might be more driven by 
hunting for a treasure and making higher commercial profits 
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showing individuality and taste is the main driving force of
vintage fashion consumption.

(2). Vintage fashion consumption has nothing to do
with thrift, environmental protection, or resource recycling
resulted from economic purposes. Among British, Japanese
and Chinese consumers, consumption motivated by “Frugality
and value consciousness” and “Environmental-friendly
proneness” accounts for a very small proportion. We can
thus imply that consumption of vintage fashion is in no way
similar to buying second-hand clothes resulted from economic
purpose. It is no surprise that education plays a role, taking
into account that the interest and knowledge in real vintage
pieces requires a level of connoisseurship sometimes based
on historic and artistic backgrounds. As mentioned by Jens,
“the knowledge of the relevant fashion history as well as the
knowledge of good sources for obtaining original artifacts is [.
. .] an important component of their (sub) cultural capital”.

Differences:
(1). The UK: Compared with vintage fashion consumers

in Japan and China, a large percentage of British consumers
choose "Need for status". Through studies, we notice that
the proportion of branded vintage items is relatively high in
vintage fashion market of the United Kingdom, accounting
for 68%, of which a considerable part of the vintage fashion
come from the hands of famous designers of the era. This
situation is closely related to the maturity of fashion design
profession in Britain and its leading position in the world.
From the perspective of British people, wearing a hereditary
vintage wedding dress of limited edition which comes from
the hands of designer can better manifest the bride's noble
identity and status compared with a brand new wedding
dress. British people's love for vintage clothing is not just
because of financial power. Just like rich people's pursuit of
"limited", vintage fashion is a symbol of status and privilege.
In addition, British people's love for vintage clothing also
results from the country's respect to royal art and aristocratic
taste. In the research, we find that 84% of middle-aged (45-
65 years old) vintage clothing consumers come from the UK.
Most of these aged vintage clothing consumers love buying
gorgeous, noble and rare branded vintage fashion or inherited
vintage accessories at exorbitant prices. This is because that,
in the eyes of British, vintage clothing represents a long
history and aristocratic temperament, and it is the symbol of

noble identity and status.
(2). Japan: Compared with the United Kingdom and China, 

the consumption purposes of Japan consumers have a higher 
proportion of "Need for collecting and research". This is due 
to the uniqueness of Japanese vintage market. Japanese design 
culture is of great tension and potential. It can on the one hand 
develop modern and contemporary apparel design, and focus 
on the protection and development of traditional techniques 
of making costume on the other hand. Contemporary clothing 
culture of Japan not only embraces the fashion trend from 
Europe, America and other western countries, but also insists 
its traditional aesthetic and technology. Thus, in Japan's 
vintage market, there are branded vintage, punk vintage, 
military uniform vintage, jeans vintage from Europe and 
America, and also traditional handicraft vintage, national 
vintage and textile vintage from home. Compared to branded 
vintage, punk vintage and jeans vintage attract young vintage 
fans. There are many designers from Japanese and all over the 
world, as well as clothing historians and textile collectors are 
attracted by Japanese traditional costumes and fabrics. They 
buy traditional handicraft vintage, national vintage and textile 
vintage because of the “Need for collecting and research”. 
Vintage fashion is valuable because its impossibility to be 
reproduced in some aspects. Traditional technique of making 
costumes is a treasure for Japanese vintage fashion. There 
are many kinds of technologies and handcrafted in national 
vintage and textile vintage that have failed to be handed down 
from past generations. For example: the tie-dye technique of 
kimono in patterns of deer skin originated from the Nara era, 
the decorative craft of raden in Heian era, the technique of 
red tie-dye in the Sengoku period, the technique of embossing 
printing and hardanger in the Taisho period, have all been lost 
and can only be seen from vintage kimono. Therefore, a large 
number of vintage consumption with the purpose of collection 
or research occupies the Japanese vintage market. In addition, 
we find that Japanese vintage consumers with a purpose of 
"Nostalgia proneness" are also of relatively high proportion, 
which is closely related to the Japanese national tradition 
of "cherishing things and love", "animism", "one time, 
one meeting" and other spirits of Zen Buddhism. Overall 
speaking, we find that though vintage originated in Europe 
and America, Japan has successfully realized the localized 
development of vintage clothing. The extraordinary ability of 
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Japan to absorb foreign fashion cultures is also a reason why 
it remains a leading position in the world's fashion field.

(3). China: Data shows that Chinese vintage consumers 
have a higher percentage of "Bargain hunting and treasure 
hunting" in terms of consumption purposes than consumers 
from the United Kingdom and Japan. In the research, we 
learn that a considerable part of Chinese consumers who 
visit Chinese and foreign vintage stores for shopping are also 
motivated by the purpose of "Bargain hunting and treasure 
hunting". These consumers buy vintage for secondary 
selling. These "treasure hunters" can actually be considered 
as vintage buyers, who gather vintage clothes in integrated 
vintage stores and sell them again. These highly stylized 
integrated vintage stores have mainly two kinds of customers: 
first, vintage clothing fans who fascinate nostalgia. They wear 
vintage clothing in order to experience the sense and culture 
of the era when the clothes was produced and prevalent. 
Apart from branded vintage, punk vintage, jeans vintage from 
Europe and the United States, many vintage fashion items 
in Chinese market come from Chinese domestic costumes, 
such as: Shanghai cheongsam in the 1930s, "Lenin uniform" 
in the 1950s, uniforms of Chinese People's Liberation Army 
and military satchels in the 1960s, broad shoulders suits 
and plastic sandals in the 1980s. Second, fashion masters 
who have extremely high requirements for their appearance, 
including many artists, movie stars and so on. They emphasize 
personalized of clothes, so rare vintage fashion with special 
patterns and unique connotation of culture has become the 
best choice for them. With the maturity of Chinese fashion 
culture, Chinese consumers are no longer simply aimed at 
the renowned brands and their logos. Especially in an era 
when the homogenization of shopping malls is intensifying, 
young consumers in China born between the 1980s and the 
1990s prefer vintage fashion which is less public and more 
intriguing, so integrated vintage stores become increasingly 
prevalent in China, and vintage buyer has emerged as a 
profession. Vintage fashion market in China has now become 
an important branch of the domestic market of clothes. The 
vintage market in China has experienced a growth rate no 
slower than that in Europe, with great potential in the future. 
Mark Werts, founder of a famous American brand American 
Rag once said in an interview: "I think vintage stores in the 
next 200 years belong to Asian market, especially Chinese 

market.” 
(4). The cultural value and social significances of vintage 

fashion
In the book of Taste and Fashion, James Laver put forward 

the Laver's Law. Laver's Law was an attempt to compress 
the complex cycle of fashion change and the general attitude 
towards any certain style or period into a simple timeline. 
According to Laver's Law, because of the difference in time, 
the same piece of clothes will be: outdated after 1 year, 
terrible after 10 years, ridiculous after 20 years, [. . .], ancient 
after 50 years, charming after 70 years, romantic after 100 
years. Inferring according to the time, vintage fashion stays 
in the golden age representing romantic and charming, simple 
yet elegance in Laver's Law. It is not a coincidence, as vintage 
fashion does worth further research in many aspects.

First, the fashion of vintage clothing originated from retro 
styles is a digestion and  mitigation of conflicts between the 
reality and the ideal.

The mix and match concept of "match the old with the 
new" breaks the time paradox between "old and new" and 
"old-fashioned and the fashionable". For some certain 
groups, vintage is a symbol of the spirit combined with 
philosophical thinking and their destiny. Vintage fashion, as a 
way of dressing, represents the choice of value and aesthetic 
judgments. It is inseparable to retro trends, and is a manifest 
form of the nostalgia emotions. And this aesthetics full of 
respect for the past and sense of nostalgia is resulted from 
dissatisfaction, confusion or fear of the reality. Just as the 
definition by Davis, a pioneer in nostalgia research, nostalgia 
is "a positive preference for the past involving negative 
feelings toward the present or future". The negative feelings 
are derived from the belief that “things were better in the 
past”.  People holding this value and aesthetics are mostly 
facing the conflicts between the reality and the ideal, and the 
fashion of vintage clothing originated from retro styles is a 
digestion and regression of these conflicts.

Second, vintage fashion is an expansion from commodity 
to art pieces.

"Vintage" is the password of creativity for vintage 
clothing. "Vintage" does not completely mean the old age, but 
also refers to the slow life in the old days, emphasizing senses 
and feelings of delicate and careful, which are different from 
the era of rapid consumption. Details in the design of vintage 
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fashion are always moving: people of modern times are never
compatible with former craftsmen and tailors who were much
more careful and meticulous, and paid more attention to work
pieces. When the uniqueness of manual work is replaced by
repeated operation of machines, the life and nature of human
also tend to be assimilated. It can be said that the emphasis of
vintage fashion on delicate, careful and meticulous spirit of
manual work is an expansion from commodity to art pieces.

Third, vintage fashion is a kind of respect shown by the
fashion sector to the history.

The greatest value of "vintage clothing" lies in its historic
nature. Through a piece of vintage fashion can people gain
better understanding of the history and culture of a particular
era. Jens considers that vintage fashion uses the potential of
dress as a cultural signal of time and an important component
of cultural memory, historic consciousness, and imagery .
It can be said that vintage fashion is the activation of the
development history of clothing over the whole 20th century,
and is a kind of respect shown by the fashion sector to the
history.

Fourth, vintage fashion is a typical pattern of culture-
driven economy.

The public experience the satisfaction of participating in
the cultural and creative process by choosing and matching
vintage fashion items. In today's era of rapid consumption,
commodity from large-scale production and manufactured by
machines has weakened consumers' feeling of participation
in the consumption process. In contrast, vintage economy
is a kind of experience economy, which begins from
consumers experience of consumption. Consumers are
looking, exploring, modifying, and matching vintage fashion
items, and their satisfaction obtained from the process is far
beyond the product itself. In addition, vintage economy is
also a kind of touching economy. One of the most important
measurements of vintage fashion is the requirement of
high standard of quality and details. A considerable part of
vintage fashion items are made from unique fabrics with
unique production techniques which have been lost. The
value of some other vintage fashion pieces lies in the fact
that they are handmade, whose process emphasized the close
relationship between human and things and values of human
in the producing process. These are the unique charms of the
cultural industry.

Fifth, vintage fashion is a body narrative of the youth 
subculture. 

Youth subculture is a cultural attempt of young people to 
deal with their common contradictions existing in the social 
structure. Young people keen on retro subculture looks like 
Punk, Rave or Mod styles. They express their rebellion and 
indifference to the reality by their attitude of chasing and 
fascinating history. Young people adjust themselves to adapt 
the body to a piece of clothes by wearing vintage clothing, 
while this piece of clothes once adapted itself to the body of 
its owner in another era. This behavior of body travelling and 
body experience with the help of vintage fashion is a body 
narrative of youth people longing for the return of soul.

Sixth, vintage fashion is a salvation of inspiration for 
modern and contemporary design.

Among the prevalence of post-modern deconstructionism 
aesthetics, diverse opinions of aesthetic bring diverse fashion 
trend. In this trend, vintage fashion becomes a salvation of 
inspiration for modern and contemporary design. A great 
many designers of famous brands get inspiration of design 
from vintage fashion. "New Vintage" fashion is now coming 
back. Prada in the year 2000 is basically an imitation to 
Yves Saint Laurent's series of Belle de Jour in 1967. These 
phenomena are enough to prove that the development of 
fashion always embraces different regression of vintage in 
different ages. History will always have the value of research 
and application. 

Just as the quote by Cocoa Chanel, "Fashion changes, 
but style endures". Vintage can be deemed as a classic style 
which withstands the challenge of time. Just as people's 
constant curiosity and fascination with the history, vintage is 
also constant to the fashion and will never fade.
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Abstract

This paper means to do a research on the fashion leadership and the promotion of Chinese-style fashion leadership. Fashion leadership is temporarily defined as 

fashion’s ability of stimulating, changing, leading and transcending mundane social life as well as its influence on people’s body and mind. Based on fashion’s 

nature fashion leadership can be summarized as the following five elements: charisma, vitality, future force, cohesion and influence. Fashion leadership is 

mainly expressed from the following three points: at first, by initiating and leading various kinds of fashion trend, fashion endows ordinary life with alternation, 

novelty and fuel of moving forward. Secondly, fashion influences our understanding of the world and helps us know ourselves with its stunning charisma and 

unexpected breakthrough in shape, pattern and color. Thirdly, fashion leadership is a kind of soft power which is beneficial to attractiveness and setting up 

of Chinese image in the world. The promotion of Chinese-style fashion leadership involves different procedures among which avoiding any stereotyping of 

Chinese-style fashion and the learning, appropriation and inclusion of other excellent foreign national cultures should be the focus.  

Key words: fashion, leadership, Chinese-style, soft power  
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1. INTRODUCTION    

This paper means to do a deep research on fashion 
leadership, especially the promotion of Chinese-style fashion 
leadership. It is composed of a brief introduction of leadership 
theory, the definition of fashion leadership, a discussion on 
the historical Chinese-style fashion and the contemporary 
Chinese-style fashion. It is concluded with some suggestions 
on the promotion of Chinese-style fashion leadership.  

Traditionally leadership is a concept widely discussed 
in the field of management. However, due to its innate 
character of being an influence, guidance and encouragement 
of change, it is also defined as non-power leadership. These 
features of leadership are in correspondence with the essence 
of fashion which is well-known for leading the fashion trend 
by forever changing styles and great influence on people’s 
life styles and viewpoint of the world, which make it possible 
for our analysis of fashion leadership in this paper. The study 
of fashion leadership will be beneficial to the development of 
leadership theory and inspiring and helpful to promotion of 
Chinese cultural soft power in the world and development of 
national cultural strategy.  

2. WHAT IS FASHION LEADERSHIP

2.1 Introduction of leadership theory
Leadership is one of the most highly sought-after and 

valued concepts in the past years. Some important theories 
such as trait theory, charismatic leadership, contingency 
theory, path–goal theory, leader–member exchange theory 
have been put forward in the study of this subject. However 
its significance largely remains in the field of management 
and there is still no consensus about its definition. People 
simply say that “it is the art of motivating a group of people 
to act towards achieving a common goal.”(See: http://
sbinfocanada.aobut.com… Retrieved 2015-11-20.) John 
Maxwell thinks that “A leader is one who knows the way, 
goes the way, and shows the way.” Ralph Heifetz, the world-
famous leadership research expert and professor from 
Harvard University gives a definition of leadership as “The 
art of mobilising people (in organisations and communities) 
to tackle tough issues, adapt and thrive.”(See: http://zhidao.
baidu.com… Retrieved 2015-11-20) In fact, a review of 

the scholarly studies on leadership shows that it has been 
defined and described in many ways through the years and 
it is hard to give a finial definition as to what is leadership. 
Nonetheless, among the different approaches, some common 
features are still to be found and explained. Firstly, leadership 
is a process “whereby an individual influences a group of 
individuals to achieve a common goal.”(Northouse, 2013) 
Secondly, leadership involves influence. Without influence, 
leadership does not exist. Thirdly, due to its innate character 
of being an influence, guidance and encouragement of 
change, it is also defined as non-power leadership.(Northouse, 
2013) Obviously, leadership means a kind of personal or 
group ability which functions to mobilize, promote and 
change. The non-power leadership is cultivated by the 
individual’s or group’s self-improvement and development. 
It also drives from the influence of the leaders’ or leading 
group’s charisma or the respect and conviction of the 
followers. This kind of leadership is flexible and has nothing 
to do with position. It is this flexibility that make the theory 
of leadership applicable to other fields, such as fashion. In 
this aspect, the role and great influence of fashion leaders on 
the mass offer a vivid connection of the two concepts. As we 
all know Jay Chou(Zhou Jielun), the famous movie and pop 
star, led the grassy-hairpin fashion trend last year just because 
he posted a picture of his family with a plastic grassy hairpin 
on their heads respectively on his microblog. A lot of young 
people are eager to follow their icon so that they hardly care 
about whether this fashion is beautiful or not. What they want 
are just something new or astonishing.

What’s more, some Chinese scholars also did some 
examination on leadership and put forward some useful 
concepts and insightful theories based on their learning 
of western leadership theory. For instance, in one of their 
articles entitled “Five-model Study of Leadership”, a group 
of researchers from Chinese Academy of Sciences argue that 
leadership is composed of five basic elements: future force, 
charisma, influence, determination and controlling power. 
Future force means a group or organization’s decision-
making and strategy-defining ability. Charisma refers to 
the leader or leading group’s attractiveness and persuasion 
power to their subordinates or members. Influence is a 
group or organization’s ability of practicing and realizing 
their strategic plans. Determination and controlling power 
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emphasize the clear-minded, correct and determinant style of
decision-making and judgment. (Leadership Research Group
of Chinese Academy of Sciences, 2006)

2.2 Fashion and leadership
There is no doubt that the essential feature of fashion 

is to lead and change. To break through the old style, go 
beyond themselves and create something new are the 
essential features of fashion. Linguistically “leith”, the root 
of leadership, means “to go forth” or “to cross a threshold” in 
English. And the original meaning of the word “leadership” 
is to make a breakthrough or initiate a change. Thus it is 
not coincident that the characteristics of leadership is in 
correspondence with the essence of fashion which means 
leading the fashion trend by forever changing styles and great 
influence on people’s life styles and viewpoint of the world. 
In this sense, we can temporarily define fashion leadership 
as: fashion’s ability of stimulating, changing, leading and 
transcending mundane social life as well as its influence on 
the fashioning of people’s body and mind. 

2.2.1 The formation of fashion leadership
The constitution of fashion leadership is a complicated and 

integrated process. Here we try to divide it into two levels 
according to the operation and flowing of fashion. On one 
hand, fashion leadership functions chronologically which start 
from the education and research of fashion to the design and 
production of fashion, the marketing, distribution, regulation 
and consumption of fashion. Its influence is emanated from 
every link or stage of the whole process. But the whole 
process takes long time, so it need to be systematically 
managed and regulated in accordance with respective 
situation of social, economic and cultural environments.  

On the other hand, fashion leadership also exists 
horizontally and independently and with its own unique 
characteristics. Based on fashion’s nature and the leadership 
theory research results mentioned previously this paper tries 
to summarize fashion leadership in the horizontal level as 
the following five elements: charisma, vitality, future force, 
cohesion and influence. As one of the fundamental qualities of 
fashion, it goes without saying that charisma is often regarded 
as a sainted and encouraging force of human existence as 
well as an inseparable component of any fashions. Vitality 
refers to the rigorous force of fashion life. Fashion is always 

updating itself and will never come to an end. Its undying 
life comes out of its forever changing ability. Future force of 
fashion derives from the creativity and imagination of fashion 
designers and fashion leaders which directly reflect human 
being’s understanding about the future world and human 
being’s predicting ability. The sharp future force of fashion 
also functions to call on people coming together, which 
leads to the formation of fashion cohesion. Cohesion can be 
identified from the people’s recognition and following of the 
fashion. Influence of fashion refers to the effect of fashion on 
people’s identity fashioning, behaviors, psychology, lift style 
and understanding of the world.

2.2.2 Representation of Fashion leadership 
In the first place, being different, original and new has 

always been one of the most important psychological motives 
of fashion. Fashion has the ability of leading people to know, 
experience and perceive new feelings and novelties. By 
initiating and leading various kinds of fashion trend, fashion 
endows ordinary life with alternation, novelty and fuel of 
moving forward. In this process, fashion is mobilized to fight 
against the aridity and tedium of life and the irresistible aging 
process of human beings. Besides, fashion equips people with 
confidence, enthusiasm and love of life which is in consistent 
with the qualities of leadership and also lays good foundation 
for its development. 

Secondly, fashion not only influences our understanding of 
the world but also helps us know ourselves with its stunning 
charisma and unexpected breakthrough in shape, pattern and 
color. Many fashion designers regard the process of fashion 
designing and making as a way of self-recognition and self-
transcendence. Eleanor Roosevelt, the former American first 
lady, once claims that the perception of fashion is a way 
of knowing oneself. Rei Kawakubo, the famous Japanese 
fashion designer, habitually makes use of her design to 
express a strong sense of self-challenging and transcendence. 
Taking the example of her design at the 2014 spring-summer 
series[Figure 1, 2 & 3], she tries to present a strong 3-D 
visual effect through the construction of clothes with all kinds 
of arcs, curves, circles or vortex. She expects the audience 
to reevaluate themselves while appreciating these garments 
which has deconstructed the traditional thinking of structure 
and appearance of clothes. She thinks she is just making 
something new instead of making clothes.(See: http://www.
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haibao.com/article/1583057.htm Retrieved 2015-11-12.) 
Actually, this point also involves the relationship between 
fashion and human body. A person who is not reluctant to 
adopt fashion to change his/her appearance must be one who 
is brave enough to sever with banal life and stereotypes. Thus 
the leadership of fashion becomes apparent with its influence 
and guidance in the social life of common people.  

Thirdly, as what is said previously that leadership is a 
process of social influence and a kind of soft power. Soft 
power is a concept developed by Joseph Nye of Harvard 
University to describe the ability to attract and co-opt 
rather than coerce, use force or give money as a means of 
persuasion. Nye coined the term in a 1990 book, Bound to 
Lead: The Changing Nature of American Power. He further 
developed the concept in his 2004 book, Soft Power: The 
Means to Success in World Politics. The book identifies three 
broad categories of soft power: “culture”, “political values”, 
and “policies.”(Joseph Nye, 2015) Since then the term has 
been widely used in international affairs by analysts and 
statesmen. For an example, in 2007, CPC General Secretary 
Hu Jintao said on the 17th Communist Party Congress that 
China need to increase its soft power.

Popular culture and mass media are regularly identified 
as a source of soft power (Markus Karllson, 2011), as is the 
spread of a national language or a particular set of normative 
structures. Some scholars argue that a nation with a large 
amount of soft power and the good will that engenders it 
inspire others to acculturate, avoiding the need for expensive 
hard power expenditures. It is commonly recognized that 
“A country may obtain the outcomes it wants in world 
politics because other countries – admiring its values, 
emulating its example, aspiring to its level of prosperity and 
openness – want to follow it.”(Joseph Nye. 2004) In this 
sense, soft power plays a part of attraction and leadership. 
To promote culture attractiveness is part of the project of 

building a country’s soft power and leading position in the 
world. Consequently, to develop and spread the Chinese-
style fashion design and Chinese clothing culture is for the 
promotion of Chinese soft power and leadership. In this 
respect, Chinese first lady, Madam Peng Liyuan set up a good 
example. She often appears on some important political or 
civil occasions in Chinese-style fashion dress. Her image and 
dress will soon become a hot topic and initiate a new wave 
of imitation and following of fans. Her elegant and beautiful 
image wins world-wide admiration for China and nearly 
becomes a symbol of contemporary Chinese women.

Here another point need to be emphasized again. The soft 
power of fashion leadership is not inconsistent with none-
power, one of the characteristics of leadership we have 
mentioned previously. Both of them refer to non-executive 
aspect of leadership and lay emphasis on the influence of 
leadership.          

3. WHAT IS CHINESE-STYLE FASHION 

3.1 The history of Chinese-style fashion
Generally, Chinese-style fashion can be traced back to 

an art style in the 17th-century’s Europe which is known as 
“Chinoiserie.” This word is derived from the French word 
Chinois, meaning “Chinese” which refers to the European 
interpretation and imitation of Chinese and East Asian 
artistic traditions, especially in the decorative arts, garden 
design, architecture, literature, theater, as well as musical 
performances. In other words “Chinoiserie” is a recurring 
theme in European artistic styles which reflect Chinese 
artistic influences.(“Chinoiserie”,retrieved 2015-11-12.) It is 
characterized by the use of fanciful imagery of an imaginary 
China, by asymmetry in format and whimsical contrasts of 
scale, and by the attempts to imitate Chinese porcelain and 
the use of lacquerlike materials and decoration. Chinoiserie 
became very popular in the 18th century, particularly in 
England, France, Germany, and Italy. It held particular favour 
during the Rococo period and the court of Louis XV, with 
which its fanciful, ornate and idyllic imagery is commonly 
associated. The term is also used in the fashion industry to 
describe “designs in textiles, fashion, and the decorative arts 
that derive from Chinese styles”.(See:https://en.wikipedia.
org...Retrieved 2015-11-18.) Madame de Pompadour, the 

Figure. 1                   Figure. 2                   Figure. 3       
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mistress of Louis XV, is an ardent supporter and follower
of Chinese-style architecture and decoration. Under her
influence the silk costume featured with the flowers, birds and
other freestyle Chinese patterns was very popular. Therefore,
it is  also subordinated to European Baroque and Rococo
style. In a broader scope it refers to a mixture of Eastern and
Western stylistic elements for both the decoration and shape.

However, the negative connotation of this word or style
is very apparent at that time which can not be neglected
and worth being mentioned here. Chinoiserie is only part
of the the general concepts of orientalism which represents
the traditional western understanding about the Chinese or
oriental culture. Under its doctrine some Asian or Chinese
arts are labeled as exotic, whimsical and illogical. According
to the viewpoint of orientalists, the oriental culture were full
of something exotic, illogical, pervasive, chaotic and even
feminine. For example, one western scholar regarded it as “…
a retreat from reason and taste and a descent into a morally
ambiguous world based on hedonism, sensation and values
perceived to be feminine.” Others even claimed that it “…
consisted of mere whims and chimera, without rules or order,
it requires no fertility of genius to put into execution.” (David
Beevers, 2009) Thus, the negative connotation of this style
implies popularity of this style at 18th century Europe was
partial and ideological.

The revival of Chinoiserie comes at the beginning of 20th-
century during which some western designers designed some
oriental style clothes. Among them the most famous one
was a dress[Figure 4] with Chinese traditional auspicious
patterns designed by Paul Poiret for his wife. In the ensuing
years some famous western designers such as Jeanne
Lanvin, Yves Saint Laurent, Karl Lagerfeld, Pierre Cardin
and others also designed some works[Figure 5&6] based on
their understanding of Chinese culture. However, a lot of the
western designers’ works inspired by Chinese culture can not
be appreciated and widely accepted in China for different
esthetics and tastes between the East and West and some of
them are even doubted to be the results of new-colonialism.

3.2  The Chinese-style fashion at the present
In 1980s, new age, new cultural and social context calls for 

new Chinese-style fashion. Some Chinese designers began to 
endow this term with new expressions and connotations. That 
is what we are going to illustrate next. 

If we say the historical meaning of Chinoiserie is closely 
related to the westerners’ general  imagination, knowledge 
and appropriation of Chinese and oriental artistic styles, the 
Chinese-style fashion which has been discussed frequently 
ever since 1980s in China is quite to the opposite. At 
first, Chinese-style fashion at the present is the Chinese 
fashion designers’ intentional and creative application 
and appropriation of our own traditional culture. Chinese 
fashion designers and fashion leaders play an active part 
in the creation and promotion of this concept. It is derived 
from the passion, love and understanding of Chinese fashion 
designers to Chinese culture. A lot of examples in fashion 
history tell us no passion, no creation. Passion in the artistic 
theory not only refers to a strong feeling that needs to be 
released and waits to break out, but also denotes a strong 
and deep love about something. This term ardently involves 
Chinese fashion designers enthusiasm and aspiration for the 
revival of Chinese nation and Chinese culture in the world. 
For instance, Laurence Xu[Figure 7], a famous China-born, 
Paris-based fashion designer, is famous for his Chinese-style 
fashion design in the world fashion stage and has achieved 
world-wide recognition recent years. Actually, he highlights 
constantly that his love to the traditional Chinese culture 
inspires and nourishes his career as a fashion designer. 
Without the deep love, there will be no great creation.

Next, the term “Chinese-style fashion design” literally 
relates that this design style is typically Chinese and with 
strong Chinese features artistically, visually and culturally. 
It implies that a lot of Chinese cultural elements have been 
used in the designing and it reflects Chinese cultural spirit. 

          Figure. 4                               Figure. 5                      Figure. 6        
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For example, some traditional Chinese cultural symbols (such 
as dragon, porcelain, locus, peony), shape designs(such as 
double breast, Stand-up collar, right lapel and etc.), crafting 
techniques(such as two-dimensional tailoring, lacing[Figure 
8], edging, embedding[panel], swinging[swinging piece], 
coiling[frogs or clip buttons], and embroidering), traditional 
Chinese textiles(such as silk and brocade) or colors(such 
as red, golden, dark blue) are often intentionally made use 
of in the fashion design of Chinese-style fashion designers. 
Lawrence Xu’s works provides us some good examples. One 
of his most famous Chinese-style fashion works is the “dragon 
dress”(Firgure 9) designed for Fang Bingbing, a famous 
Chinese film star in Cannes Film Festival 2010. This dress 
was collected by British National Museum later. 

Thirdly, Chinese-style fashion is also a creative 
combination of Chinese clothing culture with excellent 
foreign clothing techniques and cultures. In other words, 
besides drawing inspiration from traditional Chinese culture, 
Chinese-style fashion also do its best to look for inspiration 
from western clothing cultures and intentionally appropriate 
and adopt some western fashion  concepts, cutting crafts or 
patterning styles.

Some contemporary fashion brands aim at not only the 
inheriting and rejuvenation of traditional Chinese clothing 

Figure. 7

      Figure. 9                                                  Figure. 10

culture but also the combination of traditional Chinese culture 
with the modern and especially western clothing crafts and 
cultures. Among them MOZEN, Tian Yi, Shanghai Tan, Ne-
tigar are worth mentioning. They all make efforts to endow 
their works with traditional Chinese culture and spirits 
through some western cutting skills. Let’s take MOZEN as 
an example. Looking at the picture in Figure 10. (This picture 
is selected from the homepage of MOZEN) Basically, this 
MOZEN Chinese-style short gown is the combination of 
Chinese stand-up collar and double-breasted style with the 
western cutting craft. They make use of some western cutting 
technology such as knife-back-like seam or dart to produce 
the ease and desired space between breast, waist and hips 
with slow curve. The use of shoulder pad makes the shoulder 
line looks round and soft and creates an ideal space between 
dressers and the dress which expresses the traditional Chinese 
pursuit of the doctrine of Mean.  

4.  The promotion of Chinese-style Fashion Leadership

4.1 Chinese-style fashion leadership as a process  
How does Chinese-style Fashion Leadership come into 

being? From what this paper has discussed in former sections 
the answer has been suggested. Obviously, it is a long-term 
process during which some traditional Chinese fashion textile, 
pattern and craftsmanship, cultural elements, symbols and 
their connoted cultural spirit are put into use in the fashion 
designing, crafting, producing, marketing, advertising, 
wearing, matching and interpreting. Fashion designing is 
only a point from which the whole process begins with, it 
will go through other stages and well onto people’s body so 
as to have affect on the making of their identity, psychology, 
life style, even the becoming of their outlook of the world. 
This process can be easily led into different tracks because it 
is influenced by all kinds of social, cultural, psychological, 
technical or economical factors. Thus, no matter what 
happens to it, it will work on people’s daily life and influence 
their life and work consciously or unconsciously. 

4.2 The promotion of Chinese-style fashion leadership
The achievement of fashion leadership is a process, so is 

its promotion. It is an long-term integrated project which will 
not be built in a short time. What we should do initially is to 

   Figure. 8  
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have a clear mind for the priority or initial focus we should
pay attention to. Based on this thought, the promotion of
fashion leadership in the contemporary multicultural society
should be the inclusion and appreciation of all other excellent
foreign cultures besides the learning and inheriting traditional
Chinese culture, which is key to the maintenance of fashion
charisma and vitality. At first, breaking down the boundary
between different cultures and races with some unique fashion
techniques and styles is an international fashion trend and it
has been widely implemented by many foreign designers. This
suggestion also directly results from the fact that sometimes
Chinese-style fashion is simply equal to the decoration of
Chinese symbols or cultural elements on garment. It seems
that the fashion without Chinese symbols is not Chinese-
style. So in a sense, the promotion of Chinese-style fashion
means to be open-minded and throw these stereotypes away
and break down any barriers which prevent the introduction
and initiation of new forms, cultural ideas or foreign styles
in Chinese-style fashion design. It goes without saying that
the adoption and appropriation of some foreign clothing
culture will greatly enrich the connotation of Chinese-style
fashion and lead to its popularity internationally. Besides, this
point is not only highly in correspondence with the nature of
fashion, but also meet the psychological motive of people to
be different and attractive.

In the second place, to cultivate or set up correct
fashion outlook or values is necessary for the cohesion of
fashion leadership. As a brilliant humanistic spectacle in
contemporary social and cultural life, fashion culture should
be presented with active, progressive and healthy aesthetics
and humanistic spirits and be exempted from all kinds of bad
habits such as extravagance, showing off and hedonism. The
active, progressive and healthy fashion outlook  should be in
correspondence with contemporary mainstream values such
as environment-friendly, harmony, democracy, honesty and
kindness and it will have invaluable effect on the cohesion of
fashion leadership.

Thirdly, the creativity and influence of fashion designers,
fashion leaders and taste makers should be recognized,
encouraged and respected by the all levels of society,
government and businesses so as to enforce the future force
of fashion leadership. They performs the role of ignition
and core productive force in the whole process of Chinese-

style fashion leadership with their efforts, creativity 
and imagination. They are responsible for the creation, 
introduction, leading and directing of some new fashion 
trends. The recognition, respect and all kinds of supports to 
their works is one of the most important steps to the becoming 
of future force of fashion leadership. 

In fact, the importance of fashion leaders has been 
recognized and made full use of by the media and business 
groups to promote their products. Celebrity endorsement is 
the one of the best ways in the process of fashion distribution 
and communication. What we should be aware of in this 
process is what kinds of cultural images and cultural spirits 
should be set up and communicated by them. They should 
represent the mainstream value of beauty and virtue, 
decency and appropriateness and display some fashion 
views such as healthy, environment-friendly, elegant and 
artistic, harmonious and inclusive. Their images are suppose 
to be endurable of the erosion of time and beneficial to 
the popularity of Chinese image in the world in order 
to strengthen the cultural soft power of Chinese in the 
international world. 

What’s more, making full use of new media is also of 
great importance to the communication of fashion culture 
and enforcement of Chinese soft power. In this respect the 
resource integration and mutual complement between the 
legacy media and new media should be the focus. Both the 
fashion magazines, TV and internet media such as micro-blog 
or WeChat should be given equal attention according to their 
qualities and features so as to speed up the communication 
of Chinese culture and expand their influence on people 
extensively. 

The last important factor for the promotion of Chinese-
style fashion leadership is the financial and policy support 
and management of government, organizations, media and 
business groups which will not only ensure the smooth 
operation but also the maximum influence of fashion 
leadership. These factors play the role of driving and 
safeguarding at the outer level. They are indispensable part of 
the whole process. If we compare the Chinese-style fashion 
leadership as a great building, these elements perform the 
role of labor contractors (both the main contractors and 
subletting). It is their responsibilities to ensure and advance 
the integrity and acceptability of the product, the smooth 
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5. CONCLUSION

Compared to other fields of fashion study, fashion 
leadership seems to be a relatively new, broad and even 
panoramic topic and there is still a lot of research need to 
be done. It deals with nearly every link or step of fashion 
creation and communication and it requires cooperation and 
regulation of different departments and industries ranging 
from the general strategy of education, culture, economy, 
industry to some concrete details such as the design of 
fashion magazine covers and the arrangement of a fashion 
show. Besides, the integration of all the elements mentioned 
above are only be part of the whole project of promotion 
of Chinese-style fashion leadership. All of these means the 
complexity of the problem and there are still many questions 
left to be answered, explained and further explored and it 
is impossible for a short paper to comprise and come to a 
conclusion. Nevertheless, we are sure that the construction 
and communication of Chinese-style fashion leadership 
is a long-term process and a strong Chinese-style fashion 
leadership will be beneficial to the building up of positive 
Chinese image in the world and the strengthening of soft 
power of China internationally in addition to helping people 
transcend their mundane social life. Though its result and 
significance may not be apparent within a short period, time 
will prove its value and all the efforts here will be practically 
and theoretically rewarded with more and more research 
results being published.  
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Abstract

Based on the literatures related to lifestyle, traditional Chinese costume culture and cultural identity, this study built a research model of lifestyle's influence on 

the cultural identity of traditional Chinese costumes. Besides, we also conducted an empirical study by using the cultural identity scale of traditional Chinese 

costume and the lifestyle scale. Through the lifestyle factor analysis, we can divided consumers into four types: self-oriented consumers with preference for 

traditions; rational, conservative and family-oriented consumers; value-driven pursuers of comfortable life; lack-of-interest mean (Zhongyong) consumers. 

There exist distinct differences in the cultural identity of traditional Chinese costume among different types of consumers. Among the four types, the self-

oriented consumers with preference for traditions show high degree of "pride recognition" to the traditional Chinese costume culture. The value-driven 

pursuers of comfortable life show high degree of "style perception" of the traditional Chinese costume culture and strong interest and support. The mean time-

servers show the lowest level of cultural identity to traditional Chinese costumes.

Key words:  Lifestyle, Traditional Costume, Cultural identity, Scale, Influence
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1. INTRODUCTION

1.1 Research Content
As early as 1977, scholars Wells and Tigert (1977) argued 

that lifestyle can be utilized in the following aspects: market 
segmentation; consumer behavior classification by marketing 
personnel; positioning and re-positioning of products and 
services in the target market; study on customers of retail 
channels; making of advertising and marketing strategies. To 
adapt to the changes of consumption tendency, the lifestyle-
based market segmentation receives increasingly more 
attention. Lifestyle-based market segmentation studies are 
mainly carried out from two perspectives. The first one is the 
segmentation of general lifestyle and the other focuses on the 
product-related lifestyle. The general lifestyle segmentation is 
to define the category of consumers according to the lifestyle 
they choose and the collected information is about consumers' 
lifestyle and outlooks on life. The particular product- or 
service-based lifestyle segmentation is conducted on the basis 
of given consumption problems.

There are many researches on traditional Chinese 
costume culture. Most of them are performed from such 
perspectives as history of costume, theory of costume culture 
or design reinvention, but few from the perspective of social 
psychology and consumer behavior, and none of them from 
the angle of lifestyle. Empirical studies of cultural identity 
mainly focus on organizational cultural identity, corporate 
cultural identity, minority cultural identity in mainstream 
culture, cross-cultural identity and so on, but few of them are 
centered on the cultural identity of traditional costume.

On the basis of literature researches on lifestyle, traditional 
Chinese costume culture, and cultural identity, we divided 
consumers into different living types through empirical study. 
Meanwhile, we analyzed their difference in the cultural 
identity of traditional Chinese costume and built a research 
model of lifestyle's influence on the cultural identity of 
traditional Chinese costume. Thus, we can provide references 
for the making of marketing strategies to relevant companies 
and theoretical guidance for studies of traditional Chinese 
costume culture.

1.2 Research Objectives and Significance
1.2.1 Research Objectives

(1) To explore the psychosocial mechanism of how 
lifestyle influences the cultural identity of traditional Chinese 
costume and build a theoretical model;

(2) To analyze and compare the differences in cultural 
identity of traditional Chinese costume by groups of different 
lifestyles and define the major characteristics of consumer 
groups who show a high degree of identity;

(3) To provide suggestions for design of Chinese costumes 
and brand marketing.

1.2.2 Research Significance
Theoretical significance: this work explores the difference 

in cultural identity of traditional Chinese costume from 
the perspective of lifestyle, which is conducive to the 
construction and development of Chinese costume cultural 
theories and has a certain value in exploring how to carry 
forward traditional Chinese costume culture.

Realistic significance: It facilitates clearly understanding 
current consumers' identity to traditional Chinese costume 
culture and provides guidance for the design of Chinese 
costumes and development of brand marketing strategies.

2. LITERATURE REVIEW

2.1 Lifestyle
The term "lifestyle" was firstly created by Max Weber. Its 

concept firstly appeared in the fields of social science and 
psychology to study the lifestyle of different groups or social 
status and their mobility. In 1963, Willi and Lazer introduced 
it into the marketing field. Since then the concept of lifestyle 
has drawn the wide attention of the marketing community and 
been applied in market segmentation. Definitions of lifestyle 
in different fields of study are different. This article studied 
the influence of consumer lifestyle on the cultural identity of 
traditional Chinese costume, and therefore laid an emphasis 
on sorting out the definitions of lifestyle from the angle of 
marketing. According to the research nature and objectives, 
this study defined lifestyle as the way of consumption, 
leisure and social communication of individuals or groups, 
which is expressed by explicit activities, interests and ideas 
and influenced by themselves or external environment. The 
common lifestyle measurement scales include AIO (activities, 
interests, and opinions), LOV (lists of values), VALS (values 
and lifestyles), and eastern consumer-oriented E-ICP (Eastern 
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integrated consumer profile).
Lifestyle is one of the most important factors influencing

consumers, so the consumption of traditional costumes is
definitely affected by lifestyle. At present, domestic studies
of traditional costumes remain in the primary stage and
most of their focuses are on market segmentation or brand
building. Through scientific statistical analysis, Liu (2011)
subdivided the Shanghai market of Chinese costumes
according to demographic variables. On this basis, he started
from psychological variable and found out the internal factors
which grouped consumers with the use of factor analysis,
which provided reference for operating Chinese costume
brands in a more scientific and rational manner. Jin (2014)
applied lifestyle scale and divided consumers into five types
through a quantitative analysis. Results show that there were
significant differences in the attitude that different types of
consumers held towards Chinese costume and in reason for
purchase, information source, obtaining means, wearing
occasions of Chinese costumes. According to the features of
consumers of each type and the property of Chinese costumes
they pay attention to in purchase, Jin provided suggestions
for marketing of Chinese costume companies from such three
aspects as market positioning, target market-oriented product
analysis and promotion.

2.2 Cultural Identity
Identity covers a large range of fields and its connotation 

differs greatly in different fields of study. Identity researches 
include ethnic identity, national identity, state identity, 
organizational identity, etc., while the cultural identity is 
the core. Most scholars mainly define cultural identity from 
the angle of psychology, i.e., cultural identity, based on the 
cognition of cultural objects, is expressed through the attitude 
to them and relevant behaviors, and the subjects realize their 
self-extension and self-expression through the identified 
culture. As far as the constitution of cultural identity is 
concerned, Yong et al. argued that cultural identity contains 
three parts, individuals' understanding of culture(cognition), 
emotional recognition (feeling) and their behavioral 
perseverance (behavior) (Yong and Wan, 2003).

Both domestic and foreign empirical studies of cultural 
identity mainly concentrate on the identity of external cultures 
by culture-shifted communities, and identity of the minority 

to their ethnic culture under the impact of mainstream culture. 
Different cultural intersections lead to different cultural 
identity. The most authoritative one is the orthogonal cultural 
identification scale (OCIS) compiled by Oetting and Beauvais 
(1990).

Researches on traditional costume culture are mainly 
qualitative ones and most of them focus on the inheritance 
of traditional costume culture from ethnic groups. From the 
perspective of anthropology, Zhang (2014) conducted a field 
investigation on the inheritance of traditional costume culture 
in families of Miao Minority in the Dehang Village, Aizhai 
Town, Xiangxi Prefecture. He analyzed the inheritance 
content, process and effect of Miao Minority's traditional 
costume culture in the family education, as well as the 
attitude and opinions for costume culture inheritance held by 
educators and the educated in families. Then he proposed a 
rational way of inheriting traditional costume culture of Miao 
Nationality in family education. From the angle of design 
science, He (2012) analyzed the reflection of traditional 
Chinese culture in Chinese costumes, all styles and types of 
Chinese costumes and their correspondence with traditional 
Chinese culture. Besides, he also summarized the common 
characteristics of the essence of traditional Chinese culture 
in ancient and contemporary cotton garment, and the new 
features of contemporary cotton garment. He explored the 
potential new design languages for contemporary cotton 
garment while ensuring the inheritance of traditional Chinese 
culture. 

The subjects of this research are consumers, so the cultural 
identity of traditional costume is defined as follows: based on 
the cognition of traditional costume culture, consumers show 
their identity through their attitude towards the traditional 
costume culture and the relevant behaviors, and meanwhile, 
they realize the self-extension and self-expression through the 
identified culture. 

2.3 Influence of Lifestyle on Cultural Identity
Although there is no literature directly pointing out that 

lifestyle has significant influence on the cultural identity, 
many scholars have indicated that external environment 
affects cultural identity by influencing lifestyle. Studies 
show that the media environment established by Internet 
terminals (computer and mobile phone) influences Yunnan 
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ethnic groups' perception of their own culture, and it 
plays a certain role in destructing their national culture 
identification(Du,2015). Some literature points out that 
the cultural identity of college students is influenced by 
social culture and education factors, their personal factors, 
and interpersonal communications(Yang,2014). The level 
of cultural identity that Uyghur undergraduates show to 
their ethnic culture decreases gradually with the increase 
of their grades. The major factors influencing cultural 
identity are family location and the duration of Chinese 
learning(Dong,2014).

3. DEVELOPMENT AND TESTING OF SCALE

3.1 Development and Testing of Lifestyle Scale
3.1.1 Selection and Revision of Lifestyle Scale
The lifestyle scale of this study was compiled by referring 

to AIO (activities, interests and opinions) lifestyle scale and 
E-ICP (Eastern integrated consumer profile) lifestyle scale. 
According to open interviews and previous researches, 51 
questions were selected in the dimensions of lifestyle-related 
activities (social activities, work), interests (entertainment, 
media, fashion), opinions (on self, future, consumption, 
family and business), which are closely connected with 
consumption behaviors. A pilot survey was performed for the 
preliminary scale. Then, some questions were deleted and the 
remaining 28 ones constituted the formal scale of lifestyle.

All the questions on customer lifestyles scale employ the 
five-point Likert scale for measurement, Likert scale is an 
ordinal scale with five or seven points, reflecting different 
evaluations of respondents level by level. In the lifestyles 
scale, 1 refers to "strongly disagree", 2 "slightly disagree", 
3 "not sure", 4 "somewhat agree", and 5 "quite agree". The 
higher the score, the higher the level of acceptance of the 
respondents for description of the question will be.

The lifestyle scale chose the 25-65 year-olds as the 
objects. To ensure the appropriate gender and age proportion 
in samples, the survey adopted the quota sampling method 
(the proportion of men no less than 40%, and that of 
each age group not lower than 15%). By sorting out the 
questionnaires, a total of 900 questionnaires were issued 
finally and 892 were confirmed to be valid, with the effective 
rate of 99%. The questionnaires were issued and collected 

via a professional questionnaire survey website (http://www.
sojump.com/). During the formal investigation stage, the 
collected questionnaires were screened manually according to 
screening questions, answer time and IP address.

Reliability test results shows that the reliability coefficients 
of both lifestyle scale and cultural identity scale of traditional 
costumes were greater than 0.9. It indicates that the internal 
consistency among all questions of the scale is very high, and 
the data are of good reliability. The validity test shows that 
the significance level of Bartlett's sphericity test is 0 (<0.001). 
It reflects that the data belong to a set of normal distribution, 
all variables are independent of each other, and a further 
factor analysis is very suitable. It was verified that the two 
scales are of good reliability and validity.

3.1.2 Factor Analysis of Consumer Lifestyle Scale
Principal component analysis was employed to extract 

factors. Rotation converged in 6 iterations, and 5 factors 
with the eigenvalue greater than 1 were obtained, explaining 
59.063% of the total variation. Four questions were removed 
as the absolute value of their factor loading was lower than 0.5. 
According the questions contained in each factor, the name 
and explanation of the five factors are as follows: The factor 
1 including 8 questions is named as "family & career" factor, 
mainly reflecting the attitudes towards family and career. 
The factor 2 containing 6 questions is named as "fashion" 
factor, mainly reflecting the passion for fashion. The factor 
3 including 5 questions is named as "traditional cultural 
preference" factor, mainly reflecting the degree of fondness 
for traditional cultural items. The factor 4 containing 3 
questions is named as "conservative" factor, mainly reflecting 
the attitude of unwillingness to change life, job and self. The 
factor 5 including 2 questions is named as "price sensitivity" 
factor, mainly reflecting the sensitivity to prices.

3.2 Revision and Testing of the Cultural Identity Scale of 
Chinese Traditional Costumes

3.2.1 Revision of the Cultural Identity Scale of Chinese 
Traditional Costumes

As there is no existing measurement scale for the cultural 
identity of Chinese traditional costumes, this study compiled 
it by combining Chinese traditional costumes with cultural 
identity according to research needs and the requirements for 
scale development. Then through interviews, some questions 
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3.3 Cluster Analysis of Lifestyle
Cluster analysis was conducted on the sample data using 

K-means algorithm, taking the five factors of lifestyle scale 
as clustering variables. The consumers were finally divided 
into four types based on their lifestyles. Thus according to 
the average scores of lifestyle factors of each cluster and the 
information contained in each factor, each cluster is described 
and named as follows:

In cluster 1, there are 183 samples, accounting for 20.5% 
of the total. The consumers got higher scores for family 
& career factor, fashion factor, and traditional cultural 
preference factor, but lower scores for conservative factor 
and price sensitivity factor. These indicate that the consumers 
of this type have strong sense of responsibility for family, 
wishing to bring happiness to their family through their own 
efforts, and feeling unsatisfied for the comfortable life devoid 
of challenges. Besides, they enjoy Chinese traditional culture 
and they are also concerned with fashion. Thereby they are 
named as the "individualist with preference to tradition". In 
cluster 2, there are 171 samples, accounting for 19.2% of the 
total. The consumers got negative scores for all the factors 
and the lowest score for family & career factor. These reflect 
that the consumers do not hold strong sense of responsibility 
for family and career, neither are they concerned with fashion 
and traditional cultures. Thus the consumers of this type are 
named as the "mean (zhongyong) type lacking interests". 
In cluster 3, there are 224 samples, accounting for 25.1% 
of the total. The consumers got the highest score for family 
& career factor, and the lowest one for traditional cultural 
preference factor. These indicate that the consumers of this 
type are willing to make efforts for their family, but they 
are insensitive to fashion with little interest on traditional 
culture. Therefore, they are named as "rational, conservative 
and family-oriented type". In cluster 4, there are 314 
samples, accounting for 35.2% of the total. The consumers 
got higher scores for price sensitivity factor, fashion factor, 
and conservative factor. It can be seen that these consumers 
are highly concerned with fashion, and insusceptible to the 
surroundings. But they are very sensitive to prices. Thus the 
consumers of cluster 4 are named as the "value-driven pursuer 
of comfortable life".

were adjusted, combined and supplemented, achieving the 
preliminary scale composed of 42 questions. At last, the 
formal scale for cultural identity of Chinese traditional 
costumes composed of 31 questions was formed according to 
the pilot survey.

All the questions on cultural identity of traditional 
costumes employ the five-point Likert scale for measurement, 
where 1 refers to "strongly disagree", 2 "slightly disagree", 
3 "not sure", 4 "somewhat agree", and 5 "quite agree". The 
higher the score, the higher the level of acceptance of the 
respondents for description of the question will be.The 
Cultural Identity Scale of Chinese Traditional Costumes 
chose the same objects as lifestyle scale. 

Reliability test results shows that the reliability coefficient 
of cultural identity scale of traditional costumes is greater 
than 0.9. It indicates that the internal consistency among all 
questions of the scale is very high, and the data are of good 
reliability. The validity test shows that the significance level 
of Bartlett's sphericity test is 0 (<0.001). It reflects that the 
data belong to a set of normal distribution, all variables are 
independent of each other, and a further factor analysis is 
suitable. 

3.2.2 Factor analysis for the cultural identity scale of 
Chinese traditional costumes

Principal component analysis was used to extract factors. 
Rotation converged in 8 iterations, and 4 factors with the 
eigenvalue greater than 1 were obtained, explaining 55.299% 
of the total variation. Four questions were removed because 
the absolute value of their factor loading was lower than 0.5. 
Based on the contents and meaning of the questions contained 
by each factor, the extracted four factors were named: 
The factor 1, including 11 questions, is named as "pride 
recognition" factor, for it mainly reflects the consumers' 
pride and knowledge of Chinese traditional clothing culture. 
The factor 2 containing 8 questions is named as "interest 
& support" factor, as it mainly reflects the expression of 
interest and support for traditional Chinese clothing culture. 
The factor 3 containing 6 questions is named as "etiquette 
consumption" factor. It mainly indicates that consumers 
express etiquette through traditional Chinese clothing culture. 
The factor 4 with 2 questions is named as "style perception" 
factor, mainly reflecting consumers' perception of the style of 
traditional Chinese clothing.
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4. RESEARCH MODEL AND RESEARCH 
HYPOTHESIS

According to factor analysis and cluster analysis of 
lifestyle, the research model of Lifestyle-Traditional Costume 
Cultural Identity is shown as Figure 1:

To sum up, we can come up with the following hypotheses:
H1: Consumers of different types have significant 

differences in cultural identity of traditional Chinese costume.
H2: Consumers of different types have significant 

differences in the pride cognition for traditional Chinese 
costume.

H3: Consumers of different types have significant 
differences in the style perception for traditional Chinese 
costume.

H4: Consumers of different types have significant 
differences in the interest and support for traditional Chinese 
costume.

H5: Consumers of different types have significant 
differences in the etiquette consumption for traditional 
Chinese costume.

5. RELATIONSHIP BETWEEN LIFESTYLE AND 
CULTURAL IDENTITY of TRADITIONAL COSTUME

5.1 Analysis on differences of cultural identity of 
traditional costume by various consumers

Through averaging and one-way ANOVA, we analyzed 
the differences of cultural identity of traditional costume in 

the four consumer clusters. Table 1 shows that the average 
scores of cultural identity of traditional costume had 
significant difference between the consumers of varying types 
of lifestyles (p=0.000<0.05). It reflects that the consumers 
of each cluster have distinctively different attitude on the 
traditional costume.

According to the average score of cultural identity of 
traditional costume in each cluster, it can be seen that the 
cultural identity for traditional costumes by all types of 
consumers was relatively high. Specifically, the consumers 
of cluster 1 held the highest cultural identity, while those of 
cluster 2 held the lowest cultural identity. It indicates that the 
former were most active for the traditional costume, while 
the latter were least active. To further study how all types 
of consumers differ from each other on the cultural identity 
of traditional costumes, another ANOVA was performed by 
using the former factor analysis results of cultural identity 
scale. The ANOVA results are shown in Table 2.

It can be seen from Table 2 that for all types of consumers, 
the P values of pride recognition factor, style perception 
factor, interest & support factor and etiquette consumption 
factor in the cultural identity scale of traditional costumes 
were less than 0.05. It indicates that all types of consumers 

Table 1. One-way ANOVA on the cultural identity of traditional costume in 
each cluster

Figure 1. Research Model

Table 2 ANOVA on all factors concerning the cultural identity of traditional 
costumes in each cluster
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were different from each other on the four factors. According
to the average scores of each type of consumers in four factors
concerning the cultural identity of traditional costumes, it
can be seen that the consumers of cluster 1 got higher scores
on interest & support factor, etiquette consumption factor,
and pride recognition factor; the consumers of cluster 2 got
negative values for all the four factors; the consumers of
cluster 3 got the highest score on the pride recognition factor,
and negative scores for the rest; the consumers of cluster 4
got highest score on the interest & support factor.

5.2 Results and Discussion
By the factor analysis of lifestyle scale, five factors were 

extracted, namely "Family & Career", "Fashion", "Traditional 
Cultural Preference", "Conservative" and "Price Sensitivity". 
Then cluster analysis was performed based on these factors. 
Consumers were thus divided into four types, "individualist 
with preference to tradition" "mean type lacking interests", 
"rational, conservative and family-oriented type", and "value-
oriented pursuer of comfortable life". This classification is 
close to that in the study of Bi (2009) and Pan (2009). In 
the former lifestyles were divided into rationally pursuing 
career, quiet and well-off life, pursuing fashion and 
enjoyment, realistic life, and traditional and conservative life. 
In the research of Pan (2009) on the influence of lifestyle 
and perceived value on the buying behaviour, lifestyles 
were classified into pursuing fashion, mean and reserved, 
perfectionistic, aggressive, and advocating freedom. It can be 
seen that the classification of lifestyles is consistent with the 
basic situation of consumers.

The analysis of variance indicates that all types of 
consumers greatly differed from each other in the cultural 
identity of traditional costumes, and thus it proves the 
hypothesis proposed formerly. That is, the lifestyles of 
consumers have effect on the cultural identity of traditional 
costumes. Specifically speaking, the consumers belonging to 
the "individualist with preference to tradition" obtained the 
highest score in the cultural identity of traditional costumes, 
followed by those belonging to the "value-driven pursuer of 
comfortable life". And the mean consumers lacking interests 
got the lowest average score. These show that consumers had 
a high cultural identity for traditional costumes on the whole.

From the analysis of the four factors of cultural identity 

for traditional costumes, the consumers belonging to the 
"individualist with preference to tradition" got relatively 
higher scores in "pride recognition", "interest & support" and 
"etiquette consumption" factor. Especially on the "etiquette 
consumption" factor they got the highest score. Consumers of 
this type pay more attention to fashion with high preference 
to traditional culture, and they are not sensitive to prices. 
Thus they become the loyal consumers of such products 
because of their proneness to purchasing traditional costumes. 
The consumers belonging to the "value-driven pursuer of 
comfortable life" had a higher score in "interest & support" 
factor and the highest score in "style perception" factor. 
This type of consumers pay much attention to fashion, but 
they are sensitive to price. Thereby, they are quite willing 
to buy traditional costumes, but the price and fashion 
element will impede their consumption. To enhance their 
consumption intention, fashion elements should be integrated 
with the traditional costumes through constant innovations. 
"rational, conservative and family-oriented" consumers got 
a higher score in "pride recognition" factor but a low score 
in "etiquette consumption" factor. Consumers of this type 
have ordinary incomes, pay little attention to fashion, and are 
family-oriented. Thus they just like traditional costumes, but 
seldom purchase them. To transform these consumers into the 
loyal ones of traditional clothes, relevant companies need to 
carry out marketing activities. The mean consumers lacking 
interests have low cultural identity for traditional costumes, 
which shows that these consumers pay little attention to 
fashion or Chinese tradition.

6. CONCLUSION

Based on the literature study of lifestyles and cultural 
identity for traditional costumes, this article conducted 
empirical research on the effect of consumer lifestyles on 
the cultural identity of traditional costumes, and reached the 
following conclusion:

(1) By referring to previous research and combining the 
relevant characteristics of traditional Chinese costumes, 
this article explored the psychosocial mechanisms on how 
lifestyles affect the cultural identity of traditional costumes, 
and constructed the theoretical model. The consumer lifestyle 
scale and the cultural identity scale of traditional costumes 
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were finally formed. The empirical research proves that 
these two scales are of good reliability and validity, and the 
theoretical model that consumer lifestyle has effect on the 
cultural identity of traditional costumes is tenable.

(2) Through the factor analysis of lifestyle scale, five 
factors were extracted, i.e., "family & career", "fashion", 
"traditional cultural preference", "conservative" and "price 
sensitivity". On this basis the cluster analysis was conducted. 
Consumers were thus divided into four types, "individualist 
with preference to tradition", "rational, conservative and 
family-oriented type", "value-driven pursuer of comfortable 
life", and "mean type lacking interests".

(3) Through the factor analysis of the cultural identity scale 
of traditional Chinese costumes, four factors were extracted, 
i.e., "pride recognition", "interest & support", "etiquette 
consumption" and "style perception".

(4) On the whole, most consumers have high cultural 
identity for traditional costumes, but consumers of varying 
types differ greatly from each other in this point. Specifically, 
the consumers belonging to the "individualist with preference 
to tradition" have the highest cultural identity for traditional 
costumes, followed by those belonging to the "value-driven 
pursuer of comfortable life". The consumers belonging to the 
"mean type lacking interests" have the lowest cultural identity 
for traditional costumes.
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Abstract

The study explored consumers’ understanding process on Cooperate Social Responsibility (CSR). By incorporating theories on brand image and consumer-

brand relationships, with a focus on how CSR actions impact these conceptual constructs, this study investigated how Chinese and U.S. consumers perceive 

CSR and to what extent they are cognizant of CSR actions. Personal Mind Mapping (PMM) research method was employed with twenty consumers in U.S. and 

seventeen consumers in China. Results indicated significant differences in consumers’ understanding process on CSR actions between the two countries. Both 

U.S and Chinese participants revealed a lack in information on CSR related concepts. Transparent and proactive CSR practices are needed to get consumers’ 

trust. It was showed that consumers were interested in sustainability and they wanted to contribute to sustainability too. This study suggests government, media 

and academics could consider educating consumers about CSR information to urge companies’ sustainability. Global brands may consider to have various 

channels help consumers know the CSR information according to different cultureK

Key words: Corporate social responsibility (CSR), Personal meaning mapping (PMM), Cross-cultural, Consumer behavior, Brand image
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1. INTRODUCTION

Corporate Social Responsibility (CSR) is becoming 
an important and increasing issue for both business and 
academic industries (Snider, Hill & Martin, 2003). CSR 
can be used as an instrument to improve brand image and 
impact consumers’ purchase intentions (Sen, Bhattacharya & 
Korschun, 2006). Particularly in the apparel industry, the goal 
of longevity has led to an intense scrutiny over economic, 
environmental, and social impacts within the industry 
(Allwood et al., 2006). Today’s young consumers demand 
companies to be sustainable and to strive more toward 
sustainability. Increasing consumer interest in sustainability 
and CSR is leading consumers to either reward or punish 
companies/brands accordingly based on their CSR practices 
(Loussaïef et al., 2014). In this light, CSR has emerged as an 
effective way for firms to create favorable attitudes among 
consumers. Neglecting CSR is a strategic mistake since 
consumers are likely to provide positive response when a 
certain brand exhibits good social behavior (Gupta & Pirsch, 
2008; Castaldo et al., 2009). 

In reality the CSR actions of most companies are reactive, 
which means they only show concern about CSR when their 
reputations suffer. Reactive CSR behavior could irreversibly 
damage or change a company brand image (Gupta & Pirsch, 
2008). Additionally, most of sustainable actions need a 
long time to show any fruition. Companies have to readjust 
their CSR strategies to respond to consumer demands for 
sustainability, in turn, make positive impacts on brand image. 
TOMS is a good example on responding consumers’ demand 
on sustainability. Even it is still a “for-profit business.” TOMS 
has noticed consumers becoming more conscious about their 
spending. They understand consumers are willing to spend 
money on goods that are stylish but also have a positive 
impact in the world. By giving customers a story, TOMS 
makes buyers feel good about their purchase and want to tell 
their friends. TOMS has a positive brand image and creates 
word of mouth among consumers. TOM’s CSR strategy 
has helped other companies to polish their reputations as 
good corporate citizens, while at the same time making 
considerable profit. Tom’s has created a self-feeding loop 
to achieve a long term sustainable goal. Another example 
is NIKE. NIKE has experienced many issues regarding fair 

labor and manufacturing standards in the 1990s. NIKE was 
considered a poster child for corporate villainy stemming 
from sweatshop labor practices in Southeast Asia factories. 
This scandal had a huge negative impact on consumers’ 
perceptions of the brand. As a response, Nike began to 
monitor working conditions in factories that produce their 
products. By installing a code of conduct for their factories 
and developing monitoring system, Nike is able to create 
a better working environment in production (Bernstein, 
2004). Now it has over 90 people employed in CSR positions 
and invests heavily in independent third party audits of its 
suppliers (Bernstein, 2004). Nike has charted a very different 
course in corporate citizenship and reshaped their CSR 
strategy. 

In addition, although more and more consumers today 
expect companies to be sustainable, there is still a huge gap 
between expectation and reality. Through media attention 
and technological advancements, the public could have more 
chances to access information regarding a broad range of 
CSR behaviors (Wagner, Lutz & Weitz, 2009). On the other 
side, firms also want to represent their engagement in CSR 
in order to increase their brand image and distribute positive 
information to stakeholders. It is found that some brands 
pursue a reactionary strategy by deploying CSR initiatives 
soon after the irresponsible behavior is revealed (Ricks, 
2005). While other firms take proactive approaches to do 
more than what is required prior to the problem. Research has 
indicated that consumers respond more favorably to proactive 
CSR (Becker-Olsen, Cudmore, & Hill, 2006; Wagner, Lutz 
& Weitz, 2009). Although some firms are less likely to move 
towards proactive CSR, they still pay enough attention to 
satisfy consumer demands at a superficial level. The bottom 
line of profits is still the most sought after business goal.

Most research in this field tends to stand from a corporate 
view while less research adopts the consumer perspective 
(Gupta & Pirsch, 2008; Swaen & Chumpitaz, 2008; 
Ramasamy & Yeung, 2009). Additionally, most research 
focused on CSR tends to explore consumers’ perception 
by qualitative approaches [in-depth interview] or analyze 
consumers’ responses through quantitative approaches [survey 
or experiment]. However, this research is limited when 
measuring how a specific learning experience uniquely affects 
each consumer’s understanding or meaning-making process 
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on CSR actions. In this exploratory study, both corporate and 
consumer perspectives are integrated, with an emphasis on 
consumer perceptions through Personal Meaning Mapping 
(PMM). PMM is a developed data collection technique that is 
often a comingling of qualitative and quantitative approaches 
and could help to achieve the research goal (Adams, Falk, & 
Dierking, 2003, p. 22). This study, mainly from consumers’ 
perspective, adopts PMM technology to explore consumers’ 
learning and understanding processes of CSR actions. 

Empirically, this research focused on young adult 
consumes in the United States and China, both of which were 
selected for their importance in the global apparel market 
and for comparative purposes. In the cross-cultural context, 
differences in the cultural environment, stages of economic 
development, and political systems could impact consumers’ 
understanding processes of CSR actions (Burton et al. 
2000). Multinational apparel companies often need to craft 
CSR management for country-specific conditions in order 
to design operation and marketing strategies (McWilliams, 
Siegel & Wright, 2006). Previous studies have confirmed 
cultural differences between American and Chinese consumer 
behavior with regard to consumer lifestyles (Sun, Horn & 
Merritt, 2004) and green purchasing behavior (Chan & Lau, 
2002). Moreover, young adult consumers were selected since 
this consumer group has increasing commercial worth and 
they usually exhibit high social consciousness and sustainable 
awareness as they have a concern for social causes and 
activism. (Kruger & Mostert, 2012). Young adult consumers 
are also seen as educated, critical, and demanding consumers 
(Sheriff & Nagesh, 2007). Second, young adults are also 
increasingly brand conscious and exhibit strong brand 
relationships (Sahay & Sharma, 2010).

Currently there is limited research regarding specific CSR 
actions that affect brand image and the retailer-consumer 
relationships, particularly on the cross-cultural comparison 
of the full understanding of the research process and the 
digesting of the information presented to participants. This 
research look to add new insights regarding this issue.  

2. LITERATURE REVIEW

The apparel industry is often recognized as the stepping-
stone to industrialization as apparel products may initially be 

produced at home and then, with the influx of minimal capital, 
produced in factories (Mamic, 2004). Apparel production 
is labor-intensive, requiring few skills, and those that are 
required can be learned on the job (Mamic, 2004). Generally, 
as economies become more industrialized and wage pressures 
increase, the apparel industry declines in importance and 
countries focus on developing more sophisticated industries 
such as electronics, computers, and automobiles (Mamic, 
2004, p. 149). Therefore, apparel industry supply chains 
have migrated to developing countries that offer lower wage 
rates, quality, and speed to market (Ha-Brookshire, 2014). 
Typically these countries are characterized as having a lack 
of government enforcement of national and international 
labor laws due to resource constraints, lack of infrastructure, 
fear of losing foreign direct investment, and corruption. This 
consolidation leads to increased risk for retailers and makes 
them easy targets for campaigns that can seriously damage 
their brands and reputations. Simultaneously, consumers pay 
more attention to apparel industries these days especially 
fast fashion brands. They would seek to some brands more 
sustainable (Ha-Brookshire, 2014). 

Particularly, the CSR action of Gap Inc. was selected for 
this study to provide the business context necessary within 
this research. Gap Inc. is an American apparel company 
headquartered in San Francisco, founded in 1969 by Don 
and Doris Fischer. Gap Inc. houses within it the additional 
brands of Gap, Banana Republic, Old Navy, Athleta, and 
Intermix (GAP Inc., 2015). In 2016, GAP Inc.’s market cap is 
valued at 9.93 billion dollars (Yahoo Finance, 2016). Having 
an over 45-year history with over 130,000 employees, they 
currently operate in 8 countries and have franchises in 24 
countries (GAP Inc., 2015). Gap Inc. has the resources and 
motivation to invest in a CSR program that enhances the 
external public image for the company as well as for the 
stakeholders. In Gap Inc’s annual social & environmental 
responsibility report (2012), it shows that the main tenant 
of Gap Inc’s CSR program is the idea that the investment in 
community, stakeholders, employees, and shareholders leads 
to a collective benefit for everyone. Gap Inc. is an example 
of a company trying to leverage its business and assets to 
help innovate for social challenges. Every year, along with 
its corporate annual report, Gap Inc. publishes a separate 
accompanying report and statement regarding its CSR 
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program. Their CSR program is divided into three main foci.
First, the supply chain; which includes factories, vendors,
suppliers and the distribution channels to market; the second
includes environmental impact; and third includes community
and charitable giving (Gap Inc. 2012).

Unfortunately, outside of GAP Inc’s well laid plan, there
are many problems in their actual CSR practices. In 2010,
the dark side of the industry was exposed with the fire at a
garment factory north of Dhaka, the capital, killed at least
20 people and injured dozens in Bangladesh. After years of
dodging reforms, fierce public pressure finally compelled
global retailers to invest in safety upgrades in order to prevent
future tragedies. It was found that GAP Inc. outsourced from
these particular sweatshops (The New York Times, 2010).
In response to several tragedies happened in suppliers of
third-world countries, GAP Inc. has started a parallel safety
initiative (Ahmed, 2013). In partnership with 20 other brands,
the Alliance for Bangladesh Worker Safety was created
with the hope to offer improved safety and better working
conditions for factory workers. Through a series of CSR
actions, GAP Inc. wanted to show their commitment to taking
action in order to improve the lives of garment workers
in Bangladesh and their factories. However, many have
dismissed the Gap Inc. initiative as simply a public relations
exercise and reactive CSR actions (Ahmed, 2013). In this
light, GAP Inc. has provided the necessary business context
to analyze consumers’ understanding process of CSR actions
through exploring young adult consumers’ awareness and
perceptions of CSR actions.

 
2.1 Theoretical framework

In order to explore specific learning experiences of an 
individual’s understanding of the process regarding CSR 
actions, two theoretical perspectives were used in this study, 
CSR concept and consumer perceptions, and CSR and brand 
image and consumer–brand relationships. 

The first perspective is CSR concept and consumer 
perceptions. This study obtained the understanding of the 
CSR–consumer relationship by investigating how consumers 
perceive CSR and to what extent they are cognizant of CSR 
actions. In 2001, the European Commission defined CSR as “a 
concept whereby companies decide voluntarily to contribute 
to a better society and a cleaner environment.” Carroll and 

Buchholtz (2014) broadens CSR by composing four inter-
related dimensions: economics, law, ethics, and philanthropy. 
The core characteristics of CSR are the essential features 
of the concept that tend to get reproduced in some way in 
academic or practitioner definitions of CSR. These are the 
main aspects around which the definitional debates tend to 
center. Crane, Matten and Spence (2008) summarized six 
core characteristics of CSR including: voluntary, internalizing 
or managing externalities, multiple stakeholder orientation, 
alignment of social  and economic responsibili t ies, 
practices and values, and beyond philanthropy. CSR can 
help companies to find ways to realize actual sustainable 
processes and strategies in addition to their central role in 
global economic and financial stability. In this respect, CSR 
is a business approach that considers how firm activities 
impact society and that companies have a broader range of 
obligations besides just economic and financial, taking into 
account also legal, ethical, and philanthropic responsibilities 
(Costa & Menichini, 2013).

Consumers' perceptions of the underlying motivations 
for CSR actions may drive their evaluations of the firm and 
impact beliefs, attitudes, and intentions (Becker-Olsen, 2006). 
In this particular study regarding consumer perception of 
CSR actions, there is limited research. However, despite the 
limited knowledge, scholars consider consumer awareness 
of CSR to be a precondition to rewarding ethical businesses’ 
behavior (David, Kline & Dai, 2005). CSR awareness is 
defined by Pomering and Dolnicar (2009) as an independent 
variable in explaining purchase behavior. In addition, 
consumers’ product evaluations and behavior intention can be 
moderated by CSR awareness (Mohr, Webb  & Harris, 2001; 
Klein & Dawar, 2004). Despite previous studies that show 
consumer awareness and perceptions are very important for 
CSR research, it is still not clear how consumers understand 
CSR actions, how to influence their purchase behavior, and 
how retailers could take advantage of this understanding to 
contribute to their individual CSR strategies.  

CSR communication of retailers is needed to be of focus. 
By understanding how they communicate their strategies 
it could help both researchers and consumers to have a 
better understanding of specific consumer perceptions. 
Some scholars think that challenges lie within respect to the 
communication of CSR (Mohr, Webb  & Harris, 2001). From 
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the case of GAP Inc. literature has found that companies fail 
to communicate their CSR actions effectively, and therefore 
produce weak consumer response (Ahmed, 2013). Because of 
this, this study assumed consumers could not trust GAP Inc’s 
commitment to making changes post the fire tragedy. Even 
companies themselves have noticed that they themselves 
are responsible for low CSR awareness among consumers. 
However, it is still very hard for retailers to create a suitable 
communicative link between CSR actions and improving 
brand image or companies’ reputations.

The complexity of global supply chain management has 
resulted in an increased number of incidences involving 
socially irresponsible behaviors (Amaeshi, Osuji & Nnodim, 
2008). The attention given to large firms (i.e. from the media 
and consumer ‘‘watchdog’’ groups) means that any such 
behavior is quick to reach the public. In order to mitigate 
the effects of this negative information, some firms pursue 
a reactionary strategy by deploying a CSR initiative soon 
after the irresponsible behavior is revealed (Ricks, 2005). 
As a result, more companies are likely to pursue proactive 
CSR strategy to avoid negative information and irresponsible 
behavior. It is indicated that consumers have more positive 
attitudes toward proactive CSR actions. This research focuses 
on GAP Incs reactive actions in order to give insights of how 
consumers evaluate these reactive actions. 

In addition, brand image of the consumer can be 
impacted by CSR in the early stages of forming opinions. 
Swaen and Chumpitaz (2008) demonstrate that, assuming 
consumers perceive CSR actions, there can be an impact 
on brand image and trust. CSR actions could help to shape 
or identify the relationship between brand and consumers. 
Through successful CSR strategy, companies might be able 
to differentiate themselves from competitors and build their 
own competitive advantages (Currás-Pérez, Bigné-Alcañiz 
& Alvarado-Herrera, 2009). In addition, CSR could be 
considered as a part of brand positioning to help companies 
improve brand loyalty and obtain long-term advocates among 
target markets (Du, Bhattacharya & Sen, 2007). Furthermore, 
from a retailers’ perspective, Gupta and Pirsch (2008) studied 
how effective CSR programs positively influence store 
image and concluded that a “retailer's ability to offer up-to-
date products and relevant selections in conjunction with 
their ability to do so in socially responsible way are both 

important in determining consumer's retail store image and in 
contributing to the consumer's overall level of satisfaction and 
loyalty toward the store.” Brand relationship theory suggests 
that consumers do not solely pay attention to utilitarian or 
functional motives, but also to emotional and identity-fit 
motives. If companies want to strengthen this relationship and 
improve brand image, they could employ appropriate CSR 
actions as an assistant to future strategy.

Moreover, country-level differences regarding consumers’ 
CSR perceptions have been reported. Singh and Del 
Bosque (2008) found that Spanish consumers had a higher 
expectations for CSR actions compared to UK consumers. 
US consumers more focused on legal and economic 
responsibilities than consumers in France and Germany 
(Maignan, Ferrell,  & Hult, 1999).  However, there are 
limited research on direct comparisons between US and 
Chinese consumers’ understanding and perceptions on CSR 
actions. Wong, Long, and Elankumaran, (2010) surveyed 
American, Chinese and Indian consumers. American and 
Indidan respondents attached more importance to the 
noneconomic aspects of social responsibility than Chinese 
respondents. Chinese consumers were more accepting of 
making facilitating payments to get things moving. Chinese 
apparel market is a highly competitive market and undergoing 
a significant change since the open-door policy was launched. 
Multinational apparel companies have to consider these 
changes and make business decisions with CSR implications 
accordingly (Wong, Long, & Elankumaran, 2010). In this 
light, Chinese consumers may have a different understanding 
process from US consumers which was explored in this study. 

3. METHOD

To achieve the research goal, PMM research method was 
employed in this research. Mind Mapping is a technique 
used to capture such things as ideas, themes, concepts and 
tasks in an illustrative format (Buzan, 1993). The mind map 
begins with a central concept such as a word or image being 
placed in the center of as sheet of paper, with sub-headings 
or related themes branching off. Individual participant could 
develop their own way of using shapes, colors, lines or 
symbols in their Mind Mapping. Participants then convert the 
information into a combination of written, diagrammatic and 
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Participants were then given the opportunity for revision of 
ideas and thoughts recorded in the first round using a different 
color of ink. An in-depth interview was conducted at the 
completion of this process. The interview took approximately 
5 minutes. In the interview participants were asked to briefly 
explain his/her own personal meaning mapping content and 
process. The data was then transcribed and analyzed for 
recurring themes. Figure 2 shows the final figure that lays 
out what was said by one participant. The purple color shows 
the first round mind mapping results, while the pink color 
shows the second round mind mapping results. Additionally, 
in China, the entire mind mapping and interviews were 
conducted in Chinese. The transcripts were transcribed in 
Chinese initially. Then the research team translated the entire 
transcriptions into English. The English version was then 
back-translated into Chinese to ensure the quality of Chinese-
to English translation. The English-transcribed data were then 
used for further data analysis.

4. RESULTS

graphical representations allowing related themes to be linked 
on both paper and in their mind (Buzan, 1993). It is this lack 
of rules that makes creating PMM an easy and natural method 
of organizing and visualizing complex data, such as research 
methods, and the interactions among the data. Furthermore, 
PMM can also help people learn concepts better than 
traditional linear formats and note taking (Farrand, Hussain, 
& Hennessy, 2002). 

A convenience sample of 13 American participants and 15 
Chinese participants was drawn from the population of young 
adult consumers. Participants were recruited by flyers and 
in an apparel marketing class at two countries. The sample 
was composed of fifteen males and thirteen females aged 19-
27. Data was collected from April 2014 to September 2015. 
Each participant took approximately 60 minutes to finish the 
entire personal mind mapping exercise and was conducted at 
the shopping malls and apparel marketing classrooms in both 
China and US. 

Two rounds of data collection were conducted and 
recorded with the participants' permission. Upon receiving 
instruction, participants were asked to translate their idea 
onto a blank sheet with three preselected words, Bangladesh 
Fire, Corporate Social Responsibility, and Brand Image (see 
Figure 1.). In the first round, participants were given several 
news pictures showing a tragic fire that happened in a factory 
that was a supplier to Gap Inc. in Bangladesh. Participants 
were then asked to write words, ideas, images, phrases, or 
relationships on the piece of paper containing the three one-
word prompts (Bangladesh Fire, CSR and Brand Image). 
In the second round, participants were given excerpts of 
Alliance for Bangladesh Worker Safety that showed CSR 
actions taken in Bangladesh’s garment sector by Gap Inc. For 
example, “The Alliance aims to achieve its goal of a safer 
RMG industry in Bangladesh by focusing efforts in through 
five strategic pillars: Standards & Inspections, Remediation, 
Worker Empowerment, Training, and Sustainability...” (From 
Alliance for Bangladesh Worker Safety website and GAP Inc. 
sustainability report).

Figure 2. An Example of Mind Mapping Responses

Figure 1. Bubble diagram
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Brand consciousness were also showed in the research. In the
second round, only 6 Chinese participants and 3 American
respondents thought that it was good to see GAP focused
on improving and doing better. However, most respondents
thought GAP Inc’s CSR actions were inefficient and invalid.
GAP Inc should initiate relevant regulations prior to the fire
accident. One respondent reported “Better than nothing—
still haven’t earned trust back.” In sum, if CSR actions were
contributing to a better world and adding value to consumers
and promoting development in Third World countries with
true commitment, it tended to improve the brand image.
However, if brand image has already damaged, it would
be hard to be recovered. Compared to Chinese consumers,
American consumers showed more strongly negative
perception on brand image. In addition, an interesting view
reported “Consumers will forget the fire later because the
company didn't do bad things to consumers.”

(3)The understanding process of CSR concept and actions
by consumers

In the first round, both Chinese and American participants
revealed a lack in information about CSR actions. Some
consumers felt sad and shocked by this tragedy. However,
they didn’t know the relationship between CSR actions and
the tragedy. Especially, 10 out of 15 Chinese participants
expressed that they have never seen and even heard any
CSR activities in their daily life. There was one Chinese
respondent even reported that workers didn’t care and should
learn how to protect themselves. Most respondents showed
that they were not familiar what companies could do about
this tragedy. In the second round, after reading the GAP
sustainability report, they were educated by CSR actions that
taken by the company. Participants reported that they wanted
more CSR communications. They didn’t know how they
could gain the relevant information by themselves. Moreover,
most of participants desired more CSR efforts with a stronger
sense of social responsibility to supervise brands.

5. DISCUSSION AND CONCLUSIONS

Perceived corporate motivation is likely to influence 
consumers' attitudes towards firms and their social initiatives 
(Piacentini, MacFadyen & Eadie, 2000). Although the act of 
supporting a social initiative may seem to be a public serving 

By us ing PMM method,  th is  s tudy obta ined an 
understanding of the transformation process of each 
participant on CSR actions. 

(1)Consumers’ perception of CSR actions 
In the first round, consumers questioned GAP Inc’s 

engagement in CSR. Of the all participants, 25 out of 28 
showed a negative attitude to GAP’s CSR actions. “Lack 
of responsibility, ownership, irresponsible retailers, poor 
organization, and bad supervision.” These words were used 
by consumers to describe their attitudes. 20 out of 28 had 
concerns of the working condition in apparel factories. One 
participant thought that, at core, every organization needs to 
consider CSR. Manufactures definitely need to think this as 
a basic corporate human responsibility. Buyers are equally 
responsible to get this executed and also maintain in long run. 
Some participants pointed out that medias and government 
also have the responsibility to avoid this kind of things 
happened again. 

In the second round, only a few respondents showed that 
the actions GAP Inc is taking are good and they are glad to 
see GAP Inc making a whole team involved and started to be 
improved. However, even after respondents saw the history of 
Gap Inc’s engagement, they complained the lack of visibility 
of Gap Inc's CSR communication efforts. 10 out of 13 
American participants expressed that they didn’t want to seek 
these reactive CSR actions. One respondent pointed that CSR 
needs to be a continuously engaging process, with proactive 
participation. She heated, when companies advertise hugely, 
why they fail to realize, that they are still being reactive, and 
nothing to advertise in that. Some Respondents thought that 
it was a marketing strategy to start to improve reputation by 
GAP, not a true sustainability. In contrast, however, 6 out 
of 15 Chinese consumers showed positive attitude to GAP 
Inc’s CSR actions. For example, one participant thought 
even though it is a reactive CSR action, it still reduces his 
skepticism. 

(2)Impact of CSR actions on brand image 
In the first round, 28 out of 28 responses showed 

Bangladesh Fire had a negative impact on GAP’s brand 
image. Participants felt disappointed with GAP Inc and could 
not believe it happened to such a widespread brand "GAP". 
One respondent thought if GAP Inc wants to get public 
praise they really need to pay attention to their CSR actions. 
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action, consumers' perceptions of the underlying motivations
for the act may drive their evaluations of the firm and impact
their beliefs, attitudes, and intentions. Compared to reactive
CSR actions, the proactive companies acted largely as a
result of consumer pressure and to a lesser extent by public
pressure groups (Piacentini, MacFadyen & Eadie, 2000).
It appears that customer pressures are a very important
motivator. Proactive organizations might meet the highest
standards across all markets, thereby eliminating the risk of
criticism of considering one situation to be less worthy than
another (Polonsky & Jevons 2009). Based on the two rounds
mind mapping, this study showed consumers expected more
proactive CSR actions rather than reactive CSR actions.
Consumers viewed proactive companies more favorably.
Without the training to help workers understand life safety
and building safety, the effective management systems, and
the strict factory inspections, Bangladesh Fire was almost an
inevitable tragedy. Husted (2005)’s research also indicated
that proactive CSR creating the option to call upon the
support and resources of stakeholders occurs in times of
crisis. It can be hypothesized that the more proactive the CSR
projects of the firm, the lower the ex-ante downside business
risk of the firm (Husted 2005). Fashion companies could
consider about choosing proactive CSR strategy to improve
their brand image and reduce business risk, especially, in
U.S. market since the American consumers perceived higher
concerns on reactive CSR actions than Chinese Consumers.

The results showed that CSR actions could affect
consumer attitudes on brand image and the relationships
between consumers and fashion retailers. Both US and
Chinese consumers questioned fashion retailers had a true
engagement in CSR.  They didn’t have enough knowledge
about CSR actions, especially Chinese consumers. Specially,
human responsibility was a concept that young adult
consumers have been aware of in both countries. Human
responsibility means the company deals with suppliers who
adhere to principles of natural and good breeding and farming
of animals, as well as fair and positive working conditions
and work-place environments for their own employees
(Maresca, 2000). Although, in this study, it was showed that
they were interested in sustainability and wanted to contribute
to the world where we live and work, consumers lacked
enough knowledge about human responsibility. They rarely

searched for information actively on websites, where most 
companies publish their CSR reports. Consumers generally 
obtained information about CSR actions by public media 
or observing in stores. Dawkins and Lewis (2003) reported 
that in UK 87 percent of consumers indicated that they 
wanted companies to spend more money on communicating 
their CSR activities with stakeholders, with 15 percent of 
all consumers being happy for the organization to spend 
significant amounts to inform consumers. Only 7 percent 
of consumers said that companies should allocate no funds 
to communicate CSR activities with consumers. In this 
research, the findings showed US consumers demanded more 
proactive communication on companies’ CSR values, or even 
having more CSR-focused communication strategies. By 
comparing two rounds mind mapping, additional information 
provided in the second round had raised CSR awareness 
among consumers, eventually had strengthen the relationship 
between consumers and fashion companies. In this light, 
Companies may consider to increase investment in CSR 
communications to improve their brand image. Fashion 
retailers may also consider to communicate with consumers 
by multiple channels instead of only posting the progress on 
their official websites. 

In addition, building trust is also very import. It was found 
respondents didn’t trust GAP’s commitment. However, trust 
is one important dimension contributing to the consolidation 
of retailer brand image and consumer-brand relationship (e. 
g. Swaen & Chumpitaz, 2008; Currás-Pérez, Bigné-Alcañiz, 
& Alvarado-Herrera, 2009). If companies want to gain more 
supports from U.S. and Chinese young adult consumers in the 
future, they need pay attention to building trust.

Moreover, personal mind mapping was first employed 
in sustainability research and gave several valuable 
findings which could help fashion companies have a better 
understanding of CSR actions from consumers’ perspective. 
In addition, the findings may suggest that more cultural 
aspects need to be added into the CSR communication 
strategies. 

Furthermore, transparency is necessary in CSR practices 
to get consumers’ trust. Since building and managing brands 
through CSR actions are challenging, the findings suggest 
apparel retailers might want to commit to proactive practices 
rather than reactive practices. Government, media and 
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academics could also consider educating consumers about 
CSR information to urge companies’ sustainability. Further 
research opportunities could include empirical studies of 
consumers’ perception on CSR actions by applying more 
samples without focus on particular brands. Exploring the 
probably channels that consumers know the CSR information 
from could also be considered as a research opportunity.
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Abstract

This paper will report and evaluate the pedagogical experiences of implementing a global classroom initiative between Drexel University, Philadelphia, US 

and City University of Hong Kong. In view of the increasing need to prepare undergraduates for the global workplace and a professional life that will operate 

increasingly in a digital mode, a cross-institutional course in Fashion Communication was devised and implemented. The intention was to activate an effective 

collaborative classroom experience beyond merely exchanging situated experiences and projects to active cooperation where students would interact across 

the globe and complete a project founded on input from both sides, facilitated by trialling various communication technologies.  Using various educational and 

business technologies to facilitate the teaching and learning process and the global connections, including, the Wimba Live Classroom, BB Collaborate, Skype, 

Facebook, and Tumblr, groups of students in each city are partnered with their global peers to plan and promote a new fashion brand in an allocated zone in 

each others’ city. The student teams are tasked with researching and creating a retail space and promotional plan in the foreign city, whilst simultaneously 

operating as the agents of the respective team in their home city. The paper will document and analyse the lifecycle of the course from preparation through 

to group presentation of the projects.  It will also evaluate the application of various technologies used in terms of their efficacy in enhancing teaching and 

learning. In addition, it will assess to what extent the expected student outcomes were fulfilled, including the enhancement of inter-cultural awareness, 

development of independent learning and research skills and application and mastery of technology for communicative purposes and completion of 

assignments. Findings based on instructor observations and student course evaluations will be used to illustrate the points made. 
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1.CONTEXT

With the increasing need to prepare our students for a 
global workplace and professional life, this global classroom 
initiative intended to align the learning input with industry 
needs using experiential learning through the use of 
technology as a third space for transglobal, intercultural co-
learning to facilitate a core assignment for students from 
2 higher education institutions situated in Hong Kong and 
North America. 

In the global academy ICT and visually-oriented 
technologies are increasingly being used in the higher 
education classroom for teaching and learning purposes 
representing a pedagogical paradigm shift and providing a 
multi-modal extension to traditional means of knowledge 
delivery and engagement in the increasingly portable (Arnett, 
2012) higher education classroom. Today’s ‘millenial’ 
generation of digital natives (Prensky, 2001) are seemingly 
‘always on’ using digital technology and social media 
platforms to communicate throughout their daily lives which 
has impacted on their expectations for interaction with 
and within the educational institutions (Joosten, Pasquini 
and Harness, 2013) necessitating different learning habits 
and styles (Baird and Fisher, 2006). In the context of the 
millennial classroom, the opportunities provided by a rich 
immersive environment to enhance knowledge diversity and 
allow for pedagogical innovation cannot be underestimated. 
Such developments must be seen in the context of three 
major trends that have been taking place in the past decade 
or more.  Firstly, online education has been enhanced by 
integrating the notion of social constructivism (Vygotsky, 
1978, Lave and Wenger, 1991) and intersubjectivity (Piaget, 
1971) where social interaction between two or more social 
members either peers, mentors or instructors can enhance 
understanding, attention and enhanced learning outcomes 
beyond the individual perspective (Collins and Amabile, 
1999). This learning trend has resulted in the transformation 
of computer mediated learning as “lively meaning making 
elements rich in discussion” where active learning is situated 
in a social context as opposed to taking place as isolated, 
solitary acts (Bonk and Cunningham, 1998: 35). Secondly, the 
social aspect of this trend is also significant as the educational 
or educationally appropriated software increasingly enables 

the learner to interact interpersonally and inter-culturally 
with others across time, space and place through mediated 
technology, as opposed to just interacting interpersonally 
with the software itself in the process of facilitating 
enhanced and meaningful learning (Harris, 2002). Hence, 
this current project adopted a virtual environment using a 
private Facebook group in the contact of a blended learning 
environment to expand the space of interaction beyond the 
classroom (Junco, 2011). It enabled students in Hong Kong 
working on a Fashion Comunication course requiring them 
in a joint project to conceptualise, create and communicate a 
fashion or lifestyle brand in a global location and launch it in 
a foreign city to connect up with students in North America 
using various technological platforms such as Wimba and 
Tumblr an inter-subjective space. 

Thirdly, there is an increasing need to prepare our students 
for the globalised workplace and their future professional life, 
notably in the creative and communication industries. The 
role of education as a boundary spanner between cultures is 
critical (Byram and Fleming, 1998). Yet, it is important to 
recognise that inter-cultural empathy amongst students is not 
engendered by merely connecting up with culturally different 
others. Rather, the inter-cultural interaction should be based 
on active engagement – necessitating reflection, analysis and 
action and these extended and ‘deep’ encounters should be 
facilitated by the educator (Byram, 2009). Hence, this project 
facilitated student learning by developing a global classroom 
experience based on interactive, cross-media technology to 
enhance the teaching and learning experience. 

Clearly, the use of technologies in the classroom should 
not be used as an end in themselves and should also be 
embedded in a useful and meaningful project. Also, concern 
has been aired by some commentators about the dangers of 
over-reliance on technology in the classroom or on assuming 
that all students will use and engage with social media 
platforms in the same way, at the same level with the same 
academic outcomes (Kirschner and Karpinski, 2010). Even 
in the same classroom there will be a variation in their digital 
skills and degrees of willingness by both educator and student 
to engage online for educational purposes (Junco, 2012). 
Therefore, as this was a pilot initiative it was important to 
attain a balance in a blended form of teaching and learning 
between face-to-face classroom input and online activity for 
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one specific assignment, amongst others, required for the
course assessment.

As an e-learning initiative, this project developed and
delivered teaching materials using relevant technologies to
teach a global classroom and cross-institutional undergraduate
course using a digital technology platform to research,
create and launch a store concept and lifestyle brand in their
respective cities as their core collaborative assignment. The
artefacts of technology were selected for their pedagogical
appropriacy that are built into the course created an
educational virtual environment that facilitated the creation
and public sharing of the assessed assignment as learning
artefact.

2. RATIONALE FOR THE COURSE - 
INSTITUTIONAL; PEDAGOGICAL AND PERSONAL 
REASONS INSTITUTIONAL 

The global classroom initiative aligned with the City 
University's shared mission to enhance student learning 
in a more engaged and global manner by utilizing digital 
technologies for pedagogical purposes to deliver educational 
content in a more dynamic and flexible way aligned 
with students' learning needs and enhance their digital 
competencies. It also activated City Unversity’s Discovery 
Enriched Curriculum (DEC) in preparing globally aware, 
self-driven, technically competent and creative young 
professionals. 

2. 1 Pedagogical
This project intended to enhance the learning experience 

and student engagement with the subject content and 
global classroom partners in an effort to broaden student 
networks, expand their use of technologies, and enhance 
cross-cultural communication. It also fully exercised English 
language competencies as a lingua franca in a cross-cultural, 
collaborative setting given that the CityU students are 
predominantly Hong Kong Chinese who are learning in a 
second language context. 

The initiative aimed to create an effective learning 
environment whereby students experienced enhanced 
knowledge acquisition using a blended pedagogical approach. 
In particular, it tested out a range of assumptions about the 

use of virtual platforms and blended learning approaches in 
attaining effective teaching and learning outcomes. Following 
previous work on the educational affordances provided by 
the application of this type of technology in educational 
settings by Dickey (2003) and Jamaludin (2009) suggest 
that educational affordances of virtual worlds enhance 
collective team based communication skills. Other scholars 
(Scardamalia, 2002) have suggested that individual learning 
is also a key by-product of this process. The global classroom 
opportunity was devised on the basis that whilst individual 
knowledge building is important it will not be seen an end in 
itself as it is a necessary component of community knowledge 
creation and workplace practice. 

The impact of this project on teaching and learning was 
monitored and analyzed throughout using evaluative student 
feedback based on individual and team based wiki-style 
multi-modal self-reflections through summative student 
feedback forms, in addition to interviews with individual 
students. 

3.OBJECTIVES AND INTENDED OUTCOMES

The pedagogical objectives of this initiative were to:
(1).Create a bridge between concepts and applied practice 

allowing students to actively apply theories to create and 
communicate a tangible product.  

(2).Facilitate a collaborative, interactive learning 
environment using selected technological tools centered 
around a multi user virtual environment.

(3).Provide an opportunity for students to practice 
individual problem seeking and solving techniques within the 
collective setting resonant of the workplace as individuals 
interact with team members to deliver the project brief

(4).Establish a unique tailored learning experience that will 
enable second language learners to work at their own pace 
and identify and adapt learning materials as needed for the 
project.

(5).Enhance student’s ability to actively seek out and build 
up their own content knowledge base of the subject under 
study and learn techniques to direct their own learning.

4. INTENDED LEARNING OUTCOMES
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In addition, the project aligned with City University of 
Hong Kong’s discovery-enriched curriculum (DEC) whereby 
teachers try to enable students to access new knowledge, 
incubate ideas and devise new outputs for social and 
professional gain. As such, in pedagogical terms the course 
intended to:

(1).Enable students to create and shape their learning space 
and related artefacts centred around a virtual world  

(2).Elevate student participation and motivation by hands 
on usage of virtual technology that they can use in a variety 
of ways to access, debate, shape knowledge and create, share 
and critique a tangible fashion and lifestyle brand

(3).Gain collaborative and cross-cultural communication 
skills through active team based communication with peers 
and industry experts in real time settings that will be of 
benefit in the professional workplace

5. PERSONAL REASONS FOR INVOLVEMENT

As an academic with a professional background in the 
creative and communication industries, and when teaching 
semi-vocational courses such as Fashion Communication on 
a Programme in Professional and Creative Communication, 
it would seem to be essential in the 21st century second 
language classroom to expand the student learning experience 
beyond the classroom to ground the content reality and enable 
to students to relate it to their lived experiences in preparation 
for their future careers. In line with these aspirations, the 
global classroom initiative also intended to:

(1).Enhance cross cultural communication awareness and 
competencies by interacting online and in real time with 
international students and industry experts in completing 
individual and group based assignments.

(2).Make explicit the connection between the theories 
and concepts encountered in the classroom and professional 
practice by integrating all aspects of the learning experience 
in relevant professional fields in online, globally based project 
work.

(3).Self evaluate work produced by students and peers 
according to professional requirements using accessible and 
student-centered technology platforms.

(4).Utilize relevant digital technologies including social 
media in a creative and productive way to prepare for careers 

in a global business environment.
(5).Demonstrate independent learning and research skills 

beyond the classroom context via a unique, hands-on, global 
project based experience requiring autonomous learning 
skills.

(6). Experience collaborative work in team based project 
work within the peer group and with international students, 
situated both locally, regionally and globally. 

6.PROCESS OF COLLABORATION 

The intention was to activate an effective collaborative 
classroom experience beyond merely exchanging situated 
experiences and projects to active cooperation where 
students would interact across the globe and complete a 
project founded on input from both sides, facilitated by 
trialling various communication technologies.  Using various 
educational and business technologies to facilitate the 
teaching and learning process and the global connections, 
including, the Wimba Live Classroom, BB Collaborate, 
Skype and Tumblr, groups of students in each city were 
partnered with their global peers to plan and promote a new 
fashion brand in an allocated zone in each others’ city. The 
student teams are tasked with researching and creating a 
retail space and promotional plan in the foreign city, whilst 
simultaneously operating as the agents on the ground of the 
respective team in their home city. This global classroom 
teamed up 85 CityU students taking the Communicating 
Fashion course with 35 students from Drexel University 
Philadelphia, using multiple technologies including the 
Wimba Live Classroom, Skype, and Tumblr to enhance the 
learning experience. Two instructors, from City University 
and Drexel University respectively worked with their students 
providing subject content in the form of lectures, tutorials 
and guided readings. They then facilitated class discussions, 
group based consultations and guest speaker podcasts using 
selected technology throughout the duration of the course. 

7. OUTCOMES

Overall, in terms of the outcomes of the global classroom 
experience, taking into consideration the students’ experience 
from their course reflections and in-class interviews with 
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individual students taking the course, the experience was a
highly positive one in terms of teaching and learning for all of
the parties involved as evidenced in the typical representative
responses from the students taking the course in 2010 -
2015, The tangible outcomes that can be identified include
enhancement of professional and critical thinking skills;
collaborative competencies; intercultural awareness and
accommodation; communication competencies; independent
learning skills; activated innovation and creativity through the
use of appropriate technology in blended educational spaces.
Each of these aspects will now be considered more fully in
turn.

8.ENHANCED PROFESSIONAL COMPETENCIES 
AND CRITICAL THINKING SKILLS 

The use of a learning module system using a range of 
technologies such as the Wimba platform and Tumblr allowed 
content to be taught and reviewed in any sequence both 
individually and in groups to accommodate specific learning 
styles in a self-directed way. This staged approach enhanced 
student learning using dedicated technology tools so that 
students could manage learning at their own pace. 

The generic critical competencies gained throughout the 
process of online engagement between the globally based 
students were apparent having to articulate your ideas to a 
global audience raised the requirement to engage more deeply 
with the subject matter and think carefully about how those 
ideas were expressed.

Many respondents also observed that the assignments had 
enabled them to reassess assumptions that they had held as 
fashion consumers in a broader way given that they were 
being provided with multiple sources of information and 
opinions.Yet, this was not just about acquiring knowledge for 
its own sake and neither was it bounded by the confines of the 
course syllabus, as many participants noted that they valued 
the potential to apply this knowledge to their own lives and to 
their future careers – both within the fashion industry or the 
wider creative and communication sectors: 

9.COLLABORATIVE AND INFORMATION SHARING 
SKILLS 

As most workplace practices in the creative and 
communication sectors are invariably project based 
founded on teamwork, it was significant to observe that the 
collaborative interactions worked well in terms of information 
sharing about the geographic sites, and fashion brand 
concepts. In addition, much of the information exchange was 
more nuanced and imparted more than informational content 
in terms of cultural curiosity and an opportunity to see their 
home culture as others might see it. Also, the collaboration 
worked well on many levels – amongst the Hong Kong 
student group themselves, the to geographic groups and group 
to instructor requiring the teams to juggle these interactions 
utilising a range of technologies.

10. ENHANCED INTER-CULTURAL 
UNDERSTANDING 

The assignment to create and launch a fashion brand 
concept in another city situated in another culture, required 
students to share market information multi-modally in written 
English supplemented with images about their chosen brand 
and its potential market extension via social media. This 
fostered cultural awareness of the differences and similarities 
of doing global business when working with multi-cultural 
partners in other geographic locations. Many students reported 
that the experience was valuable as they now have the 
skills, practice and confidence to be competent international 
professionals. This opportunity also encouraged student teams 
to explore, embrace and understand their cultural similarities 
and differences, whilst broadening their student networks 
and enhancing their inter-cultural communication skills. An 
appreciation that soft skills, empathy and respect are required 
to make projects work beyond just getting the job done were 
clearly apparent in some cases.

11.TRANSACTIONAL COMMUNICATIONS SKILLS 
FOR STUDENTS UTILIZING ENGLISH LANGUAGE 
COMPETENCIES 

The global assignment and the choice of a social media 
site to engage the various student groups proved to be a 
very effective communications medium for second language 
learners who commented that their reading skills were 
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consistently activated.
There was also a consistent recognition that digital and 

visual literacies were also being enhanced in the global 
interactions where image and word are an important way 
of imparting knowledge effectively in a second language 
context.The transactional nature of the cross-cultural 
engagement based on collaborative effort in Tumblr site in 
addition to supplemental technologies enabled the students 
from respective institutions to critique each other’s work on 
fashion brands or shared market information. This experience 
was often cited as a positive aspect of this global classroom 
experience in the students’ self-reflections.  

12.DEMONSTRATING INNOVATION AND 
CREATIVITY IN ACTION

This project enabled students, in line with the Discovery 
Enriched Curriculum (DEC) (CityU, 2015) to experience 
collaborative ways of working in real and virtual spaces and 
places and enable them to apply creative and communication 
competencies in the professional and creative communities 
where they will one day pursue a career.

An understanding of the comparative forms of creative 
output across cultures in the creative industries was also 
picked up by some participants enabling them to appreciate 
that one size does not fit all in terms of brand communication, 
even for global campaigns.

13. ENCOURAGED NEW WAYS TO USE EXISTING 
TECHNOLOGY IN OTHER CONTEXTS

While students may be familiar with the use of social 
media tools for casual communication between friends, the 
team project aspect of the course encouraged them to find 
new ways to work with existing technologies to accomplish 
professional tasks and projects in a relatively unknown third 
space. This familiarity with technology appeared to be a 
positive experience, despite the fact that most students had 
only encountered technology usage such as Tumblr as a form 
of informal social media.

14.CHALLENGES OF RUNNING THE COURSE 

Undoubtedly, despite the overwhelmingly positive 
feedback received from students taking the course 2010-
2015 challenges were encountered in this global teaching and 
learning experience.  The main issues that emerged included 
cultural differences, time differences, varying institutional 
calendars and the administrative managerial realities of 
running this type of course. 

15.CULTURAL DIFFERENCES 

Despite an initial hesitation amongst the Hong Kong 
students when tasked with communicating on a social media 
site with global strangers and an initial reluctance on behalf 
of some students In Hong Kong to sign up, in reality when 
the first posts started being added by the instructors followed 
by other students they soon realised that there were more 
cultural similarities than differences within their shared youth 
demographic in a globalised sense. 

Potentially, the fact that the students from each institution 
were taking a different programme and studying for a 
different course, with varying ranges of knowledge in fashion, 
branding and communication studies could have presented 
insurmountable issues in terms of trying to find coherence 
and common ground. Yet, in reality the reverse proved to be 
true, as each student group appeared to benefit from sharing 
different cultural and insights on the brands under scrutiny on 
the platforms.

16.TIME MANAGEMENT

The realities of global time differences also caused a few 
frustrations initially when students experienced delays in 
responses from their global counterparts when critiquing 
each other’s fashion brand projects. Yet, this became a good 
learning moment and overall the responses were timely after 
a few weeks of operation when the collaboration seemed to 
take off more fully.

17.DIFFERENT INSTITUTIONAL SCHEDULES

An inevitable issue arose as each of the participating 
institutions operates a different academic calendar. Whilst 
City University starts its 13-week semester in the second 
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week of January aligned with its other partner in Semester
B this is punctuated by the Chinese New Year holiday, in
addition to the Easter break, which inevitably causes slippage
in terms of the respective course schedules placing more
pressure on them to catch up on set tasks and assignments.
This point also accords with the understanding that not all
students are able to engage with social media in the same
way nor able to multi-task at the same rate to the same level
(Kirschner, and Karpinski, 2010).

Nevertheless, this mismatch does replicate the realities
of the global workplace and the local variations in work
schedules and reminds students that not all places, countries
or cultures operate in the same way and hence personal work
strategies have to be implemented to accommodate these
anomalies.

18.ADMINISTRATIVE CHALLENGES

There is often an assumption that conducting any form 
of online classroom or assignment is a quick fix or an easy 
way out for teachers, yet nothing could be further from the 
truth. In fact, when creating, planning and facilitating these 
initiatives instructors, as with their students, are “always on” 
and have to be mindful of being available and participating 
actively in the Tumblr site. From the outset, the instructors 
also added regular posts themselves to the Tumblr site as the 
project groups posted the research and development of their 
brand concepts, providing critical guidance in the manner of a 
client, background information and articles on fashion brands 
which the students appeared to appreciate and find useful as 
part of the pedagogic process.

19. UNEXPECTED OUTCOMES 

The unaccounted for outcomes of the course were largely 
situated in the overwhelmingly positive response of all of 
the student participants and their ability to actively develop 
autonomous learning and make the site their own.This 
engagement was not only active, but executed in real time 
further incentivizing the students to communicate with each 
other on their respective brand analyses and launch. Equally, 
the experience provided students with an occasion to view 
themselves and how they interact with others through another 

cultural lens.  In addition, the significance of the cross-
cultural collaboration took on a new significance with in the 
broader internationalisation of the academy as it became clear 
that the participating students were viewing this experience 
as a “virtual” exchange programme. Whilst other student 
participants observed that the experience usefully prepared 
them for future workplace scenarios where they will most 
likely be working alongside international co-workers and 
clients.

20.DISCUSSION

The affordances of technology for global pedagogical 
purposes, as tested out in this pilot study, include enhanced 
communication competencies, greater intercultural awareness, 
a sense of immersive reality, increased student engagement 
and the professional benefits of being actively engaged 
in a collaborative effort. These outcomes all accord with 
other research testing the validity of selected technological 
platforms as a useful pedagogic tool and its value in 
enhancing student engagement (Junco, 2011). So, it would 
seem that selected technological platforms can be a highly 
useful instructional tool when activated for specific purposes 
and when linked to clear teaching and learning outcomes. Its 
specific benefit is in facilitating student engagement and this 
can be monitored and evaluated in terms of time spent on task 
(Astin, 1984; Chickering and Gamson, 1987) when getting 
students to learn through collecting and sharing information; 
communicating and commenting on each others’ work to 
replicate professional standards. In this current study, as the 
student responses cited throughout this paper demonstrate, the 
positive outcome of a selected use of technological platforms 
to host a global classroom was highly successful in terms of 
involved engagement alone.     

Additionally, faced with the need to problem-solve by 
creating a brand for a global launch, the students had to 
knowledge-build to fulfil the project and core assignment 
brief. This was achieved through the process of community 
knowledge creation. On one level, individual team members 
questioned, researched, and worked with their team members 
and their overseas student partners. This knowledge was 
subsequently shared in the Tumblr site and coalesced to 
build community knowledge in the form of their brand 
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project and the brand artefact itself as created in the multi-
user virtual environment platform. Here, student as ‘knower’ 
(Maton, 2007) experiences a discursive shift from traditional 
approaches to one where their subjective view and agency 
becomes a legitimate part of knowledge enquiry through 
critical engagement in an interpretative community (Peirson-
Smith, Miller and Chik, 2014). The use of a blended learning 
approach also reduced the possibility of the ‘tyranny of 
freedom’ (Schwartz, 2000) that can result from the multiple 
and diverse opportunities to build and rebuild artefacts in the 
virtual platform. 

21.CONCLUSION

The key to setting up and managing a global classroom 
of this nature using selected technological platforms 
such as Tumblr relies on a combination of the motivation 
amongst the instructors to make it work by being prepared 
to take a contained risk and being adaptive ensuring that 
the assignment is viable even though it may evolve in 
unexpected, yet beneficial directions. In this case, the 
assignment deliverables and responses from the student 
participants from a communicative and informational 
perspective were overwhelmingly positive given the lack of 
rigid expectations on behalf of the instructors as to how it 
might transpire other than ensuring that teaching and learning 
objectives were being fulfilled.  

Through the effective use of an educationally appropriate 
social media platform and using English as the lingua franca, 
educators and students can experience and co-create a global 
classroom as an inter-cultural space without limits in the 
process of acquiring knowledge and competencies to prepare 
them for their professional futures worldwide in fashion and 
the creative industries. 
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Abstract

This paper showcases a Kingston University research project investigating the role and value of one of the most important elements in fashion design education 

– the graduate show. Although the final runway show has become an integral experience for both established and emerging fashion designers, its impact and 

role for graduates has not been studied in any depth. Funded by the Kingston Centre for Educational Research the project has been running since 2014 and its 

outcomes include a major conference at the Design Museum London in October 2015 and evidence gathering workshops for staff and students across Kingston 

and other UK design schools.  

The exhibition of final projects and live runway shows by design students is a fundamental aspect of the student experience and has been the foundation of 

how design has been taught for decades. Over the last decade however the landscape of UK design education has been transformed with more courses and 

many more graduates competing to play their role in fashion global industry. Moreover, disciplines have emerged that do not necessarily value this mode of 

presentation for final degree work. The emergence of new technology with live streaming, on line information and social media often provides more suitable 

contexts for promoting and exhibiting graduate work. All of these changes have a potential impact on fashion education. This paper aims to contribute much 

needed research to assess the efficiency of degree shows in their current form.  

Growing from the Kingston University project, this paper seeks to extend the debate about the future of degree shows to include both industry and the higher 

education art and design community across Europe. The paper explores creative and lateral thinking about the purpose of the degree show and how the fashion 

graduate show might contribute to building the success of the international fashion industry. 

Key words: British design education, pedagogy, fashion shows, assessment
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1.INTRODUCTION

This paper showcases a Kingston University research 
project investigating role and value of a key element in design 
education - the graduate show. “The Future of The Graduate 
Show” project started in 2014 with outcomes including a 
conference at the Design Museum London in October 2015, 
and evidence gathering workshops for staff and students at 
Kingston University.  

The focus of this paper is the fashion graduate show.  
Although the exhibition of final projects and live runway 
shows by design students is a fundamental aspect of the 
student experience, its impact and role for graduates has not 
been studied in any depth.  In the 21st century however the 
landscape of UK design education has been transformed, not 
only through the development of interdisciplinary practice 
but also through a major increase in the numbers of courses 
and graduates competing for international success. Moreover, 
disciplines have emerged that do not necessarily value 
the runway show for the assessment of final degree work. 
The emergence of new technology with live streaming, on 
line information and social media offer other contexts for 
promoting and exhibiting graduate work and these changes 
have a potential transformative impact on fashion education 
that needs investigation. 

This paper uses evidence gathering workshops, interviews 
and conference papers to review the efficiency of degree 
shows in their 2015 form. The project researchers interviewed 
students, educators and creative industry professionals 
and asked key questions focussing on how they evaluated 
the present format of the fashion show and also how they 
envisage future change. The research maps out key areas for 
discussion. Firstly, it explores the UK history and context 
of the fashion graduate show during a highly creative and 
significant moment for British fashion - the end of the last 
century. Secondly, it considers the views of different degree 
show stakeholders, for example, how changing educational 
policy has impacted on degree shows with the implication that 
larger cohorts of fee-paying students have higher expectations 
of degree show outcomes.   Interviews with fashion educators 
focus on the tension between student expectation and how 
a live fashion show might be a measurable teaching and 
learning outcome.  In contrast industry stakeholders were 

asked to assess what value they place on the opportunity to 
‘see’ emerging talent via the show format.   

2. THE HISTORY

The history of UK graduate fashion shows from the 
1980s is interwoven with Graduate Fashion Week. GFW 
was founded in 1991 by Design Director Jeff Banks CBE, 
International Recruitment Director Vanessa Denza MBE 
and events organizer John Walford, as a charity to showcase 
students to the industry primarily for graduate employment. 
Now celebrating its 25 years anniversary it was renamed 
Graduate Fashion Foundation to reflect a yearly programme 
of events from a committee including fundraisers from 
industry and education.  

GFW grew out of a 1980s competition sponsored by 
Smirnoff Vodka, delivering spectacular shows of winning 
student designs using iconic models such as Marie Helvin and 
staged at the Royal Albert Hall. GFW then moved to the less 
glamorous Business Design Centre and a week format with 
the 12 premier colleges invited to show together with a stand 
and a catwalk show.  Brighton University became the first 
out of London fashion course to sign up.  For this new format 
Vanessa Denza invited prestigious clients such as Calvin 
Klein, Daniel Hechter and Dorothee Bis to view graduate 
work, widening an industry focus that formerly only viewed 
St Martins College of Fashion and The Royal College of Art. 

Kingston has a different profile. Professor Daphne Brooker, 
now regarded as one of the pioneer fashion educators of the 
20th century, had from her early career at Kingston College 
of Art secured industry sponsors to focus on Dress shows at 
premium venues like Goldsmiths Hall, The Royal Academy 
and The Guildhall. Daphne Brooker therefore declined the 
offer to join GFW. Kingston graduate Alan Flux reflected on 
student responses to her approach  “She famously didn’t show 
collections in the dress show, which we hated. She put it all 
together in a 1950s couture kind of way with commentary 
over the music but it was Daphne’s way and marked Kingston 
out as different”. Daphne was a strong advocate for selection 
in student shows and believed courses should edit and 
should only show their best work.  Many influential in the 
1980s fashion industry supported her approach including her 
successor, Professor Ian Griffiths (personal communication, 
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2015), now Design Director of Max Mara: The fashion 
landscape is peppered with those that Daphne spotted, 
challenged and took risks on. She had an innate and profound 
understanding of fashion and unusually for an academic its 
commercial dimension did not trouble her”.

In 1983, Suzy Menkes, fashion editor for The Times, 
strongly supported Daphne’s focus on industry and the 
course: “If students are to be taught to cater for the market 
place Kingston Polytechnic seems to me to be successful. 
Professor Daphne Brooke insists only that the students aim 
for a particular style”. Menkes (1984) also saw long term 
dangers in the approach, writing later that UK college fashion 
shows had become “A parade of self-indulgence in which 
students with strong personalities major in stardom because 
the shows are presented like international collections. This 
is unfair on students whose work is quieter and ultimately 
more acceptable to the fashion industry”. The issue is still 
important today with some colleges viewing media coverage 
as more important than employment opportunities in fashion.  
Fashion writer and commentator Caryn Franklin MBE (2015) 
reflected on the growing audience for fashion that television 
developed through groundbreaking programmes like The 
Clothes Show: “Fashion catwalks and fashion runaways 
weren’t available on television before the Clothes Show 
picked up on it and normalised the catwalk show”.

With the support of Vanessa Denza’s high profile clients, 
GFW continued to grow with new London venues and 
sponsors, from Top Shop and River Island to Asda becoming 
the first supermarket to sponsor the event. In 2013 GFW 
moved to The Old Truman Brewery joining the new shift 
from West to East London as the creative hub.  

Banks continued as President and Terry Mansfield Hearst 
Corporation was replaced by former of CEO Debenham, Rob 
Templeman who brought in a new generation of UK designers 
like Matthew Williamson, Todd Lynn and Henry Holland with 
an agenda to broaden employment across all fashion areas 
beyond design. Graduates who benefitted from GFW continue 
to value this legacy. Louise Pickles (personal communication, 
2015), Course Leader at Bath Spa, “Graduate Fashion Week 
George Gold Award winners benefitted tremendously from 
their wins through the vast amount of media coverage as well 
as support from influential people within the industry such as 
Sarah Mower”. 

Christopher Bailey, the chief creative and chief executive 
officer of Burberry reflected on the important impact of his 
own GFW Best Collection award in 1991: “Graduate fashion 
week is an incredibly valuable platform because it provides 
graduates with vital recognition for their talent, and in so 
doing it can become the catalyst to start an exciting career 
path”. Leading UK journalist Hilary Alexander (2012) is also 
a strong supporter of the impact GFW provides the British 
fashion industry “the most important launch pad for emerging 
talent in Europe. And it offers the first and only place where 
we can talent spot from amongst the 1,000-plus collection 
on the catwalk and in the exhibition”. The fashion business 
is notoriously tough and GFW has to try and manage these 
challenges.. Headhunters across the world from the biggest 
brands like Donna Karen Abercrombie & Fitch want British 
fashion educated graduates”. 

3. THE PRESENT 

GFW now showcases over 1,000 students from 40 
universities around the world with 22 catwalk shows and 
exhibition stands and 30,000 visitors. The Best Collection 
at the Final Awards Show, consists of two collections 
selected by the colleges and judged by a panel including of 
fashion educator John Miles, journalist Tony Glanville and 
Recruitment Agency Founder Vanessa Denza OBE. The 
menswear award was added by Roy Peach at London College 
of Fashion, followed by knitwear and the Zandra Rhodes 
printed textiles awards. This all changed when River Island 
took over sponsorship from TopShop and introduced the 
£20,000 Gold Award, announced at a spectacular Gala Show. 
This much larger prize was influenced by Fashion Fringe 
founded in 2003 by the fashion writer, Colin McDowell 
in conjunction with IMG Fashion. Fashion Fringe offered 
emerging designers the important opportunity to launch 
their label in London through a programme of mentoring, 
studio space, financial support and a catwalk show at London 
Fashion Week. Designer of the Year Erdem and Basso & 
Brooke started their labels this way.  The aspiration and hype 
of winning the Gold Award has had positive and negative 
effect on the graduates and colleges. It required colleges to 
limit collections to six looks encouraging a more generic feel. 

In response Kingston introduced an internal show to be 
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used as selection for the GFW show by a panel of designers.
Fashion Tutor Samantha Elliott (personal communication,
2015) presented the assessment potential at an academic
conference paper for GLAD: “The internal show is inclusive
and offers a suitable platform for all students in the year to
show on the catwalk. The students were able to demonstrate
experimental skills for industry and build a network of
contacts with no risk to their academic achievement”. Student
feedback at Kingston evaluated by Elliott agreed with these
changes: “In a way projects like the internal show give
you a creative and professional experience that increases
networking skills as you are working with outside clients
to realise your vision as well as working in a team to make
group decisions and delegate tasks” (2015).

Kingston’s approach counterbalances serious concerns
about the GFW formula, show slots of one hour with
tight 4 hour lead time. Journalist Iain R. Webb (personal
communication, 2015) picked up on this. “The catwalk
show … often sidelines artistic interpretation in favour of
a cookie cutter formatted image, a single model shot front
on against a plain background, that puts the focus firmly
on the clothes. This way of showing suits the system and
therefore can ensure press coverage for the students”.  Cost
is also driving the development of alternative showcases.
Typically an average European fashion shows costs £60,000,
twice a year -  £10k Show producer,  £10k venue, £10k
models,  £10k hair & make up, £3k PR,  £2k photography,
£5k shoes,  £2k DJ /music and £5k for a show piece. Without
significant sponsorship, for most designers, this can only be
an aspiration. Leading UK fashion team, Eley Kishimoto
piloted cost effective alternatives with their ‘fake’ online
show: “”(Eley, 2015).

A campaign for change to GFW continues to grow,
including designer Todd Lynn (2015):“The catwalk should
be an actual learning tool, where the students understand
how does this go together, but I don’t believe that it has ever
happened . I think decisions are made because of budgetary
controls. At the end of the day you end up the show where
you can get a few images and I don’t think that is justified in
terms of the cost”. Westminster University no longer show
at GFW preferring their own venue on site. Tutor Andrew
Groves (personal communication 2015) commented: “The
students understand that the runway show, especially for a

graduate, is about creating 30 seconds of excitement, which 
then has to be backed up by innovative garments or a great 
portfolio, or a commercial sensibility”. Professor Jane 
Rapley (personal communication, 2015) commented on the 
future of Graduate fashion shows: We thought film would 
become as popular as a live show twenty five years ago when 
Rifat Ozbek used it as a show but it was as difficult and as 
expensive as a live show and needed longer lead times. It 
maybe that using digital media is more intimate and personal 
but fashion has a herd mentality and all that 'frow' stuff won't 
be easily eliminated”.

Emerging talents like Jonathan and Richard Nicoll no 
longer show at LFW and despite strong media coverage 
Marios Schwab and Meadham Kirchoff  have been forced 
to diversify income streams through teaching or designing 
under their name for the high street. Nigel Luck (2015), 
Course Director of MA Fashion at LCF “There is a lot of 
debate about the word show because it is just the showcase 
of the students, showing their work in more than one way. 
Just even looking at the generic work show, a play in West 
End is a show and you can say ‘What is the point of going 
there every night, because it is the same show and it will 
be filmed”. Evidence from a questionnaire of 50 final year 
students at Kingston University (2015) indicates support for 
Loveday’s viewpoint.  While the majority aspired to a show 
they saw the possibilities of a combination of exhibition 
and catwalk: “I think a runway show is important to best 
represent our collections. Not only to truly show how it works 
with and responds to the body and movement, but the overall 
atmosphere and anticipation a runway show creates. I always 
design with the wearer in mind. I wouldn’t want my pieces 
to only have show appeal which would result in a potential 
consumer feeling they can’t wear it because its pushing their 
identity too far”.   Many of the students also considered the 
option of stationary show “a really exciting concept where the 
set design coincides with the collection and the models are 
stationary and gives the viewer longer to look and evaluate 
the designs rather than 2 minutes on a runway. Kingston 
needs to start standing out as more conceptual - like our MA 
show. Graduates who are now on MA courses at CSM and 
RCA were amongst the best last year but weren’t selected for 
the catwalk show”.

This raises another challenge, the on going need for 
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educators to position their institution as a brand for 
recruitment and ensure best practice teaching and learning.  
A danger is that these become separate components of 
the student experience and experience suggests that 2015 
applicants select courses on whether they have a catwalk 
show over the quality of their education.   UK fashion 
educators also widely accept that external shows are selected 
for press and industry while internal shows are inclusive but 
not for external viewing. At Kingston University with over 
100 graduates students will be assessed by staff and then 
moderated by External Examiners prior to show selection. 
Mark Eley (2015) commented: “I think the individual 
institutions have been missing the trick for a very long time, 
and the format needs to be modernized. Graduate fashion 
week gives students an equal a platform to the industry, but I 
want get to know the actual individuality of the student, and 
the institutions should be promoting student identities”.

4. THE FUTURE 

The fashion show crisis is effecting the mainstream 
industry.   The Paris shows of 2015 revealed this tensions at 
the highest end, notably the demise of Alber Elbaz at Lanvin, 
who created his last collection on Instagram and swift change 
of designers at Balenciaga and Louis Vuitton. 

Alternatives springing up include Olivier Rousteing’s 
15-minute presentation for Balmain.”Social media's embrace 
of Balmain will provide us with the daily reminders of the 
excitement of those who have found a new way to bypass 
traditional gatekeepers” (Phelps, 2015). Rick Owens staged a 
live show of women, strapped to one another, walking down 
the runway in a statement of support and female solidarity 
heavily critiques on social media. Indeed, when viewed only 
as instant digital images, the intensity of Owens' message, 
the power of the music and, indeed, the beauty of the 
clothes, did not fully translate and, instead, elicited sarcasm, 
mockery”  (Amed, 2015). Since his departure from Gucci 
Tom Ford has been experimenting with his own show format 
and was the first to launch an exclusive private show for 100 
people in New York. This was followed by intimate London 
showroom presentations narrated by the designer himself in 
the same way that Daphne Brooker continued to do at her 
salon shows for Kingston as a reaction to the collective GFW 

show. Roya Nikkhah (2009), Arts Correspondent for The 
Telegraph reviewed the trend: “Leading fashion houses are 
opting to show their Autumn/Winter 2009 designs at intimate 
presentations, rather than catwalk shows at the London 
Fashion Week”.

This year instead of a tradition show” (Bibby, 2015). Nick 
Knight, the influential and visionary fashion photographer has 
long experimented with the latest technologies via website 
SHOWstudio in 2000. Working with iconic stylist Jane How, 
who recreated her favourite looks from sweet papers and 
cupcake wrappers and doilies, their technology explorations 
included the use of a 3D scanner. 

David Backhouse’s (2015, Leeds University) students 
don’t show on the catwalk but exhibit on a stand at GFW 
commented: “I cannot see the current catwalk format 
continuing with technology, social media, and visual imaging 
now so advanced, instant and polished”. This is a key shift 
from replicating live shows on line with looks and line-ups to 
actually creating the on line image from the outset. 

In 2009 Christopher Bailey took Burberry Prorsum to 
the next level by live streaming their catwalk A/W 2010 
show on the Internet and to live audiences at five private 
events in New York, Paris, Dubai, Tokyo and Los Angeles. 
The British Fashion Council streamed 90% of live shows at 
LFW on their website, streaming Hunter Original’s AW15 
catwalk show in high-traffic retail environments on big 
screens in Birmingham, Glasgow, Leeds, Liverpool, London 
and Manchester including the brand’s Facebook and Twitter 
profiles and at hunterboots.com. GFW investigated live 
streaming this last year for all the colleges who collectively 
contribute to the filming of each show and the Gala but only a 
couple of members signed up due to the high cost. 

The Internet brings its own challenges for. The pioneer of 
alternative shows is Hussein Chalayan with companies like 
Chanel and Victor and Rolf investing heavily in costly staged 
experiences. Adrien Yakimov Roberts (2015), Academic 
Director of the Accademia Costume & Moda in Rome whose 
alumni include Gucci designers Frida Giannini.“I have tried 
over the years to think of alternatives but nothing is like or 
as emotional as a runway show. I write what to the students 
and explain what I expect from a Student Runway Show; 
different to a professional show and how best they could 
tell their personal story”. Mark Eley (2015) supports giving 
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up the show: “There are different ways one can actually put
their own creativity across, and it does not have to come
in the format of extended show at the end of the year. The
live performance goes throughout their lives if you they
are committed to your own practice. I think the correlation
of the three years of study will hopefully end in some
kind of portfolio of intelligence, rather than just an actual
qualification and is much more important to the individual in
their future”.

The Central Saint Martins fashion course is a global brand,
which is experiencing major tension around its graduate
show. The 2015 the CSM BA show comprised 40 selected
student collections on the catwalk while a third of the cohort
organised a protest ‘show’ outside, attracting more press
than the awards inside. “Our aim is for equal representation
in support of current and future students on the BA Fashion
pathway” (2015), read the statement on a flyer. Course
Director Willie Walters (2015) commented: “I thought that the
#encoreCSM show was a fantastic initiative which allowed
those students not selected for the press show to present their
designs in a setting which related directly to the college and
their course”. Iain R. Webb (2015) saw a long artistic heritage
of protest in the event “designers have always opted out
of the system showing their clothes on dancers in theatres.
Jean Muir favoured the intimacy of her showroom season
after season. There are always alternatives that challenge
the formatted system and can add another dimension to the
experience”.

A t  t h e  s a m e  t i m e  E m m a  D a v i d s o n  ( p e r s o n a l
communication 2015) of Denza International recruitment
agency felt the student shows needed a new format “In
comparison to the shows of other schools and universities
I have seen, the shows in the UK are less imaginative. In
Antwerp the show a huge extravaganza with students from
all years showing work. The final year students give input
into the choreography for their part of the show working
with external advisors on this. Here graduating students are
thinking about the next step after the collection; also creating
the spectacle. This additional creative freedom seems to be
missing for fashion students in the UK”.

Other European courses were setting a competitive pace.
Universitat der Kunste (UDK) in Berlin invites industry to
give feedback to final year students who present their work

in an individual exhibition in the school. A team including 
The Design Director of Anne Demeulemeester, the editor of 
‘A’ magazine, a stylist and HR from H&M submitted written 
feedback on the graduates‘ work presentation and career 
advice but they were not part of the assessment process. 
Professor Marloes ten Bhomer (personal communication, 
2015) thinks there is more to fashion than clothing design: 
“The fashion industry is a tightly wound system and all 
elements within it are interdependent. This seems the main 
part that blocks change”. She directs criticism towards the 
universities as fashion students are missing out on when they 
focus on the standard industry catwalk show. Universities 
should be informing the industry rather than following it”. 
Students have the end of year runway or catwalk show in 
mind when designing and they do design for it differently 
and although assessed prior to the show it is still one of the 
main educational focus points and as a result students tend 
to design for a specific demographic and type of designer. 
Ten Bhomer (2015) concludes that, “the focus on presenting 
fashion on a regimented runway prevents a shift in fashion 
that is happening in other design fields”. 

UK fashion curators also contributed to potential runway 
innovations. When curating ‘Hello my name is Paul 
Smith’ exhibition at the Design Museum, Donna Loveday 
put together a digital installation of a recording called 
‘Inside Paul’s Head’, where are just endless images of his 
photographic archive: “I really wanted to get inside his head 
as it was, and look at the many sources of inspiration, from 
where his ideas come from, his approaches and the work in 
process” (2015). Loveday supports the inclusive showcase. 
There is a possibility of a film, a kind of YouTube video, 
that each student curates as a precise showcase of their 
approach. There is the problem for me within the catwalk: it’s 
spectacular, it’s immersive, it’s amazing graduate show, but 
at the end of the day, I want to know more about the students 
and their story, and how that is combined in that collection” 
(2015).

Caryn Franklin MBE was one of many critics who also 
brought issues of diversity on the catwalk by involving 27 
universities in the ‘All Walks beyond the Catwalk ‘ as part 
of GFW and feels that students should be aware, embrace 
diversity and learn how to cut for all body shapes. “If we 
have more diverse opinions involved in what it takes to 
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do fashion, to be human, to what we want to promote, it 
might drive more creativity. We have a mass media that is 
so prolific in promoting the fashion image in a way that we 
never experienced as students” (Franklin, 2015).  In response 
to the question ‘Should we have more diversity in front of 
the lens?’, she collaborated with Rankin to promote plus size 
models for London Fashion Week.

Apple head designer Jonathan Ive (2014) indirectly 
brought another element to the discussion – the element of 
making and craft in fashion.  He struggled to hire young 
staff as, in his view,  schools fail to teach them how to make 
products. “So many of the designers that we interview don't 
know how to make stuff, because workshops in design 
schools are expensive and computers are cheaper.  That's just 
tragic, that you can spend four years of your life studying 
the design of three-dimensional objects and not make one”.  
Arguably fashion has not been compromised in this way 
and whilst courses maintain their studios for pattern cutting, 
toiling and making there will continue to be the need to have 
graduate fashion shows on live bodies Andrew Ibi, a previous 
GFW winner and MA Course Director at Kingston  has 
taken the final show in a new direction due to cost and the 
individuality and varying backgrounds of the cohort and his 
manifesto for the MA (rket) is:  “ I wanted to strip fashion 
back down to the essentials of a creative forum, effectively, 
the product, designer and the customer or viewer. The Market 
represents a practical, democratic and rudimentary format, 
but it also offers a physical space to display, communicate 
and exchange. 

The staggered runway element was a way of sticking to 
tradition and supporting a select number of students whose 
work naturally has a theatrical aspect to it but without 
throwing too much emphasis and importance to the traditional 
Fashion Show. I wanted it to feel almost accidental and not 
the only reason to be present. 

Consider immersive theatre,  the development of 
experiential dining, 3D cinema and even traditional 
exhibitions or shows are more inclined to go beyond the 
object or image. The experience of an indoor market, as an 
event, is warm, engaging and communal, the opposite of a 
staged fashion show. Less of a spectacle, yes, but we are no 
longer seduced by the aspiration and mystery of the Fashion 
Show. We can follow them all on Instagram!

This format still includes a runway element but it is far 
more than that as in more experiential and bespoke to the 
audience. The invited guests are not seated but can roam 
throughout the space and can choose who and when to 
watch and actually buy the clothes from a continuous stream 
of moving and static models. Hyper Hyper in Kensington 
market launched an exhibition in 1985 for selected graduates 
from different colleges to exhibit and sell their collections in 
a similar way. 

The current GFW Executive Committee requested a 
similar event to move away from the one-size fits all formula 
to enable the colleges to be more individual showing in their 
own venues around Covent Garden in the same week similar 
to London Fashion Week The newly formed Executive 
Committee has 8 academic and 8 industry trustees working 
together to optimise the requirements of education and 
industry. 

By showing in a variety of venues this would enable 
colleges to have a more individual presentation reflecting their 
student cohort rather than a one size fits all approach. This 
formula can often disadvantage students with an alternative 
approach and would be more inclusive and challenge the 
current fashion industry system.. in some form to show the 
product of 3 or 4 years of study. 

This format still includes a runway element but it is far 
more than that as in more experiential and bespoke to the 
audience. The invited guests are not seated but can roam 
throughout the space and can choose who and when to 
watch and actually buy the clothes from a continuous stream 
of moving and static models. Hyper Hyper in Kensington 
market launched an exhibition in 1985 for selected graduates 
from different colleges to exhibit and sell their collections in 
a similar way.  Ibi’s views are gaining ground. The current 
GFW Executive Committee a variety of venues to enable 
colleges to have a more individual presentation reflecting 
their student cohort rather than a one size fits all approach.  
The Future of The Fashion Graduate Show might be a 
typically British solution.  Maintaining classic elements of 
show with diverse and creative elements around it.

Christopher Kane now backed by the Kering group 
responded to the question ‘ 

“Will the fashion show ever die?”  
”I don’t think so. People keep saying so but the the shows 
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are so damn good why change something so good ? Why
have virtual reality when you can have reality ”
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Abstract

With the unprecedented integration of global economy and the fast transmission of information worldwide, the fashion industry of 2016 is highly international 

and deeply globalized, with clothing often designed in one country, manufactured in another, and sold world-wide. The possession of adequate knowledge 

about international fashion business and well-rounded global perspective is essential for any professional who wants to succeed in the fashion industry, which 

makes it an obligation for fashion education institutions to raise students’ awareness about the bigger environment of the fashion industry and develop a global 

perspective. Thus, it is an inevitable trend for fashion institutions to communicate and cooperate with each other, and establish multiple channels to facilitate 

the exchange of culture and ideas.

Fashion education begins relatively late in China compared with the west, which intensifies the needs for fashion education institutions in China to reach out 

and cooperate with its international counterparts. College of Fashion and Design, Donghua University, is one of the earliest fashion institutions founded in 

China. During the past two decades, the college has been actively engaged in international cooperation with leading international institutions. It is the only 

founding member from mainland China in the establishment of International Foundation of Fashion Technology Institute (IFFTI), together with 23 prestigious 

universities from 14 countries. The college has successively built partnership and carried out international cooperation with 40 well-known fashion institutions 

in 12 regions and countries. In the meantime, various forms of cooperation have been carried out.

Thanks to the extensive cooperation in personnel training, academic exchanges, research projects with the internationally renowned fashion institutions, the 

College of Fashion and Design has enjoyed a wider influence and sound reputation both in China and abroad. By taking advantage of the various international 

cooperative programs, students from the college are provided with the chance to gain deeper understanding about the fashion industry, solidify their 

professional skills and develop a global vision.
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1.INTRODUCTION

Against the background of globalization, it is critical for 
students from different backgrounds to experience different 
cultures. As students who study in fashion, they should not 
only know about their local and national culture but also 
understand the cultural characteristics in other parts of the 
world. Thus, their creative works could be acknowledged by 
a larger population. 

College of Fashion and Design, Donghua University, 
enjoys high international standing in the fashion area. In 
1998, as the only member from mainland China, the Institute 
was involved in the establishment of International Foundation 
of Fashion Technology Institutes (IFFTI) with 23 world 
renowned fashion institutes from 14 countries including 
UK, USA and France - and became member of the executive 
committee and general counsel. We have close links with 
renowned fashion institutes from the five world Fashion 
Capitals, including London College of Fashion (London) 
from UK, Institute of European Design (Milan) from Italy, 
and Fashion Institute of Technology (New York) from USA. 

For many years, the college has always been taking 
a leading position in education reform. It incorporates 
advanced teaching concept from famous international fashion 
universities to successfully cultivate internationalized, high-
quality, high-level and inter-disciplinary talents. We have 
set up collaborative programs and joint courses at both 
undergraduate and postgraduate levels with 18 world famous 
institutes from 11 countries and regions including USA, 
UK, France, Germany, Italy, Korea, Holland, Australia, 
Japan, Finland and Hong Kong. The collaboration covers 
all the three fashion related majors: Fashion Design and 
Engineering, Fashion Design, Textile Design. The Sino-Japan 
joint program in collaboration with Japan Bunka Fashion 
College has started the undergraduate education for domestic 
fashion talents. In the future, we will further strengthen 
exchange with famous fashion and art design institutes in 
the world and provide those talents dedicated to fashion and 
design a wider platform for receiving international education 
so as to get a command of solid theoretic knowledge of major 
and practical ability. 

Besides, we have organized the annual International 
Fashion Forum of Shanghai International Fashion Culture 

Festival since 1995 for 21 successive years, and hosted 
“Donghua Fashion Week” for 14 successive years. We have 
hosted professional exhibitions, fashion shows, professional 
competitions and international lectures which greatly 
promotes the communication and exchange of world fashion 
education.

Ever since the establishment of the college, we always 
sends faculty abroad to receive international education, and 
conduct teacher visit and curriculum co-construction with 
overseas famous colleges and universities through many 
channels. Currently, 50% of its faculty has studied abroad, 
including countries and regions such as UK, USA, Japan, 
France, Germany, Holland, Finland, Australia, Russia, 
Ukraine, Korea, and Hong Kong. The percentage is as high as 
84.6% for Fashion Design and Engineering Program. 

Along with the extensive multi-layer and multi-channel 
cooperation between the Institute and famous international 
art institutions in terms of academic education, academic 
exchange and scientific research project, increasing number 
of famous international institutes is seeking collaboration 
with us; and undoubtedly, the good international influence 
and social reputation provides a wider platform for the 
Institute to further perfect and improve the training system of 
international talents.  

2 . M U LT I P L E  F O R M S  O F I N T E R N AT I O N A L 
COOPERATION 

Throughout the years, College of Fashion and Design, 
Donghua University has given great priority to international 
cooperation and vigorously explored various forms of 
international cooperation with fashion institutions around 
the world so as to provide opportunities for students to study 
abroad and meet different needs of the majority students. 
Here following are the major international cooperation forms 
carried out by College of Fashion and Design, Donghua 
University. 

2.1 Student Exchange Program 
Student exchange is the most extensive and primary 

collaboration form we have with our partner universities. We 
have student exchange program with a series of universities 
for both undergraduates and graduates. By now, we have 
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established student exchange program with 14 universities in 9 
countries and region. Students have to meet the requirements 
that undergraduates should have an overall GPA 3.0 and pass 
the TEM4 test while graduates should rank the top 50% in the 
class and pass the TEM 6, which is set by the college before 
they are eligible to apply for any of our partner universities. 
The length of the exchange varies from one semester to 
an academic year and the credits students acquired from 
abroad can be transferred to the home institution. In addition, 
students are entitled to apply for scholarship from China 
Scholarship Council for some of the exchange program. This 
would cover the round flight tickets from home to abroad 
and get roughly 1600 dollars allowance monthly. Besides, 
some of our partner universities exempt the tuition fee or give 
discounts for the students.

2.2 3+X Program
3+ X program is an accelerated academic program tailored 

for undergraduate students who aim to study abroad and 
achieve a master or even doctoral degree after completing 
bachelor study in College of Fashion and Design, Donghua 
University. “3” in “3+X program” stands for that participating 
students should first finish 3 years undergraduate study in 
Donghua University, leave no less than 10 credits set by the 
credit requirement for graduation and complete graduation 
thesis before studying abroad. “X” in “3+X program” means 
that the participating students are required to take preparatory 
courses, lasting half a year, in the partner universities, 
then go straight into master study after passing relevant 
entrance tests. The first year credits students acquired from 
the partner universities can be transferred to Donghua 
University. Therefore, students joining in the program could 
normally save one year’s time in the whole undergraduate 
and graduate period and also avoid the laborious work in 
applying. Eventually, they will be awarded bachelor degree 
from Donghua University, and master or doctoral degree 
from partner universities. So far, College of Fashion and 
Design, Donghua University has signed two “3+X Program” 
agreements with international universities, namely North 
Carolina State University and University of Delaware. 

2.3 Sino- Japanese Cooperative Program
Sino-Japanese Cooperative Program was founded in 

March 2003. It is a Sino-Foreign Cooperative education 
bachelor’s degree program in Fashion and Clothing Design 
by the Ministry of Education and co-organized by College 
of Fashion and Design, Donghua University and Japan 
Bunka Gakuen. Currently, there are 7 full-time teachers 
delivering the professional courses. Foreign teachers from 
Japan Bunka Gakuen, Columbia University of Chicago, 
Universite Lumiere Lyon II and so on are employed to 
partly take in charge of teaching work. Students are enrolled 
directly nationwide, and grouped into classes that are separate 
from other fashion design students. They will spend three 
years study in Donghua University and one year in Japan 
Gakuen. Upon graduation, students will be awarded bachelor 
degree certificate and graduation certificate from Donghua 
University and graduation certificate from Japan Gakuen. 
By taking advantages of the educational resources from both 
schools, Sino-Japanese Cooperative Program develops a 
teaching mode that assimilating the superior teaching mode 
in Japan Gakuen while maintaining the strength of traditional 
fashion education. In 2012, the program was appraised to 
be Shanghai’s First Exemplary Sino-Foreign Education 
Cooperative Program and obtained a number of provincial 
and ministerial level teaching achievement awards with high 
recognition of the industry.

2.4 Sino-US Three School Project
The Sino-US Three School Project collaborated between 

Donghua University, North Carolina State University, and 
Fashion Institute of Technology was started in May 2012 after 
the official signing of the cooperative agreement between 
the three parties. The Project is a one-term long, fashion-
related professional courses program delivered in English 
held in College of Fashion and Design, Donghua University. 
The students of the project consist of a maximum of 10 
undergraduates from each of the above three schools. North 
Carolina boasts strong and a complete range of textile related 
academic subjects. Fashion Institute of Technology enjoys a 
high reputation in fashion education. And College of Donghua 
University has the only national key discipline, fashion 
design and engineering, in related to the field of Fashion in 
China. By integrating the superior educational resources, the 
three parties jointly formulated the curriculum for the project. 
The major courses include Cross-Culture Study, Global 
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Marketing, Global Merchandising and International Product
Development. All the teachers of the courses are closely
selected and interviewed by the three schools, and they have
a background in both practical experience and international
education. Through diverse teaching methods including
free speech on class, group discussion, real case analysis,
multinational team work, and field trip, students from both
China and the US could learn from each other and get better
understanding about the global fashion market and cultural
difference in a relaxed and free atmosphere.

2.5 Joint Courses 
From 2006, the College began to invite prestigious 

lecturers and professors from partner universities and 
experienced entrepreneurs to give lectures or conduct 
workshops in Donghua University. The joint courses create 
a platform for students to learn from the top experts in the 
fashion industry and immerse themselves in an English 
teaching environment without studying abroad. The College 
ensures that for each semester there is at least one joint course 
opened for each major. In 2015, the College has invited 
Dr. Priti Vega from Central Saint Martins College of Arts 
and Design, University of the Arts London, to give lectures 
on Tatting and Art Design. Also, Prof. Steven Robert from 
Parsons was invited to conduct a studio for sophomores 
on fashion design. And Prof. Vincent Quan from Fashion 
Institute of Technology was invited to give lectures on 
Inventory Management and Process Line Development. 

3.THE ACHIEVEMENTS OF INTERNATIONAL 
COOPERATION 

Through the academic collaboration in terms of academic 
provision, faculty and fashion education platform, College 
of Fashion and Design, Donghua University aims to become 
a leading education institution focusing on fashion and 
innovation, featuring disciplines such as fashion, design, 
management and related engineering so as to cultivate future 
international front runners with a good sense of fashion and 
creative thinking.

3.1 Superb Discipline
Donghua University has the most comprehensive 

disciplines in the Textile and Fashion fields in China. ‘Fashion 
Design and Engieering’ is the only national key discipline in 
the field of fashion among all universities in China, ‘Design 
Studies’ is the Shanghai municipal key discipline, ranked 
No. 6 in China and No. 1 in Shanghai in the third academic 
evaluation organized by Ministry of Education of China in 
2012. The college has established close partnerships with 
many renowned fashion institutions and organizations in 
the world, which enables us to employ the rich resources to 
complement and optimize our discipline. 

3.2 Advanced Educational System
Through the cooperation with the international renowned 

institutions, College of Fashion and Design, Donghua 
University introduces first-class educational systems and 
builds up first-class team, consisting of the strong home 
faculty and adjunct professors from our partner universities. 
Through the win-win and constant cooperation of teaching 
and research, College of Fashion and Design attracts 
outstanding creative talents and ensures the construction 
of first-class discipline. The joint courses absorb the 
international educational resources and are taught in English. 
The College focuses on training the conceptualization of 
design and innovation thinking to enable graduates to become 
high-ranking professionals in fashion design with a global 
vision.

3.3 Innovation of the Domestic and International 
Education Ideas

College of Fashion and Design, Donghua University 
focuses on incorporation of domestic and international 
approaches. Donghua University has established close 
cooperative relationship with forty renowned fashion and art 
institutions in the twelve countries and regions, including the 
top five fashion cities. Donghua University enrolls a certain 
proportion of international students, and recruits the foreign 
lecturers and administrative staff, which creates an immersive 
international education platform, and enables the students to 
cultivate the ability of cross-cultural exchange. Furthermore, 
Donghua University has established the relationship with 
many renowned institutions and enterprises in the fields of 
fashion and innovation all over the world, which will provide 
a broad platform for students’ employment.

Society·Economy in Fashion 307



3.4 Combination of Theoretical and Practical Trainings
College of Fashion and Design, Donghua University, 

pays attention to the combination of theoretical and 
practical trainings. The College focuses on the blending and 
penetrating of theory and practice in the teaching process, 
and focuses on the students’ design and expression in the 
training program and curriculum arrangement; The students 
are encouraged to take part in the project of the design 
workshops, so that the students can learn the materialization 
and realization of the designs, accumulate the practical 
experiences, and ultimately present the graduate design by 
combining theory and practice that they have learned. The 
college will build a solid foundation for training the students’ 
practical skills, cultivating their professional ability, and 
setting up their business.

3.5 High Quality Academic Degree
College of Fashion and Design students who have 

completed all required courses and passed all assessments 
will receive Donghua University Undergraduate Graduation 
Certificates and Bachelor of Arts Degree Certificates awarded 
by Donghua University, which are accredited by the Ministry 
of Education of China. The students selected to study at Japan 
Bunka Gakuen who have completed all courses and passed 
all assessments at both Donghua University and Japan Bunka 
Gakuen will, in accordance with the degree awarding standard 
of Japan Bunka Gakuen, also receive graduation certificate. 
And as for students selected to study in Fashion Institute of 
Technology, will be rewarded the associate degree once they 
completed all the assessment at both Donghua University and 
Fashion Institute of Technology.

4.CONCLUSION

With the advancement of information technology, the 
world we are living in is more closely connected than ever 
before. The popular trends from one part of world may 
soon spread all over the world and influence every people’s 
life. As a result, life styles of people tend to be convergent 
largely, homogenization of design appears more apparent, and 
cultural diversity and uniqueness are weakening, though these 
people live in different countries, regions and have different 
culture backgrounds. Also, people confront many challenges 

to preserve and generate cultural traditions at present. 
Therefore, it is critical for people in the fashion industry to 
develop a global perspective and an extensive knowledge 
about different cultures. So their ideas or works are not only 
rooted in their own culture but also agreeable to the rest of 
the world. Therefore fashion education institutions should 
pay more attention on international cooperation and build 
the bridge for students to learn about the global market and 
cultural differences.    

Through collaborating with leading international intuitions, 
incorporating of domestic and international approaches, and 
focusing on both theoretical and practical trainings, College 
of Fashion and Design, Donghua University, will explore new 
models of international cooperation, introducing first-class 
international education systems, bringing together first-class 
international faculties, developing first-class fashion related 
disciplines, and cultivating first-class talents for fashion and 
creative industries.

5. ACKNOWLEDGEMENT

Many people have contributed to the completion of this 
paper. My deepest gratitude goes first and foremost to Prof 
Li Min, the vice dean of CFD, my superior, for her constant 
encouragement and guidance. She has walked me through all 
the stages of the writing of this thesis. Without her consistent 
and illuminating instruction, this thesis could not have 
reached its present form.

Second, I would like to express my heartfelt gratitude to 
Mrs. Liu, who gives me much help not only in work but also 
in life. I am also greatly indebted to my colleagues at College 
of Fashion and Design, Donghua University: Party Secretary 
Yuan Menghong, Prof Li Jun, who have instructed and helped 
me a lot in the past two years.

Last my thanks would go to my beloved family for their 
loving considerations and great confidence in me all through 
these years. I also owe my sincere gratitude to my friends 
who gave me their help and time in listening to me and 
helping me work out my problems during the difficult course 
of the paper.

308 2016 IFFTI Annual Conference



Chen Changgui (2008). Internationalization In Higher 
Education And Innovative Talents Cultivation. Journal 
Of Higher Education, 6, 77-82.
Donghua University mainpage (2016). Available: 
http:///www.dhu.edu.cn
Wang Xiumei (2014). International Cooperation 
in Higher Education: From Communication to 
Integration. International Talent Monthly, 2, 48-51.
Wan Yanmin (2005). Establishing The New Teaching 
and Management Mode Of Sino-Japanese Cooperative 
Program between Donghua and Gakuen. Journal of 
Donghua University, 2, 76-79.
Wikipedia (2016). Available: https://en.wikipedia.org/
wiki/Main_Page

[1]

[2]

[3]

[4]

[5]

References: 

Society·Economy in Fashion 309



2016 IFFTI Annual Conference

Key words: Fashion education, Heutagogy, Curriculum deliverance, Lifelong learning, Self-Determined learning

Abstract

This is a pioneer study on heutagogical orientation of Fashion Education. Initial portion of this paper summarizes different attributes and need for self-

determined learning in the present and future Fashion Design Education by literature review. Subsequent portion analyses the data collected through structured 

questionnaire to understand the opinions of students and faculty members of Fashion Design and related graduation bachelor programmes about their 

understanding, present status, web 2.0 technologies and social media usage and orientation towards heutagogical learning. The survey was based on a study 

conducted through quantitative closed end questions with a scale rating from poor to outstanding (1-7) and the data analysed through descriptive statistics at a 

Premier National Institution, offering Fashion Design and allied education in South Asia. The findings of this research paper will be useful to orient the students 

and faculty members towards heutagogical learning; to upgrade the course curriculum of  fashion design and related programmes; to make the curriculum 

deliverance more effective and meaningful; through the learner: more self-responsible; introspective and finally self-determined wherever necessary.
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1.INTRODUCTION

Education, the teaching and learning process, has 
traditionally been perceived as pedagogic; teacher-centered 
approach between the teacher and the learner. Learning is 
associated with making new links in the brain involving ideas, 
emotions, and experience that leads to new understanding 
about self or the world (Hase, 2011). The distinction Knowles 
(1970) made between how adults and children learn was an 
important landmark in higher education and the andragogic; 
self-directed approach has come into the focus. In the 
rapidly changing world these methods of approaches may 
be inadequate to prepare the students to survive and develop 
in the modern communities and workplaces. Fashion design 
students are not exempted from this.

These days data, information and knowledge are very 
explicitly and forthwith available wherever we want, with 
the expediency of mobile, web 2.0, social and digital media. 
The web 2.0 refers to the second stage of development on 
the Internet, characterized especially by the change from 
static web pages to dynamic (user-generated content) and 
the growth of social media. Rapid globalisation, high speed 
internet and their entire consequence has created a different 
kind of human race where people need to be more than just 
competent, in order for them and their organisation to survive 
and thrive continuously. Self-efficacy, self-confidence, self-
awareness, self-motivation, knowing how to learn, creativity, 
desire and ability to use competencies in novel as well as in 
familiar situations are becoming really important than merely 
knowledge and skills. Having these features heutagogy is 
a form of self-determined learning, extension to previous 
approaches and encouraging cultural revival in learning and 
education. As cited by Hase & Kenyon (2001), Argyris and 
Schon (1996) made a major contribution to the paradigm shift 
from pedagogy to heutagogy in their conceptualisation of 
double loop learning, where learners are highly autonomous, 
self-determined and emphasis placed on development of 
learner capability along with competency.

Reddy (2014)  summarized that  Fashion Design 
undergraduates are trained for portfolio working and lifelong 
learning, which may be the future trend of working for 
all designers. A portfolio working involves earning ones’ 
own income from a range of sources; one might work on 

freelance contracts or as a part-time employee for several 
organizations and may also run a business. Such professional 
working demands proficient people with required mastery to 
accept novel challenges they come across in their career as 
lifelong learners. Based on the findings of a major UK study 
of graduate destinations titled Creative Graduates Creative 
Futures, in the contest of fashion design course curriculum 
for future fashion education, Rouse (2011) advocated that, 
we need to ensure student have the opportunity to develop 
a range of creative, intellectual, visual and technical skills 
and to use both conventional and digital technologies and 
education which fosters creativity and innovation, demands 
an approach which gives them time to reflect, to risk take 
and experiment. Eberle (2013) argued that heutagogy may 
be considered an outgrowth from andragogy, this is more 
creative and may lead to alternations in the rules, plans, 
strategies or consequences initially related to the problem 
at hand. During the fifth semester (third year first half) 
the graduating students are at a transition period from 
peadegogical learning of knowledge and skills gaining to 
andragogial cum heutagogical learning of cognative thinking 
and capability development, with wide opportunities at 
micro and macro levels from idea ( concept) and media 
(material) exploration to subject area specialization. The 
recognized promising aspects of the heutagogical learning 
and the requirements of fashion design education are parallel. 
Therefore the need for this investigation was conceived to 
understand the prevailing practices and opinions among 
Fashion Design graduating students during the fifth semester 
of their study on heutagogical learning at a Premier National 
Institution, offering Fashion Design and allied education in 
South Asia.

2. LITERATURE REVIEW

Fashion is a vibrant and innovative economic and 
socio-cultural activity, contributing value at individual, 
community, corporate and national levels (Rachel, 2012). 
Fashion education is an interdisciplinary education offering 
vocational programs at different academic levels involving 
interdisciplinary and multidisciplinary faculty members. 
Reddy (2014) emphasized that, in Fashion Design education, 
students are required to exercise and develop their creative 
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imagination and synthesize various, art, craft, design and 
business subjects they learn.  It is not required to simply 
memorize the facts and formulae within a discipline. During 
the first year students undergo a common Foundation 
Programme in design, combining students of different 
disciplines of fashion design. According to the published 
prospectus of the proposed Fashion Institution the important 
objectives of this programme are; to provide an overview and 
orientation to the fashion industry and to provide uniform 
basic knowledge and skill competencies universal to the 
discipline of fashion design. Later during the second year 
the students have been given broad-based competencies 
blom generic to fashion design discipline and introduction 
to industrial knowhow, processes and materials, respective 
to their chosen specialization. Subsequently during the 
third year they build on learning of the previous two 
year, by strengthening and concentrating on departmental 
specialization. Finally focus is on generating exposure to 
the complexities and nuances of various segments of related 
Industry. 

Most of the available studies and literature on heutagogy 
were mainly focused on adult learning as continuous 
education, distance education, open learning or corporate 
vocational training programs and are published by Albon 
(2006), Anderson (2010), Blaschke (2012), Cochrane & 
Antonczak (2013), Hase (2011), Mundhe & Herkal (2013), 
Palaiologos (2011). Only a few others including Hase 
(2011) were researched or applied these principles to formal 
education also. According to Eberle (2013) heutagogy and 
andragogy can be effectively used for elementary, secondry 
and adult learneres. According to Eberle and Childress (2006), 
in the heutagogical approach to learning, the teacher serves as 
the facilitator allowing students to inquire research, discover, 
analyse, and evaluate according to their needs and what is 
being studied. As cited by Eberle (2013), Hase and Kenyon 
(2000) claim that heutagogy, may be viewed as a natural 
progress from earlier educational methodologies in particular 
from capacity development and may well prove the optimal 
approach to learning in the twenty first century. Fashion 
Design students can determine their learning opportunities 
in terms of electives, product development, product design, 
colloquium module, partners for group tasks, mediums for 
exploration and presentation, approaches for execution, 

industries for internship, tools and machinery for making 
products, locations for field and crafts revision visits etc.. 
Fashion Design students can self-determine their learning 
options during the formal learning based on their career 
vision and future planning; likewise of real-life occupational 
experience considered for relating in continues education of 
adult learning.

Reviewing all the above, mentioned literature reveals 
though heutagogical learning is mainly linked with 
experienced adult learning, it also has a scope in all stages 
of education. Fashion education has wide scope and 
opportunities to formally incorporate heutagogical learning 
to make it more effective. Moreover no specific study was 
found, to the best knowledge of the researcher, in the existing 
literature relating to heutagogical approach in fashion 
education. Hence the researcher addresses the following 
specific questions:

(1)What are the important attributes of heutagogical 
learning related to Fashion Design students?

(2)What is the perception of students’ and faculty 
members’ status on these attributes related to Students 
Learning, Curriculum Scope and Faculty Members 
Encouragement?

(3)What is the present status of web 2.0 technologies and 
social media usage for heutagogical orientation in Fashion 
Design Education?

The study was also aimed to create inquisitiveness among 
participated students, faculty members and also proliferate 
heutagogical aspects across fashion education fraternity. This 
will help the students as they undergo product specialization, 
industrial internships and consolidation based on research and 
innovation to acquire professional competencies during the 
later portions of their remaining program. 

3. ATTRIBUTES OF HEUTAGOGY FOR FASHION 
EDUCATION 

Motivation and desire are the emotional commitment to 
learning wich makes the heautagogical approach so highly 
successful (Kenyon & Hase, 2013). These are the two very 
important factors for acomplishing any thing including  
learning. In order to get motivated, students need to know 
exactly what it is that they want, to possess a strong desire, 
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and to be willing to do whatever it takes to accomplish
their career goals. Hence the clarity on their career goals
is an important and reference point for students. Where as
experienced trainees refer their life experience and future
requirement to get desire and motivation. As the fashion
students have enarmous opportunities within their selected
field like Fashion Desing graduates have career options as
designers, freelancers, design consultants, design managers,
stylists, exhibition and visual display experts, forecasting
and fashion trends forum organizers, costume designers,
illustrators, pattern engineers and entrepreneurs. Textile
Design students have wide range of careers in textile mills,
export houses, trends and forecasting, styling, fashion design
studios, design studios, buying houses, handloom cooperatives
and buying agencies as design or fabric managers or work
independently as designers or entrepreneursand.  Like wise
Accessory Design students can become brand managers,
visual merchandisers, product managers and entrepreneurs in
broad areas of precious and costume jewellery, leather goods,
giftware, tableware, watches, footwear, handicrafts and
lifestyle products. The first two attributes identified for the
study were motivation and desire for learning.

According to the Kenyon & Hase (2001), an heutagogical
approach recognize the need to be flexible in the learning,
where the teacher provides resources but the learner designs
the actual course he or she might take by negotiating the
learning. Reflective practice is essential,  it is not always
easy to find the space and time to be reflective, and being
reflective means examining personal values and beliefs
which can sometimes be challenging to rationalize (Canning,
2013). Double-loop learning also involves self-reflection on
the individual learning process, reflection on what has been
learned and how it has been lerned (Balschke, 2013). In the
double loop heutagogical learning there are second loop
components to the first loop of formal subject knowledge and
skills.  According to Hase, & Kenyon (2007), knowledge and
skills or competencies can be acquired and even reproduced,
but learning is an integrative experience where a change
in behaviour, knowledge, or understanding is incorporated
into the persons’ existing repertoire of behaviour and
schema (values, attitudes and beliefs). Hence the next three
attributes identified were; introspection of values, beliefs
and assumptions; introspection of approaches, strategies

and actions based on the opportunities available in each 
stage of learning, similarly another reflective attribute while 
learning is introspection on critical thinking, exploration and 
experimentation.

In view of course requirement, Fashion Design students 
undergo a subject on creative skills during the first year and 
other subjects on cognative thinking and design process 
during second year of their studies. Stephenson and Well 
(1992) described (as cited by Ederle, 2013) capable people 
are those who know how to learn; are creative; have a high 
degree of self-efficacy; can apply competencies in novel as 
well as familiar situations; and can work well with others. 
From this the two other inportant attributes considered for the 
study were self-efficacy and overall capability development. 
According to Tray (2013) circles and donuts illustrations, 
individuals’  knowledge gain varies respectively in the three 
stages of pedagogy, andragogy and heutagogy are ability to 
seek out commonsense facts and initial refined knowledge; 
ability to construct an abstract model and ability to seek 
out new knowledge associated with ‘deliberate open gap’ 
respectively. 

From the above literature review and the requirements of 
the Fashion Design programs, the Identified seven significant 
heutagogical attributes, in students learning, as per the first 
and primary objective of the study were 1) Self-motivation, 
2) Desire, 3) Self-efficacy, 4) Introspection on approaches, 
strategies and actions, 5) Introspection on critical thinking, 
exploration and experimentation, 6) Introspection on values, 
beliefs, and assumptions, 7) Capability development. 

Web 2.0 techologies support double-loop learning by 
providing an environment in which learner can connect 
with each other using a variety of platforms from social 
networking tools. Web 2.0 design supports a heutagogical 
approach by allowing learners to direct and determine their 
learning path and by enabling them to take an active rather 
than passive role in their individual learning experiences 
(Blaschke, 2012). Hence the added important aspect of this 
study was use of web 2.0 technologies and social media in 
learning, research and subject evaluation.

4. RESEARCH METHODOLOGY

4.1 Participants
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A survey study was adapted for this research at a Premier 
National Institution in South Asia. This Institution has been 
offering fashion and allied design education for more than 
a quarter century. 78 students and 16 faculty members’ 
questionnaires were finally considered. A total of 100 students 
and 18 faculty members from one of its 15 campus operated 
across the country by this premier institution was considered 
as a cluster purposive sampling. 

4.2 Instrument
Based on the identified important seven attributes of 

huetagogical learning in the study, two questionnaires 
were designed for respective cohort of students and faculty 
members. Each attribute was questioned to students and 
faculty members, in three aspects; Students Eminence, 
Faculty Members’ Encouragement and Curriculum Scope. 
Each questionnaire had fourty five questions with scale rating 
from poor to outstanding (1 to 7), which is familiar and 
widely used scale in the acadamic grading of the students and 
faculty members at the surveyed institution. 

4.3 Procedure and Data Analysis
This survey was conducted during November and 

December 2015. It was delimited to students and faculty 
members of Apparel, Textile and Accessory Design in the 
fifth semester bachelor (four year) programs. Initially the 
questionarries were presented to three students and two 
faculty members, the procured suggestions were incorporated 
in the opinionnaires to make it easy for participants to 
understand and reciprocate. An internal consistency was 
piloted by fifteen students’ sample by using Cronbach’s alpha 
reliability test and an alpha value 0.966 was obtained, it 
falls under excellent category as per general standards. The 
data processed through descriptive statistics through SPSS 
software and important results are presented in tables and 
graphs.

5. RESULTS AND FINDINGS

In order to realize the second objective of the study, the 
data was analyzed with descriptive stastistics. Mean values 
of students and faculty members’ perceptions on the seven 
attributes of students learning were computed. The computed 

mean values were on the scale of 1-7 and were converted 
to percentages (%) so as to make it easy to understand and 
compare. The related results obtained are presented in the 
following Figure-1, as a clustered bar chart. It was sensed 
acceptable, only because the obtained data of each attribute 
was mostly matched with normal standard deviation curve, by 
the researcher. 

The result revealed that the students were having moderate 
to good levels of heutagogical orientation as per theirs’ 
and faculty members’ perception. Few other important 
observations from the figure-1 are; students perception ratings 
are higher than faculty members  (except in the capability 
development), Compared to the students perception the 
faculty members have been rated  more in the ‘capability’ 
of students; out of all attributes the highest mean percentage 
obtained by students is ‘desire’ and for the faculty members it 
is ‘capability rating’. In the global world fashion professional 
must come together to solve problems and fashion education 
to facilitate the students to become capable to effectively 
address novel challenges at global level.

The attributes; approaches, strategies and actions; critical 
thinking, exploration and expermentation; values beliefs and 
assumptions are abbreviated as Approaches (ASA); Thinking 
(CEE); and Values (VBA) respectively in Figure-1 and 
Figure-2.

To understand the perception of the students on 
heutagogical attributes; about self, curriculum scope and 
faculty members’ encouragement, the mean percentages were 
represented in a radar chart as figure-2 below. 

 

Figure 1. Fifth semester graduating students’  heutagogical attributes 

Figure 2. Perception of students on heutagogical attributes about self, faculty 
members encouragement and curriculum scope
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Some of the important observations from the figure-2
are; the students have rated their self-levels were highest
compared to faculty members’ encouragement or curriculum
scope; despite of the less scope in the curriculum for ‘desire’
students are maintaining highest levels compared to all other
attributes; ‘approaches, strategy and actions’ attribute was
found very low rated. In the heutagogical approach it is not
desired for a faculty member to teach everything, students
must take responsibility for learning with determination,
desire and motivation.

To realize the third objective of the study the availability
status of five electronic gadgets and their usage for various
applications with web 2.0 technologies and social media were
compiled in Table-1 and Table-2 respectively.

Some of the important interpretations from the Table-1 are; 
88% of faculty members possessing desktops at highest level 
and on an average they have three gadgets at their usage; 91% 
percentage of students possessing laptops at highest level and 
on an average they have two gadgets at their usage.

From Table-2 some of the interpretations concluded are as 
follows; more or less students and faculty members are using 
electronic gadgets and web 2.0 technologies in the same level 
for academic and non-academic purposes. The highest rated 
usage was found for Academic Research by both the faculty 
members and students. 

6. CONCLUSIONS AND RECOMMENDATIONS

Heutagogy is not merely an alternative to pedagogy 
and andragogy, for instance it is a continuum to the said 
previous approaches for effective and productive learning 
in the rapidly growing era of web 2.0 and high speed digital 
age. The Fashion Design student participants were found to 
have a moderate to good level of application for heutagogal 

learning despite of any formal education on heutagogy 
and its application. By formally introducing heutagogical 
attributes these levels can be perceptually improved. Most of 
the students and faculty members are having more than one 
electroic gadget and adequate infrastructural support to use 
them for acadamic purposes through web 2.0 technologies 
and social media. Faculty members should concern 
themselves with developing the students’ capability, not 
by just embedding discipline-based skills and knowledge. 
Further faculty members should be resource developers, 
facilitators, coaches, motivators, good listeners, persuaders 
and communicators in direct and digital media. Heutagogy 
provides enormous satisfiction and psycological enrichment 
for both students and faculty members.

As nicely quoted by the former First Lady of the United 
States from March 1933 to April 1945, Mrs. Eleanor 
Roosevelt, “Great minds discuss ideas, average minds discuss 
events and small minds discuss people”. In the future the 
Fashion educations’ major responsibility will be to create 
intellectual curiosity, introspection and engage students 
psychology to develop creative ideas and products to suit 
global needs. 

7. FUTURE SCOPE OF WORK

The future scope of this study would be to establish 
correlation of the present study findings to socioeconomic 
back ground and academic grades of the students, if any, 
by secondary or meta-analysis. Action research is another 
emerged scope from this study to check the identified 
heutagogical attributes influencing on fashion design students 
and in preparing them for career endeavours and novel 
challenges.

Table 2. Students and faculty members usage of electronic gadgets in 
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Albon, R. (2006).  Motivation, dialogue, and 
heutagogy: driving collaborative assessment online. 
In Proceedings of the Second IASTED International 
Conference on Education and Technology. Calgary, 
AB: ACTA (pp. 63-71). 
Anderson, T. (2010). Theories for learning with 
emerging technologies. In G. Veletsianos (Ed.), 
Emerging technologies in distance education. 
Retrieved from: http://www.aupress.ca/books/120177/

[1]

[2]

References: 

Table 1. Availability of electronic gadgets with students and faculty members

Society·Economy in Fashion 315



[3]

[4]

[5]

[6]

[7]

[8]

[9]

[10]

[11]

[12]

[13]

[14]

e b o o k / 0 2 _ Ve l e t s i a n o s _ 2 0 1 0 - E m e r g i n g _
Technologies_in_Distance_Education.pdf on 
24/11/2015.
Argyris, C and Schon, D. (1996) Organisational 
Learning II, Addison-Wesley, Reading.
Blaschke, L . M. (2013), E-Learning and Self-
Determind Learning Skills. In Hase, S. & Kenyon, C. 
Self-Determined Learning: Heutagogy in Action (pp. 
55-68). New York: Bloomsbury Academic.
Blaschke, L. M. (2012). Heutagogy and lifelong 
learning: A review of heutagogical practice and self-
determined learning. The International Review of 
Research in Open and Distance Learning, 13(1), 56-
71. Retrieved from http://files.eric.ed.gov/fulltext/
EJ979639.pdf on 14/06/2014. 
Canning, N. (2013). Practitioner Development in 
Early Years Education. In Hase, S.  & Kenyon, C. 
Self-Determined Learning: Heutagogy in Action (pp. 
167-180). New York: Bloomsbury Academic.
Cochrane, T., & Antonczak, L. (2013). A Mobile 
Learning Community of Practice: Facilitating 
Conceptual Shifts in Pedagogy. In Scaling up Learning 
for Sustained Impact (pp. 430-435). Springer Berlin 
Heidelberg.
Eberle, J . H. (2013), Lifelong Learning. In Hase, S. 
& Kenyon, C. Self-Determined Learning:Heutagogy  
inAction (pp. 55-68). New York: Bloomsbury 
Academic. 
Eberle,  J .  H. and Childress,  M. D. (2006).  ‘ 
Heutagogy: 
it isn’t your mothers’ pedagogy and more’, National 
social science journa, 28(1),28-32. 
Hase, S. (2011). Learner defined curriculum: 
Heutagogy and action learning in vocational training. 
Southern Institute of Technology Journal of Applied 
Research, 1-10.
Hase, S., & Kenyon, C. (2001). Moving from 
andragogy to heutagogy: implications for VET. 
Graduate College of Management Papers, 142.
Hase, S., & Kenyon, C. (2007). Heutagogy: A child 
of complexity theory. Complicity: An International 
Journal of Complexity and Education, 4(1). 1. 
K e n y o n ,  C . ,  &  H a s e ,  S .  ( 2 0 0 1 ) .  M o v i n g 

[15]

[16]

[17]

[18]

[19]

[20]

[21]

from Andragogy to Heutagogy in Vocational 
Education. Retrieved from http://www.avetra.
org.au/PAPERS%202001/kenyon%20hase.pdf on 
08/11/2015.
Kenyon,  C. ,  & Hase ,  S .  (2013) .  Heutagogy 
Fundamentals. In S. Hase, & C. Kenyon,  Self-
Determined Learning: Heutagogy in Action (pp. 1-17). 
New York: Bloonsbury Academic 
Mundhe, K. L., & Herkal, S. C. (2013). Scholarly 
Reserch Journal for interdisciplinary studies, special 
issue-ACOE. Life Long Learning: Progression from 
pedagogy to Andragogy then to Heutagogy. 
Palaiologos, G. T. (2011). From Pedagogy to 
Andragogy and Heutagogy: Thinking Distance 
Education and Self-Directed Learning. Available at 
SSRN 1967851.
Rachel, M. (2012). Design, A fitting foundation for 
a future fashion industry the business of fashion 
in fashion education. Fashionable early Designing 
Australian Fashion futures, Forum, National library 
Australia, p.5.
Reddy,  G.  C.  (2014) .  Current  Real i t ies  and 
Emerging Trends of Fashion Education in India: A 
Comprehensive Study on Undergraduate Programmes 
at NIFT, Hyderabad. Reflections 2014, National 
Institute of Fashion Technology, India.  
Rouse, E. (2011). Shaping the Fashion Curriculum for 
the Future: Lessons from Creative Graduates Creative 
Futures. Fashion & Luxury Between Heritage and 
Innovation (p.106). Paris: Institute Francais De La 
Mode (IFM).
Tray, B . H. (2013), Transitioning from Pedagogy to 
Heutagogy. In Hase, S. & Kenyon, C. Self-Determined 
Learning: Heutagogy in Action (pp. 181-192). New 
York: Bloomsbury Academic.

316 2016 IFFTI Annual Conference



                  

Participatory action research and fashion
education: theories, practices, and

implications

Magnum Lam, Wing-sun Liu, Yee-nee Lam, Eric Li

Technological and Higher Education Institute of Hong Kong; The Hong Kong Polytechnic University; Hong Kong Design Institute;

University of British Columbia – Okanagan Campus

*Corresponding author’s email:

magnumlam@vtc.edu.hk

Abstract

This paper introduces the Participatory Action Research (PAR) approach into fashion education with the explication of an experimental research titled 

fashionthnography.com. In the mist of the global operation, the fashion industry has dramatically restructured itself to quench the consumers’ thirst for the 

fantasy of latest design and varieties of styles with creative branding strategies and managing a highly responsive and sustainable supply chain. In addition to 

the demand of proactive strategies, the new market environment also challenges today’s fashion pedagogy to rethink its long-standing philosophies of design 

education in its capacities of keeping pace with the globally networked digital age and preparing graduates with new set of skills and abilities demanded 

by the profession. Hence, the goal of this study is to explore the potential of an alternate method for fashion education and its theoretical and practical 

implications. While current fashion pedagogy has been dominated by a one-way knowledge transference thinking, in which fashion schools tend to follow a 

Bauhaus’s tradition and complement with vocational, trade-oriented training in their curriculum design to produce work-ready graduates for junior positions 

(Faerm, 2012; Romeo and Lee, 2013); we seek to highlight the limitations of this top-down approach (i.e. from lecturers / practitioners to students), and 

address to what extent Participatory Action Research can go beyond and equip the students with higher level of working capabilities and creativity in cultural 

appreciation (Miskovic and Hoop, 2006). We explicate the nature of Participatory Action Research in pedagogy with the illustration of our experimental project 

fashionthnography.com. The project is initiated by a group of committed faculties, practitioners, and students who experimentally explore the potential of co-

creation learning/training experiences through engaging in a series of fashion-related activities with constant reflections and feedbacks. We discuss the benefits 

and limitations of this emancipatory project which essentially leads to long-term education success. .

Key words: Participatory action research, Fashion education, Co-created learning experiences, Qualitative research, Design education  
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1.INTRODUCTION

It is the passion, fascination and even the ignorance about 
fashion and brands that have brought this group together, 
and all individual members in this team do have their own 
experiences/perspectives in the context. In a nutshell, we 
intend to “sacralise” and “desacralise” academic discourses. 

Founder of Fashionthnography.com 
In the midst of the uncertain global economy, the fashion 

industry has been undergoing rapid changes at unprecedented 
rate, and reshapes itself through introducing new business 
models and emerging technologies in satisfying increasingly 
fastidious customers (Cholachatpinyo et al., 2002). The 21st 
century is remarked as the era of design, which is subjected 
to the featuring of individuality and diversity (Lee, 2006; 
Lee and Yang, 2002). Living in a short-term thinking, fast-
consuming society; the fashion industry has dramatically 
restructured itself to quench the consumers’ thirst for the 
fantasy of latest design and varieties of styles with creative 
branding strategies and a sustainable, highly responsive 
supply chain management. As a result, it becomes the 
greatest challenge for fashion institutes to develop effective 
curriculum and measurement to prepare students with the 
skills and knowledge capable of working within this highly 
dynamic, global environment (Hodges and Karpova, 2009; 
Kozar and Connell, 2013; Romeo and Lee, 2013).  

Facing the rapid and volatile changes occurring in the 
fashion industry, Faerm (2012) ascertains that it is the time 
for fashion academia to consider ‘how to prepare graduates 
for this accelerated and highly unpredictable professional 
landscape by reimagining the future of fashion design 
education…(With a) focus on developing students’ conceptual 
skills and design processes within curricula that provide 
greater interdisciplinary opportunities’ (p. 278).  In a similar 
vein, the online education platform Business of Fashion 
(BoF Education) (2015) has recently surveyed a total of 4032 
BA, MA students and alumni with regard to the curriculum 
design and fashion training of their schools. The survey 
reveals that prestigious fashion schools have successfully 
provided a technical curriculum in garment construction and 
patterning that strengthens students’ creativity in design. 
Yet, they perform relatively poor in preparing students for 
the working reality due to insufficient business education. 

The survey concludes that fashion institutes are currently 
facing a dilemma in preparing students to tackle both the 
creative and commercial demands of the fashion industry. 
In response to the current needs, fashion institutes have 
searched for the equilibrium between teaching business and 
nurturing creativity. For examples, Parsons School of Design 
has reworked its undergraduate curriculum to bring business 
and creative teaching closer together. Polimoda reassesses its 
teaching every few months to ensure its programme keeping 
pace with the changing fashion landscape. Others offer 
internship opportunities allowing students to experience and 
learn business skills in first-hand. 

The changing job market thus creates a new need for 
multidisciplinary teaching to equip students with the integrity 
and quality-based design. Students are also trained with short-
term operational efficiency that fits for different roles and 
departments in the fashion world. This, however, leaves little 
room for design students to research or absorb the philosophy 
behind the study of fashion. While previous research have 
focused on investigating the effectiveness and efficiency 
of different pedagogical methods in fashion education, 
this paper restates the problem by addressing that fashion 
institutes should reexamine their current philosophies and 
practices in order to respond to the market circumstances. 
In this connection, this paper aims to search for an alternate 
method for fashion education and explore its theoretical and 
practical implications.  We challenge the current fashion 
pedagogy as being dominated by an one-way knowledge 
transference thinking. Through highlighting the limitations 
of the Bauhaus’s tradition following a top-down approach 
(i.e. from lecturers / practitioners to students), we address to 
what extent Participatory Action Research can go beyond and 
equip the students with higher level of working capabilities 
and creativity in cultural appreciation.

2. LITERATURE REVIEW

2.1 The Philosophical Backbone of Fashion Pedagogy – 
The Bauhaus

In unveiling the pedagogical paradigm behind the fashion 
design education, the Bauhaus (1919 -1933) is established 
as one of the roots of modern art and design education in the 
United States.  It is reported that lots of the Bauhaus ideas 
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are integrated into the mainstream American popular culture
(Faerm, 2012; Lerner, 2005; Marshall, 2009). The Bauhaus
tradition explores the universal ideal of visual languages that
structure all the basic principles of general applicability in
art and design (Jacobsen and Wolsdorff, 2007). Established
in the early 20th century, the original mission of the Bauhaus
School is to promote ‘the integration of artistic and practical
pedagogy, aesthetics, and applied skills to produce artists and
designers who can participate as creative individuals in the
professional working world, becoming part of society and
contributing as a group to the greater good of Germany’ (Wax,
2010, p. 23).

In the spirit of the philosophy of Bauhaus pedagogy,
students are encouraged to learn various art and design
principles and fundamentals through intensive practices
and training. They would later proceed to choose a design
specialization of interest (Marshall, 2009). The role of the
faculty members, largely composited of practicing artists and
designers, would impart their design expertise and guide the
students’ design in the contemporary practices (Wax, 2010).
The contemporary form of Bauhaus pedagogy, as embedded
in a four-year degree program, usually combines a vocational,
trade-orientation. The program structure is largely designed
to cater the job specification as demanded by the market
practitioners; and the modules are normally instructed by
active professionals from the fashion field (Faerm, 2012;
Wolf and Rhee, 2009). For the first year of study, students
are taught with the fundamental skills and principles of
general art and design. For the later three years of dedicated
design studies, the curriculum would place much emphasis
on developing design skills associated with the practices
(i.e. garment construction, sewing techniques and form
development, pattern making). The advanced level during the
final year of study is set to challenge students’ capability in
refining the process of design as well as their aesthetic sense
through accessing theory-based and skill-based assignments
(i.e. capstone project of developing a graduate portfolio
and fashion collection that showcase students’ abilities
before launching them into the industry). With a focus on
studio/workshop based fashion design modules, the highly
technical curriculum requires supplements of liberal studies
and discipline-related subjects (e.g. digital design, textiles,
business, knitwear, and other courses) to support students’

individual goals of all-rounded education. The ultimate goal 
of the contemporary Bauhaus training is to prepare work-
ready graduates who can secure junior positions like assistant 
designer.   

2.2 The Paradigm Shift in Fashion Pedagogy – The 
Multidisciplinary Studies

In an ultra-connected, fast-moving technological age, Wax 
(2010) highlights that fashion academia begins to rethink 
the role played by the future fashion designers. This further 
extends to the question that to what extent our field of art and 
design education, in its Bauhaus tradition, can truly prepare 
our students for the fashion industry with new set of skills and 
knowledge. The rapid changing fashion landscape demands 
fashion education to shift from an emphasis on developing 
students’ fundamentals skills in specific design areas towards 
other core qualities inherent in the design process. These 
include 1) the ability to collaborate and communicate, 2) 
the capacity for empathy, 3) the ability to articulate design 
insights to those in other fields, and 4) the capability to act 
strategically (Wolff and Rhee, 2009). In an interview between 
The BoF Education (2015) and Professor Frances Corner, 
head of London College of Fashion, it was acknowledged 
that fashion institutes should equip students with many new 
forms of analytical skills and focus on emotional intelligence, 
creativity, innovation, and understanding the changing buying 
patterns of consumers. In this connection, Wolff and Rhee 
(2009) observe the focus of fashion pedagogy has shifted to 
process/system-oriented approach stressing the methodology 
with potential application to almost any kind of problems. 

Therefore, Palomo-Lovinski and Faerm (2009) and 
Marshall (2009) highlight that the higher education curricula 
of fashion studies should provide a creative student 
development which enables design’s cross-fertilization 
in the areas such as science, education, or business. This 
would help to create innovate products for our society that 
addresses sub-cultures, media and technology, the economy, 
available resources, as well as an increasing sensitivity to 
environmental awareness. For instances, London College of 
Fashion and Central Saint Martin embed a research tradition 
on  humanities, cultural awareness, and historical contexts, 
where fashion is considered as a cultural phenomenon in 
a social and historical context (Skjold, 2008). In another 
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aspect, training in soft skills like communication and problem 
solving became essential. On one hand, fashion schools 
strive to encourage and treasure students’ creativity and 
personal ideas; on the other hand, students are trained to be 
aware of the current issues of the fashion markets, branding, 
manufacturing and supply chains, as well as financial and 
business models. Shifting from a vocational, trade-oriented 
curriculum driven by meeting industry’s job requirements, 
many American design schools are offering or considering 
multi- and inter-disciplinary studies, or even transdisciplinary 
(i.e. Parsons The New School for Design). The process of 
research and development engage the students in analytical 
thinking. This sets as the primary learning objective, in 
which students are taught to be aware of specialized areas 
including sustainability, social innovations and design, and 
technological-aid design (Palomo-Lovinski and Faerm, 
2009). Related research has suggested different pedagogic 
methods to enrich student’s learning experiences and improve 
graduates’ successful work performance besides traditional 
lecturing and assessments (Romeo and Lee, 2013). These 
fruitful work includes, but not limited to, the emphasis of 
creativity training (Lau, 2012; Lau et al., 2009), the adoption 
of multi- or cross-discipline approach in design education 
(Morris and Hamilton, 2007; Newsletter and McCracken, 
2000), the use of advanced computer technology in fashion 
and design training (Ma, 2008; Romeo and Lee, 2013), 
overseas experiential learning program (Ha-Brookshire, 
2008), on-job supervision through internship program 
(Stanforth, 2009), and close monitoring of the differences 
towards on-job requirements between academia and industry 
(Chida and Brown, 2011; Kozar and Connell, 2013). 

2.3 Border-crossing: Reflection and the Limitation of 
Fashion Pedagogy

Central to the contemporary fashion education, the goal of 
fashion pedagogy in the above presupposes an ideal balance 
between conceptual learning and practical application, 
in which “the intellectual, analytical, and conceptual 
considerations through research and experimentation must be 
foremost within a college design curriculum, yet should be 
grounded in ideas of practical application”. The aim of such a 
paradigm shift is to nurture the originality of students with an 
effective curricula and pedagogical measures addressing the 

balance between artistry (vision, research, and design), craft 
(technical skills), with business acumen (professional practice 
and placement) (Palomo-Lovinski and Faerm, 2009).

Witnessing the transition from an exclusively skill-centered 
curriculum (i.e. The Bauhaus Tradition) to a theory-centered, 
cross- or even multi-discipline mode of study integrating by 
skill and technical training, Faerm (2012) summarizes that 
the paradigm shift in fashion pedagogy prioritizes “thinking” 
over “making”. This pedagogical trajectory emphasizes 
the iterative stages of design and the students’ ability to 
contextualize their creative process. In other words, education 
success is achieved through structuring and providing a 
more effective curriculum and a well-organized internships 
program that fill in the gap between graduation and industry’s 
expectation. Fashion educators attempt to minimize the 
risk of disappointment or failure. While considering the 
implementation and measuring the effectiveness of the 
existing approach to fashion education, meeting the industry 
job requirement is of foremost important. However, it 
remains questionable that to what extent the participation 
and collaboration of students in the pedagogical training can 
provide emancipatory effect of originality and creativity to the 
better future of the fashion industry, drawing new insights and 
dynamics into the continuously changing fashion landscape 
(Kawamura, 2005). The pedagogical measures discussed in 
the above have enshrouded the nature of fashion education 
of our time as a one-way knowledge transference process 
(i.e. through teachers/professionals to students). Students are 
passively trained with the necessary skills and knowledge 
to cope with the requirements pre-set by the industry and 
academia. The top-down mandates thus limit the potential 
of the emancipatory power of creativity and originality in 
fashion industry, and neglect the possibilities that students can 
help foster creative and sustainable ideas or business model 
in tackling the future challenges in the fashion industry.  

In reviewing the existing university education system, 
Kinsler (2010) challenges existing pedagogic training 
characteristic as ‘the academic commodity production mode’, 
in which ‘individual projects, methodological individualism’ 
is praised. Kinsler ’s assertion opens the discussion 
that academia and market practitioners may require an 
emancipatory consciousness toward the critical assessment 
of the extent to which the social milieu impedes the fostering 
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of the good. While teaching may not best done through a top-
down mandates with a focus on the outcomes than the learning
process (Cochran-Smith and Ltyle, 2009), recent pedagogical
research has called for the adoption of participatory action
research (PAR) in democratizing the research/teaching-
learning process. This is achieved by encouraging the self-
transformation of participants who collectively develops
their understanding through enquiry with the collaboration of
academia and industry practitioners (Carr and Kemmis, 2009;
Grundy, 1987). The emancipatory view of pedagogy discards
the traditional way of seeing participants as instrumental
achievement of predetermined objectives set by faculty. The
approach aims to avoid the replication of current fashion
discourses and market practices in the curriculum. In this
connection, fashion educators should reflect on the current
approach to knowledge dissemination and deconstruct their
societal power and benefit by engaging students’ participation
and collaboration in generating new ideas along the fashion
training process. Abraham and Purkayastha (2012) argue that
the emancipatory nature of getting students’ participations and
collaboration would challenge the unequal power relationship
between students (i.e. often known as juniors) and teachers/
market (i.e. professionals and experts). However, the
collective efforts would shed light on the connection between
theory and practice. This research introduces a participatory
action research (PAR) that recognizes teachers, students,
and professionals from fashion industry as co-creators in a
learning process in building self-efficacy essential to long-
term education success. The project of fashionthnography.
com moves in a similar fashion since it serves as a platform
to reflect on today’s fashion education and as an exploration
of the inexhaustible potential of the fashion world among
academics, students, and professionals from the industry.

3. METHODOLOGY: PARTICIPATORY ACTION 
RESEARCH

The entire study fashionthnography.com is an experimental 
project utilizing participatory action research methodology, 
which documents and explores the collaborative research 
processes between a group of passionate fashion educators, 
students, and industry practitioners. Rather than designing 
classroom activities that engage students’ participation and 

triggering the formulation of research questions (Atweh et al., 
1998), the definition of participatory action research involves 
‘a democratic process concerned with developing practical 
knowing in the pursuit of worthwhile human purposes, 
grounded in a participatory world view which we believe is 
emerging at this historical moment. It seeks to bring together 
action and reflection, theory and practice, in participation 
with others, in the pursuit of practical solutions to issues of 
pressing concern to people, and more generally the flourishing 
of individual persons and their communities’ (Reason and 
Bradbury, 2001). 

Unlike the traditional positivistic research paradigm which 
is largely static and fixed, participatory action researchers 
follow a dynamic approach in its search for knowledge 
(McHugh and Kowalski, 2010). The essence of this approach 
opposes any positivistic understanding of knowledge 
as something objective and value free. Instead, action 
researchers embrace the view that knowledge is socially 
constructed and recognize the synergy of collaborative 
efforts among the participants in committing themselves 
to a form of research which challenges existing unjust and 
undemocratic economics, social, and political systems and 
practices (Brydon-Miller et al., 2003). Action researchers 
believe that it is not only theory that can inform our practices, 
but theory should also be generated through practices (Frisby 
et al., 2009; Brydron-Miller et al., 2003). Kinsler (2010) 
highlights three characteristics of modern action research, 
including 1) participatory character, 2) democratic impulse, 3) 
simultaneous contribution to social science and social change. 
It is the emancipatory nature and those principles underneath 
participatory action research approach that promotes 
independence, equality, and cooperation and effectively 
alter policies of ‘permanent exploitation’ (Carr and Kemmis, 
2009). 

Participatory action research has been growing popular 
in the field of pedagogical studies in recent years. While 
educators and researchers are using participatory action 
research to challenge the dominant approach of educational 
system in many aspects (i .e.  policy-related issues, 
stereotyping, and oppressive practices within the school 
setting), this research approach successfully encourages 
academia to reflect on their authoritarian positions as well 
as the educational content in fostering a collaborative, 
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empowering, and multi-cultural education environment that 
reflects the reality of the changing global context  (Kinsler, 
2010; Miskovic and Hoop, 2006). In this connection, 
Kemmis and Wilkinson (1998) see the educational approach 
to participatory action research as a social process through 
which actors in the educational and social setting strive to 
understand how they are connected to the social structure. 
With an emphasis of participation and practicality, all the 
actors involved are not passive subjects but are active agents 
who work collaboratively towards social action. Miskovic 
and Hoop (2006) further elaborate that the emancipatory and 
critical nature underneath participatory action research allows 
‘individual (to) examine and challenge the role of larger 
social, political and economical, and cultural conditions that 
shape their identities and actions’ (p. 271). 

Stringer and Genat (2004) highlight that participatory 
action research should go through five processes, including 
1) research design, 2) data gathering, 3) data analysis, 4) 
communication, 5) action. Kemmis (2001) argues that there 
are at least three types of action research, namely technical, 
practical, and emancipatory. The entire project follows the 
emancipatory trajectory that focuses on the improvement of 
outcome and self-understanding of research practitioners. 
More importantly, it aims to engage the participants in 
strategic action from the dictates of compulsion, tradition, 
precedent, habit, coercion and self-deception (Grundy, 
1987). The key of participatory action research is how the 
participants (i.e. no matter of students, researchers, or other 
participants) engage in a research project in result of a 
practical outcome related to the subjective experiences of the 
participants (Stringer, 1999). Each participant’s background, 
in particular to the students, and his/her experiences are 
honored and respected. Students are taught and liberated 
to critiques and responds to the resources they are given. 
Drawing on “indigenous knowledge” among the students, 
participatory action research require those who have power to 
claim authority (i.e. academic scholars, market practitioners, 
and researchers) to reflect on their positions and knowledge 
dissemination during the research process (Greenwood and 
Levin, 2000; Kemmis and McTaggart, 2000). Thus, the 
participatory action research is reflexive that encourages the 
participants to critically examine their role in their research. 
For the educational purposes of action research approach, 

Kinsler (2010) highlighted five emancipatory forms of action 
research as listed in the below. 

-To educate and engage students for a better society
-To Improve the efficacy and effectiveness evaluated in 

terms of social, cultural, discursive and material (economic 
and/or historical consequences of practices) 

-To simulate subject intentions, presuppositions, and 
frameworks of justification to critical examinations 

-To engage different voices and perspectives of other 
involved in the practice (e.g. students or faculty members) 
apart from the perspectives of professional practitioners 

-To establish an open communication with other 
participants who lives and work are involved in or affected by 
the practices being investigated.

Here, we briefly discuss our participatory action research 
project, namely fashionthnography.com, and the challenges 
we encountered during the research process in exploring the 
potentials of rethinking fashion pedagogy of our era. 

4. ABOUT THE PROJECT: FASHIONTHNOGRAPHY.
COM

4.1 Project Rationales and Research Objectives 
The fashionthnography.com is an educational action 

research project that comprised of a group of fashion students, 
academics, and professionals from the industry, who share the 
same passion in fashion, and regard each other as sources of 
inspiration and creativity for a better fashion education and 
training. The initiative of the project is based upon the fact 
that many local fashion employers are disappointed with the 
working performance and attitudes of the fashion graduates 
in recent years. Even worse, some of the market practitioners 
begin to question to what extent the theoretical-based 
curriculum can truly equip the students with the necessary 
knowledge and skills in meeting the job requirements and 
industry expectations nowadays. Thus, it becomes the vision 
of a group of academia who strives to resolve the conflicts 
and misunderstanding between students/practitioners, 
theories/practices, teaching/research. 

Through proposing several mini-projects, workshops, 
and interviews, the academia engages a group of students 
and market practitioners in a collaborative research project, 
and opens a dialogue of discussion among the three parties. 
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It is hoped that the participation and collaboration of the
participants allow experiences-exchange, new insights
and ideas generation, the elimination of the negative
attitudes toward the stereotyping of the next generation.
More importantly, the project strive to achieve a mutual
understanding and a better approach to fashion design and
business education and training that address the expectations
with ‘good’ solutions and suggestions for the future of the
fashion industry (Miskovic and Hoop, 2006). Thus, the
goal of the research project is to facilitate a co-creation
learning experiences among students, academics, and fashion
professionals from the industry through continuous reflections
and feedbacks that change their original perception and
expectation of the other parties. The research objectives of
fashionthnography.com are listed in the below.

-To facilitate a co-creation learning experience among
students, academics, and industry

-To enrich the learning experience of fashion studies
through their active engagement in the project (i.e including
data collection and analysis - preparatory work of website,
reflexive writings, discussion and sharing, and multi-media
presentation).

-To equip students with their own understanding of
fashion together with development of personal capacities
in communication (i.e. team-work), critical thinking,
innovativeness, and problem-solving skills.

-To share the learning outcomes and research output with
others and through the website that changes the ideas of
fashion education in a fashioned way.

4.2 Development of Fashionthnography.com Project
The name of the website is a pseudo-compound word of 

fashion and ethnography, granting the site an ethnographical 
documentary of fashion, brand, and culture. The entire 
website project has evolved a series of changes since its 
early establishment, from an ethnographical study of fashion 
culture towards an action research project involving a 
group of students, faculties, and people from the industry 
for the sake of improving fashion pedagogy. The only thing 
remains unchanged is that all the members participate in the 
project voluntarily, in which the project operation maintains 
high flexibility and autonomy in modifying its managerial 
structure and exploration of potential research outcomes. 

Dated back to its original purpose of launching the website 
in 2012, the founder built the website as a personal blog to 
share his academic insights into everyday life (e.g. fashion 
diaries, research sharing, implications from qualitative 
research) as well as holding a street snap short project. The 
project begins with a small team of academics writing fashion 
diaries, and a group of student helpers to assist street snap 
shot on every Saturday afternoon for street fashion analysis 
and discussion. However, as the project size got expanded 
with the active engagement of more research participants in 
the preparation work of the website, the research team realize 
that it is necessary to rethink to what the extent the website 
can serve not only as a platform for academic sharing with 
regard to fashion studies, but it also facilitate as a tool of 
fashion training that enhance learning experience by actively 
engaging the research participants. 

In this connection, the website project becomes an 
experimental project probing into the potential of an 
alternative method for fashion education and theoretical 
development. Fashionthnography.com is then converted 
into a participatory action research project. In the spirit of 
a participatory action research (PAR) project, the website 
project evolves in the emerging and dynamic process with 
active engagement of participants in the research (i.e. 
students, faculties, and industry). This results in a practical 
solution to fashion learning and training that is related to 
the experiences of the participants (McHugh and Kowalski, 
2011). 

The website serves as a sharing platform where efforts 
and collaborative works of students, academics, and industry 
in searching for alternate methods of fashion education can 
be witnessed by those who also share same passion in the 
fascinating fashion world.  We strive to enrich the fashion 
learning experience and engage ideas and belief of research 
participants through constant reflections, discussions, and 
feedbacks among the three parties for the purpose of the 
education of students for a better society.

Fashionthnography.com, 2015
The relationship of the research participants (i.e. students, 

academia, and market practitioners) does not form a 
hierarchical relationship. Instead, they see one another as 
sources of inspiration and creativity that co-create unique 
experiences in developing a deeper and more diverse 
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understanding of fashion. After years of discussion and 
revision, the three parties agree seven key elements to be 
emphasized in the project. 

(1).Co-creation of learning experiences and collaboration 
(2).Teamwork and communication
(3).Integrating theory into practices
(4).Constant reflections, discussion and feedbacks
(5).Dynamic and changes (i.e. Trail-and-error)
(6).Sustainable, active engagement in learning 
(7).Technology savvy (i.e. Use of multi-media)
Throughout the years, fashionthnography.com has involved 

more than 20 participants actively engaged in several mini-
projects. These mini-projects include a street snap-shot 
study documenting how fashion evolves in different cities 
(i.e. namely SAT Project), interviewing fashion elites and 
experts from the discipline of design, branding, retailing and 
management, and a discussion platform of understanding 
fashion terms and sharing of research findings. Students 
are encouraged to challenge and critique the pedagogical 
rationales behind each activity. They are allowed to modify 
the format of the activity as long as they find it easier to 
achieve the consented fashion learning outcomes. For 
instance, in the case of SAT project, students deliberately 
suggest stopping the pedestrian on the street to take snap-
shot so that they can conduct a short interview for more 
information about brand analysis and understanding consumer 
preferences in mix-and-match style. Students feel motivated 
and active in learning when their proposals are being 
recognized. With a comprehensive set of data collected from 
the student participants, the academia and market practitioners 
also found the data set inspiring and useful in their own 
perspectives. The research team constantly organizes face-
to-face meetings to articulate a co-operative inquiry for all 
involved parties to function as co-researchers and co-subjects. 
This allows jointly generating ideas, designing the project, 
and drawing conclusions (Reason and Trobert, 2001). All the 
feedbacks and new insights into fashion pedagogy collected 
are audio-recorded, and documented in the forms of field 
notes and research log for analysis and reflections. This 
provides useful and possible suggestions on fashion education 
as well as revising the structure of the action research project. 

Following the tradition of participatory action research, 
fashionthnography.com employs naturalistic, qualitative 

research techniques not only for data collection and analysis 
(Reason and Trobert, 2001), but also creates a dynamic 
research process in search for alternate methods and 
knowledge for fashion education and training. All these 
contribute to creating a better fashion learning experiences 
and environment. The research team periodically conducts 
in-depth, phenomenological interviews with student 
participants and market practitioners to collect their feeling 
and reflections participating in the research project, so as 
to examine the subjective experiences and the change of 
value-set in the collaborative research project for fashion 
education (Thompson et al., 1989). The researchers also 
engage in participant observation, participate in the students 
in causal dialogues during the project activities in order to 
collect constant feedbacks and experiences along research 
process (Elliott and Jankel-Elliott, 2003). The analysis 
and interpretation of interview is based on triangulation 
techniques between different data sources as collected from 
the research participants. Iterative methods are also employed 
to analyze the text arranged to generate an understanding 
of themes by grasping the meanings as reflected in the 
participants’ lived experiences during the action research 
process. 

5.IMPLICATIONS AND CONCLUSION: 
CHALLENGES AND LIMITATIONS

‘It is easy said than done’. Even the research team holds 
a strong vision in exhausting the pedagogical possibilities in 
fashion education collaboratively; the research team face a 
lot of fundamental challenges during the exploration of new 
knowledge in fashion training and its implications to tackle 
the obstacles in a shifting fashion landscape. The first problem 
encountered during the research process is the politics of 
power (Ozanne and Saatcioglu, 2008). The participation of the 
three parties can never be politically neutral, especially when 
the project is initiated by a group of ‘experienced’ academic 
researchers and market practitioners. Some students feel it 
difficult to ask questions about the project, not to mention 
proposing new ideas or critique the tasks they are assigned to 
do. It is not uncommon that academia and the practitioners 
may dominate the discussion during the meetings. This, 
however, overshadows the original emancipatory impulse of 
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more creative and new ideas generated from a collectively
effort among the three parties. Communication is another
great problem encountered during the research process. Due
to the fact that the three parties are coming from completely
different background, the discrepancy of the language/
jargon used, knowledge and experiences towards the field,
as well as different ways of thinking have distorted the
meaningful connection between marketers, academia, and
students.  It is quite difficult to balance local and theoretical
knowledge as the academia may hold a pre-set theoretical
assumption in explicating fashion phenomenon; while market
practitioners and students may refer to their own experiences
in understanding different fashion discourses.

Even there are still lots of challenges and problems remain
unresolved, the application of participatory action research
is meaningful and provides an alternate way of reflecting
the existing pedagogical assumptions and methods used in
fashion training. More importantly, the collaborative action
research project engaging students, academia, and market
practitioners opens the possibilities of new insights into the
future fashion training as well as exploring the potential
of a set of creative design practices and business operation
in a meaningful and sustainable way. Finally, the quote
from Ozanne and Saatcioglu (2008, p. 436) best illustrate
the voices of the research team, highlighting the essentials
of applying action research for those who have a vision in
making a change for our future.

‘For those of us who are fortunate enough to possess these
considerable resources, it is time to move away from the
comfort of the sidelines, step into the field, and charge into
the important work of solving our pressing social problems’

Abraham, M. and Purkayastha, B. (2012). Making a 
difference: Linking research and action in practice, 
pedagogy, and policy for social justice: Introduction. 
Current Sociology, 60(2), 123-141.  
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Students as action researchers: Partnership for social 
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Abstract

BIFT Fashion Week (BFW) is the graduation show of School of Fashion, Beijing Institute of Fashion & Technology. First held in 2011, BFW presents itself as 

a fashion event, attracting significant press attention and benefits for its founder. The school takes the show as a platform to present their teaching achievements 

and as an opportunity for their graduates to position themselves in the job market at home and aboard. Held in March every year, the BFW consists of a series 

of activities, including the opening ceremony, fashion show, fashion exhibition and academic forum; it is organized and executed by students majoring in 

Fashion Design, Fashion Modeling and Fashion Communication. 

As the project manager and coordinator of the BFW 2014, the administrator of this study has gained in-depth understanding of the events. This research aims 

to explore how the students get involved in this cross-course collaboration and to evaluate their learning process within a project setting. Over 260 students 

participated in the BFW alongside 20 teachers who gave them advice and guidance on project planning, organization and promotion. Student groups in 

different majors were in charge of fashion collection, modeling, choreography, press releases, filming and photography. 

This paper identified that the participation in live events, which featured team work and professional development, seemed to be most valuable to students in 

developing their future careers. Project-based curriculum experienced by creative students could help them to build stronger connections with the professional 

world. The study also argues that cross-course collaboration and project-based learning maximize the opportunity for the students to enhance their abilities of 

self-management, technical skills, collaborating with others, flexibility and adaptability, project management as well as critical thinking. Therefore, fashion 

education must respond to the needs of students who will be working in a highly competitive industry in the future.

Key words: Project-based learning, BIFT fashion week, Cross-course collaboration, Project management
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1.INTRODUCTION

Originated in the 1980s, China’s fashion education has 
been developing for over 30 years. With the expansion and 
globalization of the fashion industry, well-established fashion 
institutions, such as Beijing Institution of Fashion Technology 
and Donghua University, urged to position themselves in 
the global context. Although China has no world-renowned 
master on the international fashion stage so far, the ambitious 
students and young designers are still pursuing their dreams 
of locating the country on the world’s fashion map.

The Global Director for Education at Polycom and Chair 
Emerita, Marci Powell, said that ‘it takes some drastic things 
to change education’ (2012). Things would be doubly true 
in the area of fashion education. Varley and Phiri (2011) 
pointed out that the challenge for fashion educators is to 
enhance specialization while maintaining academic integrity 
and benchmarking. However, Rouse (2011) argued that 
curriculum designed for creative graduates must maximize 
the opportunities for industrial experience. The teaching 
approach, which gave students time to experiment and to 
reflect, would foster their creativity (Rouse, 2011). 

Project-based learning (PBL), which integrates knowing 
and doing, could help students to apply their knowledge to 
solve authentic problems. It focuses on the students rather 
than the curriculums, and rewards intangible assets such as 
passion, drive, creativity and empathy (Markham, 2011). This 
teaching strategy has been adopted by fashion institutions 
and integrated with creative curriculums in terms of industrial 
collaborations and live events.

BIFT was one of the forerunners in this discipline with 
an excellent reputation in China. The graduation show of 
the School of Fashion, known as BIFT Fashion Week, was 
integrated with creative curriculums in order to give students 
an opportunity to experience industrial collaboration. Student 
working groups in different majors were in charge of fashion 
collection, modeling, choreography, press releases, filming 
and photography. This project-based learning process could 
help them to see exactly how they would work in their 
specialist role and how they would collaborate with other 
departments within a fashion framework.

This research aimed to explore how the students get 
involved in this cross-course collaboration and to evaluate 

their learning process within a project setting. Over 260 
students participated in the BFW alongside 20 teachers 
who gave them advice and guidance on project planning, 
organization and promotion. 

2.METHODOLOGY

The purpose of this study was to discover how the 
students get involved in a live event and to evaluate their 
learning process within a fashion organization. In order to 
achieve these objectives, the researchers decided to design 
a case study since it would provide an overview and in-
depth understanding of a process (Kumar, 2011). This 
study took a qualitative approach; multiple methods were 
adopted to collect data, namely focus group interviews, in-
depth interviews and obtaining information from secondary 
research.

This case study used open-ended questions in focus group 
interviews and in-depth interviews which encouraged the 
students to respond based on their specific situations. Each of 
the questions had a distinct purpose. The qualitative data was 
examined by using tape-based analysis and content analysis. 
Case study questions included:

(1).As a participant of BFW, what have you learned from 
this live event? (Towards project-based learning)

(2).How do you evaluate the cross-course collaboration 
between di fferent  majors?  (Towards  cross-course 
collaboration)

(3).How does creativity happen in the process of the 
project implementation? (Towards creativity and innovation)

(4).What is the impact of BFW on your future career and 
employment? (Towards career development)

The administrator of this study divided the participants 
into three groups according to their majors, namely Fashion 
Design, Fashion Modeling and Fashion Communication. 
Small focus groups with 4 to 6 students were adopted since 
the researcher wanted more in-depth insights about their 
experience with the project. The researcher personally 
directed the four groups which lasted 90 minutes on average. 
In-depth interviews were also arranged for 6 group leaders, 
who were the soul of their teams. 

3.BFW: A FASHION PROJECT WITH IN A SCHOOL 
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SETTING

3.1 Background of BFW
As the only stated-owned higher-education institution 

named after ‘fashion’ in China, BIFT has always given top 
priority to cultivate creative minds, contributing greatly to the 
country’s economic growth, especially to the development 
of the textile and fashion industry. It also implements the 
strategy of international cooperation in school management 
and academic programs.

Founded in 1987, the School of Fashion (SOF) recruits 
undergraduate students, graduate students and doctoral 
students from the whole country. While developing the 
concept of ‘Creativity Merges with Technology, Design 
Inherits Culture’, the SOF is perfecting methodology for 
training elites and promoting quality education for BIFT. The 
school enjoys an excellent reputation and maintains close 
contact with the fashion industry in China and abroad.

The BIFT Fashion Week is the graduation show of SOF. 
Taking the China International Fashion Week as its blueprint, 
the BFW presents itself as a fashion event, attracting 
significant press attention and benefits for its founder (Xiao, 
2013). The school takes the show as a platform to present 
their teaching achievements and as an opportunity for their 
graduates to position themselves in the job market at home 
and aboard. Held in March every year, the BFW consists of a 
series of activities, including the opening ceremony, fashion 
show, fashion exhibition and academic forum; it is organized 
and executed by students majoring in Fashion Design, 
Fashion Modeling and Fashion Communication. 

The event  is  also supported by fashion experts , 
entrepreneurs and media specialists from the industry; and 
the teachers are responsible for guiding students’ employment 
by organizing interviews with potential employers. BFW 
is considered as a great chance for the students to face the 
society. As they enter the job market, the ability of self-
management and adaptation are crucially important (Liu, 
2015).

Known as the prelude of the graduation season, BFW is 
the time for the teachers and the graduates to harvest. Their 
creativeness and professional skills have shown the beauty of 
native culture, reflecting the best performance of BIFT (Liu, 
2013). The educators wish that their students would become 

the explorers and promoters for the Chinese fashion industry 
and cultural creational industry (Zheng, 2014).

3.2 Project management 
As a fashion project within a school setting, the BFW 

was initially organized by teachers in a central office, who 
reported to the Dean of the school directly. The central office 
would then arrange meetings for relevant staff members 
concerned with the project, such as the Dean, Assistant Dean, 
course directors, assistant course directors and teachers, 
discussing and confirming the major issues on theme, 
schedule, event organization and work flow. According to the 
work flow of BFW, the course directors and teachers would 
divide the students into different working groups in class, for 
instance, modeling groups and PR groups. Since the event 
was based on the cross-course collaboration between different 
majors, the lectures would teach basic knowledge to the 
students and guide them on project planning, organization, 
execution and promotion from their respective aspects.

The BFW had a hectic four-day schedule, including seven 
graduation shows from four directions of the Fashion Design 
major, the Fashion Modeling major and the Experimental 
class (see table 1). All the designers were required to sign the 
original commitment in order to ensure the originality of their 
collections. This was also a good chance to strengthen their 
awareness of intellectual property rights. The establishment 
of selection mechanism was adopted in 2015; only 80 percent 
of the designer works were selected and performed on the 
stage of BFW (Wang, 2015).

The BIFT Fashion Week, which is held in mid-March, 
could be regarded as a presentation to the industry. It 
was followed by the BIFT Special Session in the China 
International Fashion Week held in late-March and the 
China Graduate Fashion Week in late-April. The president 
and teachers of BIFT carefully selected elite students and 
excellent works from the stage of BFW for these two events 
which would generate publicity and benefit the school.
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3.3 Cross-course collaboration
This project was based on a cross-course collaboration that 

involved over 260 students and four separate courses (see 
table 2). The idea of student working groups was adopted, 
which involved collaborative negotiation, discussion, 
brainstorming, working and execution. The learning process 
was highly interactive; the students were encouraged to 
broaden their minds and to reflect on what they had learned 
in class. The teaching strategy of affective leaning was 
conducted through multiple techniques such as lectures, 
tutorials and self-directed study.

The students from Fashion Design, Fashion Modeling 
and Fashion Communication majors were divided into 
different working groups in class, all of which had their own 
responsibilities in BFW (see table 2). These working groups 
were organized by the group leaders, who reported to the 
teachers directly. The teachers and group leaders constituted 
the core team in each major, which supervised the work flow 
and checked what the students had achieved to date. 

The Fashion Design major consisted of four directions 
(women’s wear design, men’s wear design, knitwear design 
and sportswear design) and one experimental class. The key 
responsibility for Fashion Design students was to showcase 
their graduation collections on the stage of BFW. The design 
process usually began in November - four months before the 
graduation show - which gave the students plenty of time to 
improve and adjust their collections, since pursing perfection 
was the ultimate goal for these prospective designers.

Within the BFW organization, students from the Fashion 
Design major were also in charge of show planning. As 
designers, they would need to negotiate with the choreography 
team on the issues of visual image, music, and lighting, make 
up and so on. The student leaders would confirm the details 
on each key link and transmit the information to the teachers 

and the cooperative team.

Students from the Fashion Modeling major were 
responsible for choreography and performance in BFW. As 
the show directors, they would need to negotiate with the 
designer team on the performance-related issues and try 
to bring the ideas into reality. They were also in charge of 
model management, casting, fitting and rehearsal, which 
needed an investment of a lot of energy. With this process, 
communication and interaction between designers and 
choreographers was established; and they would work 
together for the same objective and show their passion for 
fashion.

The Fashion Communication major served as a powerful 
medium in BFW, which played an important part in 
event promotion. Students from Fashion Communication 
would not only collaborate with the Fashion Design and 
Modeling students, but also work together with the seniors 
of Photography and Visual Communication majors from 
the School of Art & Design on the issues of photography 
and filming. These junior students were divided into three 
working groups, namely fashion PR, fashion editors and 
digital media specialists. The fashion PR students would 
invite media professionals to attend the activities and send 
them a press release after the show. The fashion editors and 
journalists were responsible for guest interviewing, recording 
and editing the BFW Daily, which was a six-day magazine 
published in the period of BFW by BIFT. The digital media 
specialists were in charge of managing the digital media 
platform, including the official microblog and WeChat.

Table 1. BIFT Fashion Week Schedule 2015

Table 2. Cross-course collaboration in BFW
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4. RESULTS AND DISCUSSIONS

The researcher of this study identified that the students 
from all majors evaluated the project-based learning process 
positively on the whole. The Fashion Design students argued 
that the BIFT Fashion Week was absolutely a feast which 
gave them a complete design experience and made their four 
year’s study satisfactory. The event broadened their horizon 
and provided a great opportunity for them to apply the 
theoretical knowledge comprehensively. It also helped them 
to complete the self-conversion process from graduates to 
professional designers and to focus more on the details. The 
Fashion Modeling students from the choreography team stated 
that they had gained a lot as show directors, although their 
jobs were more complex and trivial than that of models. They 
also emphasized the importance of teamwork and the abilities 
of project management, coordination and communication 
skills, since they had to consider the feelings of the designers 
as well as the models. As for the models, the BFW was a rare 
opportunity to enhance their confidence, fashion aesthetic 
and charming personality, which were crucially important for 
promoting their performance. The Fashion Communication 
students suggested that they had learned a lot technical skills 
from their Visual Communication partners, for instance, 
photography and typesetting, which improved their visual 
literacy. The fashion collections from design students also 
inspired them on creative thinking and event promotion.

The participants of this study deemed that the cross-
course collaboration between different majors was the key 
mechanism of the project, which made the activities more 
interactive and efficient. Within this process, the students 
communicated with each other and learned theoretical 
knowledge as well as technical skills from other majors. 
Various practical details of the cooperation formed the 
feedback of the knowledge, which helped to consolidate 
the original knowledge. The collaborative courses triggered 
the thinking initiative of the students and enhanced their 
interests of learning. It was also a good chance to cultivate 
their cooperation, networking and problem-solving skills. 
The Fashion Design students suggested that they got inspired 
from different angles and recognized the limitations of this 
major through communication and cooperation with their 
choreography counterparts. 

In the process of project implementation, most of 
the creative ideas evolved from the communication and 
negotiation between different majors and student groups 
through discussions, brainstorming and case analysis. 
Successful design cases were examined and analyzed 
by Fashion Design students before they actually started 
graduation design. They would try to identify the technical 
problems and difficulties that might hinder the design process 
and to put the original ideas into reality. The expansion 
of information, eruption of imagination, inspiration and 
extended thinking were also highly valued in the teaching 
process. As for the choreography groups, the core team of 
four to five persons basically dominated the brainstorming 
process. They would communicate with the leaders of fashion 
design groups on fashion style and aesthetics and confirm the 
details of visual image, music, makeup and sequence of the 
show. It was also pointed out by the Fashion Communication 
students that their inspirations for event planning and 
promotion depended on the level of knowledge accumulated 
by daily learning. 

The respondents of this study stated that the participation 
in BFW helped them build confidence and gain experience on 
professional development successfully. The event provided 
an ideal platform for the students to keep contact with the 
enterprises and professionals from the industry, and to 
obtain potential employment opportunities through industry 
networking. The students also recognized that whether they 
would find a job or start their own business in the future, 
they must pay long-term efforts on their beloved fashion 
career. Fashion Modeling participants suggested that they 
had understood more about their professional subdivisions 
through the practices in BFW. For example, choreography 
could be divided into several directions, including modeling 
management, show planning, and stage design and so on. 
The Fashion Communication students argued that their 
abilities of event promotion, execution and public relations 
had been improved, which brought new energy to their career 
development in the future.

However, critical factors about BFW were also found in the 
focus group interviews. The students encountered problems 
when facing the issues on budget and sponsorship, since 
the events were highly controlled by the school. The stage 
design of each show was unified, so that the choreography 
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team may feel restricted in stage modification. Some of the
new technologies, such as 3D mapping, could not be adopted
due to the limited funds. Furthermore, the work efficiency
of student groups needs to be improved; and the cooperative
division needs to be further detailed in order to avoid any
disagreement and conflict.

5. CONCLUSIONS

The results of this study identify that the students from all 
majors evaluate the project-based learning process in BFW 
positively. The creative activity provides a rare opportunity 
for them to apply theoretical knowledge as well as technical 
skills comprehensively. The study also argued that cross-
course collaboration and project-based learning maximize 
the opportunity for the students to enhance their abilities of 
self-management, problem-solving skills, collaborating with 
others, flexibility and adaptability, project management as 
well as critical thinking. Within the project implementation 
process, the interaction and communication among different 
working groups could generate creative ideas and make 
the innovative practices more efficient. The expansion 
of information, eruption of imagination, inspiration and 
extended thinking were also highly valued in the teaching 
process.

The researcher of this study identified that the participation 
in live events, which features on team work and professional 
development, seems to be most valuable to students in 
developing their future careers. Project-based curriculum 
experienced by creative students could help them to build 
stronger connections with the professional world. This project 
provides an ideal platform for the students to keep contact 
with the enterprises and professionals from the industry, and 
to obtain potential employment opportunities through industry 
resources. The participants of this study also recognized that 
long-term efforts and accumulation are required in developing 
fashion careers.

Therefore, project-based learning and cross-course 
collaboration in fashion education must respond to the needs 
of students who will be working in a highly competitive 
industry in the future. To achieve this there needs to be 
more collaboration and practice with the fashion industry 
that enable the students to build confidence and experience 

various work patterns. As the sponsor, the school needs to 
increase the investment of the event appropriately, and to 
invite practitioners as supervising teachers in order to help the 
students clearly understand teamwork and conflict solution 
within a fashion organization. The findings of this research 
confirm the teaching approach that gives students time to 
experiment and to reflect would foster their creativity and 
talent. Fashion educators in China must recognize that and 
encourage their students to think outside the boxes and be 
brave in innovation. 

BIFT educators hope that their students would become the 
explorers and promoters for the Chinese fashion industry and 
cultural creational industry in a cultural revival decade.
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Abstract

During the last decade the fashion industry has changed dramatically. It is reaching the most complex and sophisticated business situation seen so far. Strategic 

and managerial problems are continuously challenging fashion companies’ sturdiness. Thus, in order to maintain industry progress future managers should be 

prepared to deal with this complex situation and should be trained to make the best decisions.

Bearing in mind this complex industry situation, our fashion business school advocates the use of the case methodology as the main educational tool in all the 

programs offered. Used first by Harvard Business School -and used nowadays by most top business schools worldwide-, this methodology is a very effective 

educational tool that presents challenges faced by real companies and encourages the student to take the role of the company’s decision-maker.

The main objective of this paper is to introduce the benefits of fashion business education through real company cases, as well as recommend it as a reliable 

learning method for this industry. To do this, we will explain: (1) what the case study methodology is and how it should be used in order to be effective, (2) 

why we consider the use of this method particularly relevant in fashion business education, (3) share both our experience as a fashion business school -through 

teaching and writing some case studies about fashion companies -, and the feedback provided by our students which are mostly working in executive positions 

in major fashion companies.

In addition, we try to encourage and promote the publication of new cases that may present real challenges currently faced by fashion companies. We believe 

that sharing business experiences is a very good way to contribute to the well-functioning of the whole industry.

Key words: Fashion management, Fashion education, Case study methodology, Fashion industry, Fashion business school
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1.INTRODUCTION

The aim and challenge of every business school is to 
prepare their students for the professional world in the 
best way possible. Thus, students preparing to work in the 
business environment must learn how to diagnose, how to 
decide and how to act; that is, how to face real problems and 
situations in a company. 

In the case of the fashion industry, we can see that it 
has changed dramatically during the last decade and that 
it is reaching the most complex and sophisticated business 
situation seen so far. Therefore, in order to maintain industry 
progress, future managers should be prepared to deal with 
this complex situation, and trained to be able to make the 
best decisions. In order to achieve this goal we believe in 
the adequacy of the case study method as a relevant teaching 
method and we want to share our experience as a fashion 
business school when using this methodology as the main one 
in our programs.

Therefore, through this paper, we would like to contribute 
to the literature in education in fashion business schools by 
illustrating the usefulness of applying this methodology. 
We also want to encourage fashion schools worldwide to 
write new case studies focused on the fashion industry and 
to collaborate for the advancement and promotion of this 
teaching method. 

In this paper we have chosen three case studies developed 
by ISEM fashion business school. In order to strengthen 
our proposition in this article, we have contrasted and 
corroborated whether former students also find the case study 
method useful when learning fashion business management. 
We have asked them several questions regarding the three 
cases and the result has been very positive and encouraging.

This paper is structured as follows: we begin by providing 
a literature review of the case study methodology. Next, 
we explain how the method is applied, the differences with 
traditional teaching methods, and the effectiveness, challenges 
and limitations found. Following this, we try to explain the 
adequacy of applying this method in fashion business in 
order to understand the particularity of the industry, as is, for 
example, the importance of creativity. In the third part, we 
focus on sharing both our experience as a fashion business 
school -through teaching and writing case studies on fashion 

companies-, and the feedback provided by some of our former 
students. Finally, we present the conclusions and limitations 
of this study. 

2. THE CASE STUDY AS A LEARNING TOOL 

“The purpose of business education is not to teach truths… 
but to teach men [and women] to think in the presence of new 
situations.” (Dewing, 1931, p.7)

The aim and challenge of every business school is to 
prepare their students for the professional world in the best 
way possible. Therefore, the time in the classroom has to 
be used in the most effective manner, not only transmitting 
theory and concepts but also translating these into real 
situations. Students preparing themselves to work in the 
business environment must learn how to diagnose, how to 
decide and how to act; that is, how to face real problems and 
situations in a company.

How to develop these skills is the question we want to 
address through the first part of the paper. What is the best 
method for teaching in business schools while also focusing 
on the practical implications of what is taught? What are the 
benefits of using the case method as opposed to traditional 
teaching in business issues?

2.1 The Case Study Method: History and Adoption by 
Business Schools

A high number of professional schools, not only in the 
discipline of business but also law, medical, social sciences, 
mathematics or arts, advocate that the best way to teach 
professional skills is through the case method (Garvin, 2003; 
Golich, 2000).

This method was first used in 1870 in Harvard Law 
School and although the aim and general functioning remain 
the same, the approach and structure was developed and 
adapted to different learning goals (Garvin, 2003). The case 
study method was different from the method that was being 
used at that time by law schools –a combination of lecture, 
recitation and simulation- that it faced a lot of resistance 
in the beginning. The main innovation behind its adoption 
was to emphasize legal processes and judicial reasoning, 
thus preparing students to deal with unknown and changing 
circumstances (Garvin, 2003).
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In spite of this first resistance, it was finally accepted and
it became the dominant form of legal education by 1920. In
that same year, the Business School (at Harvard) –born in
1908- also adopted the case study, boosted by its second dean,
a Law School graduate. However, he realized that it was
necessary to develop more cases of their own which should
differ from legal cases by taking into account some of the
main skills needed in business, such as decision making and
implementation of actions–often under uncertainty. With this
aim, the case studies should represent and describe in detail
real situations for students to assess different problems and
make the best decision among more than one possible option.
In order to develop and write these cases for different courses
the new dean established, from 1920 to 1925, the “Bureau of
Business Research” – a group of scholars dedicated to this
task. Thus, by 1930 cases became the main way of teaching
and were adopted also by other 85 institutions. Nowadays,
almost every business school around the world uses them in
their programs (Garvin, 2003).

2.2 What the Case Study Teaching Method Is About
Modern cases  still meet the basic features from their 

inception. They are stories that recreate the manager’s job: 
they describe real companies and real business issues forcing 
students to experience complex situations and to assume the 
role of the main character that has to make critical decisions 
(Garvin, 2003; Golich, 2000).

By using cases as the main teaching method for a course, 
we help students develop three important sets of skills:        

(1) diagnostic skills in an ever-changing environment,     
(2) persuasive skills needed considering management 

a “social art” involving people, and finally (3) distinctive 
ways of thinking and acting (Garvin, 2003). Inherent to these 
general skills, case studies teach students how to: identify 
important information in the case study, understand problems 
and take into account the context and variables, think about 
alternatives, and define strategies and action plans (Golich, 
2000). In the end, with the case method, students are driven 
to the habit of making decisions and are encouraged to take 
risks and act under uncertainty and with limited available 
knowledge (Garvin, 2003).

Despite the well-known benefits of using the case method, 
it is not necessarily better than others. In fact, the perfect 

learning method depends on the course or subject and it 
should fit the goals of the topic (Bonoma, 1989). Thus, when 
the goal or criterion of learning is fostering independent 
thinking, creativity, and judgment, or skill building and 
problem solving by offering complex real-world phenomena, 
a nontraditional way of teaching is needed. This happens for 
instance in practical-focused business education, in which an 
“experiential learning” approach fits better. Although there 
are many useful ways to induce experiential learning, the 
most commonly used is the case study method (Bonoma, 
1989; Ellet, 2007).

The case study methodology offers the student and 
practitioner a legitimate learning vehicle (Bonoma, 
1989; Roberts, 2001). Nevertheless, cases don’t seek to 
substitute text, teaching notes or theories; they should be 
complementary to them (Golich, 2000): they teach the 
application of those concepts and theories (Ellet, 2007). This 
way, the student learns not only what to think but also how to 
think about real business issues (Roberts, 2001).

2.3 Differences from the Traditional Approach
The case plan of instruction may be described as 

democratic in distinction to the lecturing method, which is in 
effect dictatorial or patriarchal . . . Business is not, at least not 
yet, an exact science. There is no single, demonstrably right 
answer to a business problem. For the [manager] it cannot be 
a matter of peeking in the back of a book to see if he [or she] 
has arrived at the right solution. In every business situation, 
there is always a reasonable possibility that the best answer 
has not yet been found— even by the teachers. (Gragg, 1940, 
from: Applegate, 1995, p.1)

Case teaching is learner-centered: the main characteristic 
is the high level of interaction both between teacher and 
students and among them (Golich, 2000). Thus, traditional 
student-teacher roles -with their emphasis on hierarchy-, 
are abandoned (Applegate, 1995) and the learning pathway 
changes from a direct way (in traditional learning) to a less 
linear way (in case teaching) (Golich, 2000).

While traditional teaching depends heavily on the teacher 
transmitting information in an interesting and clear way, 
in the case method the teacher is a “guide on the side” or 
“choreographer” (Golich, 2000).  He/She is the discussion 
leader who serves as a recorder and organizer of the group’s 
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analysis and drives students towards not only diagnosis but 
also action (Bonoma, 1989). 

Concerning students’ role, in traditional learning they 
are “stenographers” and they have to process and retain 
information transmitted by the teacher (Golich, 2000). On 
the contrary, in the case teaching method, their role comes to 
the fore and they decide what is “the right answer” through 
deliberation, debate and discussion (Bonoma, 1989). In fact, 
here is the true power of the case study (Bonoma, 1989) 
and the central characteristic of this method: the significant 
responsibility that is given to students (Golich, 2000; Ellet, 
2007; Applegate, 1995).  This means that the case method 
is about collaboration and its success is positively related to 
the degree of responsibility assumed by students and their 
willingness to take risks and participate toward the best 
understanding of the case situation (Ellet, 2007). However, it 
requires that faculty must be prepared to relinquish "control" 
while still providing the needed framework for learning 
(Applegate, 1995).

2.4 Effectiveness, Challenges and Limitations
The case study method is assumed to be more effective 

because “in this way ‘birds learn how to fly’; and with other 
techniques, ‘they are often given an airline pass’” (Bonoma, 
1989, p.9).

The effectiveness of the case method when trying to 
achieve business-learning objectives is largely associated 
with the degree of personal identification of students with the 
case protagonist and decision-maker. This identification is the 
main source of the powerful energy that drives preparation 
and discussion -both from students and instructors- (Roberts, 
2001; Bonoma, 1989), with energy playing a central role 
compared to traditional method. This way, students discover 
and construct knowledge in an active way and based on real 
facts and evidence, which have more “sticking” power than 
the knowledge received directly from the teacher (Golich, 
2000).

However, the potential of the case studies’ teaching 
power can vary in each case, depending on the variables 
that influence the discussion, which usually are: the teacher 
conducting the discussion, the case chosen, the students 
themselves and their motivation, and other environmental 
issues like physical setting, time or moment of the day, etc. 

(Ellet, 2007). Due to this high level of enthusiasm and insight 
to the discussions and the dependence on these variables, 
teaching by the case method is considered to be one of the 
most challenging forms of pedagogy (Applegate, 1995).   

Prof. Christensen, a master case teacher, emphasized the 
challenges and rewards of the method (Applegate, 1995): 

The classroom encounter consumes a great deal of energy; 
simultaneous attention to process [the flow of activities that 
make up a discussion] and content [the material discussed] 
requires emotional as well as intellectual engagement . . . 
The discussion teacher is planner, host, moderator, devil's 
advocate, fellow student, and judge—a potentially confusing 
set of roles. Even the most seasoned group leader must be 
content with uncertainty, because discussion teaching is the 
art of managing spontaneity (p. 2).

Yet, when something is challenging it is usually because it 
may have some limitations that have to be taken into account 
in order to maintain its effectiveness. From direct observation 
–of a three-week executive program- Harvard Professor Chris 
Argyris (1980) extracted some of these limitations to have 
in mind when using the case method. One risk he noted is 
the possible “loss of discussion control” by the teacher using 
the case, arguing that when he/she was not very involved in 
the dialogue, students got distracted and started to carry on 
a “parallel dialogue” with other students. This independence 
grew the more student-to-student responses there were 
(Argyris, 1980). Accordingly, other possible harmful behavior 
might arise due to competitiveness. Sometimes students 
compete for “air time” (Yeaple, 2012) which can tempt them 
to select or distort information “to win” (Argyris, 1980). 
Another limitation concerning students is that, in order to 
contribute and fully profit from this learning methodology, 
they should have some previous work experience (Yeaple, 
2012). This limitation is well known and it has even become 
a basic criterion to enroll in a MBA in almost every business 
school. Finally, two more possible drawbacks exist that 
teachers must have in mind when they decide to use the case 
method: first, it may not be an efficient way to teach technical 
material or unique-correct-answer subjects, and second, 
there may be cases that are dated several years ago and the 
information or situation is irrelevant to the current business 
environment (Yeaple, 2012).

All these possible inconveniences lead us to conclude that 
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this is a “serious” method and not as easy and superfluous
as it might seem. Thus, in order to use it properly and in
an efficient way, the teacher must know how to use it very
well, how it really works and the different strategies (Yeaple,
2012) that can be followed. It is also a truth that schools
should always keep an eye on the theory when advocating the
case method. In fact, leading business schools are following
this idea and they are using a balance of lectures to present
the fundamentals, and cases to test whether students have
understood and would be able to apply the theory to real
management problems (Yeaple, 2012). In the end, this method
is seen as the best way to give students a hands-on experience
while they are studying.

3. THE CASE STUDY METHOD FOR FASHION 
BUSINESS EDUCATION

The fashion industry is one of the most vibrant and 
creative sectors in the world. When creativity meets business, 
the result is truly unique, but at the same time challenging 
because of the continuing restructuring and modernization 
of the industry. In a few decades the fashion industry has 
changed radically in terms of logistics, design, retail, etc. 
An example of these changes is the one that results from 
digitization; what we once thought was inconceivable, now 
is not. For instance, nowadays it is not necessary to go to the 
store to buy, through a click on our phone from the couch the 
products can be received at home in a couple of days. These 
changes become ongoing challenges for companies that must 
overcome them in order to keep up. In Europe, this industry 
directly employs 5 million people in approximately 850,000 
companies. It provides an important contribution to the EU 
economy with an annual turnover of EUR 525 billion.

In our fashion business school, creativity is one of the 
main pillars. Thus, we advocate the importance of creative 
aspects when teaching fashion business management. One of 
the many definitions of creativity is the one held by Herbert 
Simon (1985) who proposes that creativity consists in good 
problem solving (Santagata, 2004). We found this definition 
very interesting also when talking about the application of 
the case method in fashion business schools, because that is 
precisely what this method’s aim is: to solve a real problem 
of a company. Simon (1985) continues by explaining that the 

process that leads to creativity is based on three conditions:
(1). To be prepared: a casual discovery per se does 

not exist. There are no surprises without expectations, or 
expectations without knowledge.

(2). To be experts: excellence is not possible without an 
intensive effort to acquire knowledge and skills.

(3). To risk: neither fashion nor business is an exact 
science. It is necessary to take risks in order to explore new 
fields in a creative way. 

Referring to the case study methodology explained above, 
we can observe the similarity with the creative process: 

(1) to be prepared, the need of studying and preparing well 
the case; 

(2) to be an expert, students need not only a deep study in 
the subject matter of the case, but also they need to acquire 
skills such as teamwork, communication, negotiation, etc., 
and 

(3) to risk making decisions that are not easily identified as 
the “best”, and to choose among alternative action plans. 

Besides the importance of creativity in this industry, 
current characteristics and challenges of fashion businesses 
present other features that render them suitable to the case 
method. These characteristics are among others, the growing 
importance of speed and time-to-market, the need of control 
over continuously increasing number of apparel collections, 
the need of excellence in logistics and retail operations, the 
more informed and increasingly demanding consumer, etc. 
Therefore, fashion companies must adapt quickly to the 
breakneck speed with which everything is changing, as being 
flexible and adaptive is a key to survival nowadays (Chan 
& Chan, 2010). Moreover, we believe that training fashion 
business students –which eventually will be working for these 
companies- in this way of thinking, evaluating and deciding 
can better prepare them for the challenging situations the 
industry faces. 

Accordingly, these two facts –the importance of creativity 
not only in fashion design but also in fashion business, and 
the need of fashion business leaders to be flexible, adaptive 
and quick decision-makers – lead us to at least consider the 
case method as a suitable method for teaching in fashion 
(business) schools. 

Moreover, at our school, we have noticed the need to not 
only train managers, but to extend training to other staff in 
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issues related to the management of creativity and the other 
components previously discussed. For this reason we are also 
implementing the case method of teaching in our “custom-
programs” we organize for some fashion companies.

This idea of achieving a mix between business and 
creativity in fashion schools is not only ours but also that of 
other prestigious fashion schools around the world. As the 
education report of 2015: “Balancing Business and Creative 
Learning” –published by The Business of Fashion (BoF) 
magazine –shows, in previous years a fashion school of 
such a standing as Parsons has restructured their curriculum 
completely in order to get a closer approximation of business 
and creativity. That makes us think of the importance and 
real concern of fashion schools in offering multidisciplinary 
teaching and the need of preparing students for ever-changing 
professional careers across departments and job positions. 
As the executive dean of Parsons, Joel Towers, advocates: 
“There’s a shift occurring where students realize business 
is becoming more creative, and they want to go deeper and 
merge business and creativity more” (Abnet, 2015).

4. OUR EXPERIENCE USING THE CASE METHOD

We started developing case studies for our fashion business 
school programs following the example of another business 
school from our same university which was founded in 1958 
inspired by Harvard Business School. Due to this business 
school, its international prestige and its expertise developing 
business cases for very different subjects and industries, we 
saw an excellent opportunity to learn from and to write cases 
specific to the fashion industry together.

The main idea behind this initiative was not only to 
produce materials for use in our courses, but to extend and 
promote research that is relevant to fashion companies.  As 
a business school we are focused on the “practical side” 
of academic research. Therefore, we want to share our 
commitment with this task and both convince and encourage 
other fashion schools (not only focused on business 
management) to develop more cases that could be interesting 
and useful for the whole industry.

4.1 What We Have Learned up to Now
One of the first things we realized was that we need 

different types of cases applied to the industry. The main 
difference among them is the source of the available 
information but it may also depend on the issue or approach 
of the case, the problem assessed and the company in which 
the case is based. We explain (see Appendix 1) some of the 
most important case types (Roberts, 2001). The most common 
type is the ‘company field case’, which is developed with the 
cooperation of the company protagonist; it usually includes 
interviews and first-hand information and requires the 
approval from the company’s executives. Another type is the 
‘individual field case’, which is usually written from specific 
individual’s own experiences and is based on information 
related to a company with which he/she was once associated. 
Another type is the ‘general experience case’ in which the 
story is usually made up by the teacher or professor expert in 
that particular field or subject. This last type of case is based 
on the author’s general knowledge about the topic and is 
more used in “fundamental” issues rather than for complex 
situations that need a high level of detail. Finally, we can 
also find the ‘published-information-based case’ developed 
from information found in published sources like magazines, 
newspapers, research reports, company reports, etc. and for 
this type of case the company’s approval is not necessary.

In our business school we have used all these case types 
and based on our experience the most difficult and tough one 
–but the most interesting and attractive in terms of industry 
practitioner’s implication and the richness of information 
and learning- is the ‘company field case’. Some drawbacks 
we found when developing this type of case is that it takes 
a long time to develop to a ready-for-use state-which is 
counterproductive in this fast evolving industry-, and that 
fashion companies are still very reluctant to share information 
due to the fierce competition in the market –which affects 
the level and quality of information content given in the case 
which might also introduce bias.

It is also very important to keep in mind that, no matter 
which type of case is used, a teaching note should always 
accompany it. The ‘teaching note’ acts like a guide for faculty 
members teaching the case. Thus, it is imperative that the 
author/s of the case study think about the teaching note 
almost from the beginning, highlighting the important parts of 
the case, the most relevant information to have in mind, how 
to conduct the case in class, what to ask the students in order 
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to foster their independent thinking and final learning, etc.
Another key advice is to periodically update the case,

especially when it is dealing with a very hot topic in the
industry. Precisely in cases based on fashion companies
this is a fundamental element to have in mind since, as we
explained above, these companies -and the whole industry-
are developing and changing by leaps and bounds. Thus, it
is important to keep following up the situation or problem
discussed in the case in order to be always up to date and to
offer students the latest information from the industry.

Finally, we would like to add that depending on the
academic program in which it is used –and mostly, on the
background studies or work experience of students-, the
goals and takeaways of the same case may vary. This is also
particularly important when we talk about fashion companies,
where we can find a lot of different types of students with
completely different ways of learning in the same class.

4.2 Three Examples of Fashion Business Cases 
We have written several case studies based on different 

challenges or problems faced by fashion companies. 
However, in order to illustrate elements mentioned above and 
to show the usefulness of the method, we have chosen three 
of them, which can be complementary examples of what we 
are doing. We wanted to show three “different” cases and 
the two criteria used for choosing them have been: (1) the 
type of case, we wanted to show different possibilities when 
writing case studies of fashion companies, and (2) the topic 
or subject, each of them was written for different pedagogical 
learning and is used in a specific subject different from the 
others. 

The three cases selected as example are the following:
(1).“The Loewe Group: A New Industrial Model and 

Commitment to Lean Management?” 
(2). “Rita Rodier: Un Éxito de Ventas” (in English: “Rita 

Rodier: A Sales Success”)
(3). “Abercrombie&Fitch: No Es Marca para Feos” (in 

English: “Abercrombie&Fitch: It Is Not a Brand for Ugly 
People” 

More information -the abstract and the learning goals- of 
each of them is summarized in the table that can be found in 
the appendix 2. These cases were selected to be illustrative 
of different types of cases and different the topics or subjects 

taught.
On one hand, as we can see in the table, following the first 

criterion defined above, each of them is a different “type of 
case”: the first one is a ‘company field case’, developed with 
the help of the company “protagonist” in the case and first-
hand information of what really happened; the second one is 
an ‘individual field case’ written directly from the personal 
experience of one of the authors, but keeping the protagonist 
of the case in secret as well as the company by using 
pseudonyms; and, the third one that fits in the ‘published-
information-based case’ type as the whole case story was 
inspired and written out of contrasted secondary information 
sources like newspapers, magazines, the company website 
and financial reports, etc. 

On the other hand, concerning the second criterion, 
each one “belongs” to a different course or subject and has 
different learning goals (Appendix 2): the first case would 
fit better in fashion operations management subject and 
everything that has to do with the organization of fashion 
production and supply chain; the second one was developed 
for being used in a learning context of human resources 
management in fashion specifically in the area of sales and 
retail where human management must take into account a lot 
of critical variables and can be very challenging; and finally, 
the third one was prepared for the course of business ethics 
in fashion in which we wanted to analyze and investigate 
the case of a company that in recent years has suffered the 
consequences of controversial internal policies. 

Therefore, we can see that different types of cases can be 
used and different subjects or courses of fashion management 
can be taught by means of case studies. 

As we can also see summed up in the appendix 2 –and 
with more detail in the appendix 3-, the general feedback 
coming from students that have used these cases is positive. 
Some key ideas or comments we can highlight are the 
following. For instance, concerning the case of the company 
“Loewe” in the operations management subject they said: "It 
is a very clear example of the real importance of operations 
management in a fashion company", “The case is very 
credible because Loewe was a well known brand for us and 
the specific situation [...] is very well described" or "I hope in 
the future [...] if I have a job position at a managerial level, 
I will be able to respond well enough if I have to deal with 
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a similar situation...” Then, about the case of “Rita Rodier” 
focused on human resources management subject, they said: 
"[The] high level of detail, […] helps a lot to understand the 
case better and identify oneself a lot with it. In my opinion 
the case represents a positive learning in the human resources 
management subject” or "It is a totally realistic case! [It] is 
framed in a wedding dress company but it could occur in 
any fashion company focused on the commercial area". And 
finally, regarding the case of “Abercrombie&Fitch” in the 
field of ethics in fashion, they mentioned: “What you learn 
[…] is that any worker in this industry -and even more so, 
managers- should have an attitude of serious responsibility" 
or “I knew very well the company but I didn’t realize before 
the huge real implications it was having in society and overall 
in teenagers!"

5. CONCLUSIONS AND PROPOSALS

More teaching cases about fashion companies can be found 
that have been developed by other business schools, about 
specific problems or success stories, which –independently 
of the industry in which they happen- contain interesting 
situations to be taught in a general MBA course or in other 
business programs. Therefore, the idea of developing 
cases focused on the fashion industry might not be “new”, 
nevertheless what we aim to advocate and show in this paper 
was the adequacy of the specific use of cases and the case 
study methodology to teach fashion business management 
and to prepare future industry leaders in a practically relevant 
manner. 

By sharing three of our case studies which have already 
been used in three different subjects as examples, we show 
some of the benefits that can be gained by students. One 
accepted benefit is that cases force students to think from an 
analytic and managerial perspective, they also challenge them 
to learn how to debate about a specific topic and problem and 
how to communicate their points of view. Other skills such 
as team work and decision-making can be also developed. 
Another skill developed through case studies is awareness: 
students can acknowledge what can be done or –sometimes 
even more important- what can’t. All these benefits –
among others- are possible mainly due to the high degree of 
personal identification of students with the case protagonist 

and decision-maker in the different situations. This is, as 
we explain in the first part of the paper, a very important 
characteristic for the effectiveness of the case method when 
trying to achieve business-learning objectives.

Nevertheless, there are also some limitations that can be 
found. One of the most important limitations is that in order 
to offer a high-level learning –by using this methodology- it 
is imperative to use high quality cases, avoiding them to be 
overly descriptive. They must contain an interesting issue or 
problem to be discussed, promoting a rich debate and creative 
thinking in students in order to propose a solution or make a 
decision. Another limitation of this paper is the low number 
of students’ opinions which support the well functioning of 
the methodology for fashion business. Nonetheless, we would 
like to translate this limitation into a proposal for future 
research to evaluate perceptions and opinions about the case 
study method using a larger sample of students.

Finally, we encourage other fashion schools first, to try 
to use this methodology –if they are not already doing so- 
and second, to start developing case studies that introduce 
students to different situations they might encounter in the 
future. Students should be in a continuous learning on the “key 
topics” of the industry in a practical and decision-making way 
through case studies. We believe the fashion industry is going 
through a profound change and it may be a good moment to 
learn from the companies that are doing well, but also from 
those which are not achieving desired results.detail, which 
helps a lot to understand the case better and identify oneself 
a lot with it. In my opinion the case represents a positive 
learning in the human resources management subject.” 
She also said: “Maybe it occurs to me that learning could 
be supplemented if the students received a little previous 
theoretical explanation of main ideas and practices done in 
this field, in order to cope better with the case and bring out 
the best of it.” 

Student 2: “The case of Rita Rodier is related to an 
interesting and current issue that happens a lot in companies, 
which is the brain drain issue. HR departments play a very 
important role when it comes to notice and manage a talented 
person and help him/her find the right hole in the company 
taking into account their competences and skills. Thus, the 
case shows the importance of managing the motivation of 
your employees acknowledging that poor management may 
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lead the right person to leave the company. In the case of Rita,
she is a person who has excellent commercial competences
but needs other skills to promote.” She continued saying:
“As a point of improvement, I think it would be very useful
to have an introduction before the class about the different
job profiles a human resources department has to manage
and how to identify them in an organization. It would also
be interesting to understand and learn about strategies to
motivate the staff.”

Student 3: “It shows very well typical behavior we can
find in a lot of fashion companies in the retail area. It deals
with the issue of how to manage talented people and what
we should do to retain this talent. It is a totally realistic
case! This is framed in a French wedding dress company
but it could occur (and it does) in any fashion company that
is very focused on the commercial area in which the store
is the core center of the business.” She added: “The case is
very detailed and realistic and it shows perfectly the kind of
leadership in the company and how it has changed through
the second generation of the family business. I found it easy
to understand and I found it very interesting to learn how to
manage talent and key people in a company.”

CASE 3: “Abercrombie&Fitch: It Is Not a Brand for Ugly
People”

Author: “Do you think the case of A&F poses a real
situation that can be found in the fashion industry? Do you
think the issue it discusses is important to have in mind when
studying fashion business management? Think about positive
and negative aspects of the case methodology applied to this
specific study field.”

Student 1: “I believe that for the course of ethics in fashion
business, it is a perfect and wise case as it makes you reflect
on the importance of the decisions in terms of values of
the brand, internal policies and marketing strategy that a
manager has to make in a company and the direct impact
it may have on society. It is definitively a very close and
real case applicable also to any other company.” She also
mentioned: “What you learn with this case is that any worker
in this industry -and even more so, managers- should have an
attitude of serious responsibility when it comes to decisions
that can have a direct impact on people’s lives and especially
in this case with the values transmitted to teenagers.”

Student 2: “I knew very well the company but I didn’t

realize before the huge real implications it was having in 
society and overall in teenagers! Sometimes, and it happens 
a lot in the fashion business as it is very centered in product, 
design and experiences, we lose the sight on the possible 
consequences (good or bad) that a brand can have later 
on… Thus, I think this case shows a very important topic to 
address in fashion business, as it is something we (as future 
leaders) will have to have in mind. The unique “problem” or 
“negative point” I could find in the case methodology applied 
to ethics is that is a very subjective subject and you find that 
not everybody thinks the same way, thus the discussion in 
class may not achieve a “final common thinking” and if the 
teacher doesn’t conduct very well the discussion it can end up 
in a kind of fight. Nevertheless, it is very interesting as it is at 
the same time a more open topic and different opinions can 
be contrasted and a very rich conversation can take place in 
class.”

Student 3: “It is true that brands usually face problems 
related with their value proposition. And for instance the 
problem with sizes in fashion –which is also addressed in this 
case- are the order of the day. That’s why, we will have to take 
it into account when working for the industry as this usually 
has a huge media impact and the brand may be damaged. 
Thus, to think about the consequences in society and even 
how to face them is key. Particularly, the case of A&F shows 
in a clear way the power fashion has and that talking about 
fashion is also talking about identity. Therefore, the influence 
does exist and it plays a bigger role among young people who 
are still more vulnerable as they are constructing the idea they 
have of themselves.” She also noted: “A very positive thing 
about this case is that it poses the question of responsibility 
not in environmental issues –which are also very important- 
but in a social part that sometimes is forgotten that is the 
people who are around the brand: customers and employees. 
And as an idea to improve the methodology in this subject 
I think it would be interesting that the teacher finishes the 
discussion with a ‘wrap-up’ or ‘basic final ideas’ that could be 
applicable to other particular business cases.”
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APPENDIX 1: TYPES OF CASES

  

APPENDIX 2: CASE SUMMARY TABLE 

APPENDIX 3: STUDENTS’ RESPONSES VIA 
QUESTIONNAIRE

CASE 1: “The Loewe Group: A New Industrial Model and 
Commitment to Lean Management?”

Author: “Do you think the case of Loewe shows a possible 
real situation happening in the industry in the operations 
field? Think about positive and negative aspects of the case 
methodology applied to this specific study field.”

Student 1: “The study case of Loewe perfectly illustrates 
what business operations in the fashion industry are about. 
It is also a very clear example of the real importance of 
operations management in a fashion company, showing how 
a great part of business success relies on how to organize 
its employees to achieve a faster production and work more 
motivated.” She continued: “However, although I believe 
that the case method is a good method when identifying a 
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problem and analyzing a real situation, I think it is convenient
to have some theoretical classes of the subject before starting
preparing the case, in order to be able to “apply” the concepts
when analyzing it and to take full advantage of it.”

Student 2: “The case of Loewe seemed to me a very
good real example for studying operations management of
a company in the fashion industry. I hope in the future, after
finishing the MBA, if I have a job position at a managerial
level, I will be able to respond well enough if I have to
deal with a similar situation in a company.” She added: “It
made me realize that sometimes in a company the main
problems can happen at the industrial operations level, maybe
production controls are not being done correctly, or we are
“wasting time” causing a harmful delay, etc. Thus, we cannot
lose sight of the operations.”

Student 3: “Personally, I do not think I will ever work in
the operational area of a company but I must say this case
illustrates very well how to make a decision in a fashion
company, especially in a trade-off as the one faced by this
company, in which a completely handmade product could
become semi-industrial and more competitive without loosing
quality.” She also remarked: “I can’t really see a negative
point… The case is very credible because Loewe was a well
known brand for us and the specific situation in which they
found themselves is very well described in it, a lot of details
are given and you can appreciate the collaboration or support
of the company which gives you more commitment and self-
involvement.”

CASE 2: “Rita Rodier: A Sales Success”

Author: “Do you consider this case illustrates a situation 
that you may encounter in your actual or future job in a 
fashion company? Do you think the problem showed is 
important and that it usually happens? Think about positive 
and negative aspects of the case methodology applied to this 
specific study field.”

Student 1: “Well, the case of Rita Rodier… I find it is a 
very illustrative case; it is about the management of sales 
staff in retail, which is usually a tough and challenging task 
in fashion (retail) companies. In this case, it’s not about 
the corporate structure of the company but it is focused 
specifically on people management in the commercial and 

sales area. The wording of the case is like a story with 
conversations between the protagonists and a high level of 
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Abstract

With the continual development of modern scientific technology, Sports activities have become a more innovative, healthy and fashionable component in 

human’s daily life, playing a more crucial role in the contemporary society due to its unique glamour. Therefore, the demand for fashionable performance 

design focused on sportswear and accessories from industries, markets and customers have been increasing in both sports competition and sports life. 

The practical teaching for sportswear design major is a practical curriculum system based on contemporary education theories, aiming at providing one or 

more major with capable personnel by perfecting students’ knowledge, ability and characteristic structure. It also focuses on connecting knowledge, method 

and issues in certain major-specialized teaching cases logically.

ISPO Beijing is an incorporate exhibition of ISPO MUNICH, covering outdoor sports, extreme sports, skiing, sports fashion, fabric and fiber, also being 

authoritative in the industry.

Key words: Sportswear Design, Practical Teaching Platform, ISPO Asian

Incorporate project with ISPO Asian
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The School of Fashion of Beijing Institute of Fashion
Technology is well-aware of the development tendency of
designers for High-Tech innovative sportswear. BIFT has
established the first sportswear design major in China in
order to fulfill the great demand for sportswear designers
from community, market and industry, filling the blank of
sportswear design undergraduates, and has also been known
as the only undergraduate academy with this major.

In addition to providing the industry with sportswear-
majored designers, the sportswear design major has also
established a practical teaching system emphasized on
personnel training. By constructing the project experiment
platform, we are able to supply more outstanding and
practically efficient sportswear designers to companies and
industry, meanwhile, there have been more corporation
between the school and companies and more scientific
training projects aimed at enhancing the researching
competence. The modularized practical activities make it
possible for students to adapt to the actual products design
within a shorter period of time. So that an increasing number
of excellent personnel will be emerging in the school, which
leads to a perfection for the sportswear design teaching
system, and get integrated with the global education system.

The goal of the corporative project with ISPO Asian is 
creating a multi-dimensional practical education platform, 
where students will be looking at the industry in a more 
involved way, this would give an increase to the employment 
rate among the campus, and make sure that the major remains 
closely-connected to the industry. Also, by connecting ISPO 
with fabric suppliers, brand suppliers, trend forecasting & 
analysis websites, and industry forums, the school will gain 
more reputation in the industry and the major will grow 
stronger.

This incorporate project is a new attempt from the 
sportswear design major, trying to build up the practical 
educational platform.  “ Single-Project & Multi-Dimensional” 
is the primary feature of the platform. “Single-Project” 
indicates combining a commercial corporative project and 

daily teaching activities. Sustainability and diversification 
is the primary criteria. “Multi- Dimensional ” indicates that, 
centered of the group of courses, teachers introduce series of 
incorporate projects into the course on different stages for a 
marvelous result.

Everything about ISPO Asian project follows the rule of 
“Single-Project & Multi-Dimensional” and is based on the 
group of courses. Teachers will do everything they could to 
guarantee that the teaching objectives are accomplished. The 
practical teaching is an efficient way to see if the teaching 
objectives are practicable, and the incorporate project is a 
wonderful platform to demonstrate the achievements. By 
analyzing, we found that the three most important courses 
for sportswear design major are Basis of Sportswear Design, 
Sportswear Design (1) and Comprehensive Test. By having 
these lessons, students start to focus more on sportswear 
design instead of Fashion Design, handle the necessary 
theories and design means, learn about the industry and be 
actually connected to it, these are the primary objectives for 
the junior year. We shall do the following things based on the 
objectives: 

1.Pay more attention to the students’ operating skills and 
planning ability.

2.Analyze the targeting of courses and their aims, clarify 
the logical relationship between courses so that students and 
teachers will know what they are doing, which is an effective 
way to ensure the result of theoretical and practical education.

The Basis of Sportswear Design enables students to have 
a further understanding with the classification of clothing 
design, by collecting information from the clothing design 
industry and comparing the sportswear design with them, 
students learn to think in a “Sports” way. The objective is 
analyzing the popular sports, collecting sportswear design 
trends, investigating on the demand from market, turning 
the course into a more practicable one. Students have to be 
convinced by their own researches, thus the task of The Basis 
of Sportswear Design would be a sort of preparation for the 
Sportswear Design (1). Their would be a more deep going 
discussion based on the researches, each student is asked to 
put forward their researching result and give a speech. They 
would be divided into groups according to their choices with 
sports.

The content of course is divided into Fabric Application 

Figuer 1. sports apparel production workshop
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and Design Planning. In Fabric Application, students 
review the basic knowledge of materials, and discuss how 
they function in different sports. Based on these result, 
they propose the Theme, Sport Analysis, Design Analysis, 
Structure Analysis, Material Analysis and Color Analysis to 
finish their Design Planning, which will be a clear direction 
for their Sportswear Design(2), where students follow their 
previously-done design planning, and put these designs into 
reality, and into a show, in the end. The Comprehensive 
Course Test requires students to conduct an exhibition show 
based on their design planning in Sportswear Design (1). 
We have a well-organized plan for the junior courses, after 
sufficient market researching and analyzing for the demand 
in the industry, we finally decided to choose ISPO Asian 
Exhibition as the Practical Education Platform because it 
plays a leading role in the industry and is opened to students.

 

The corporation between the school, ISPO Asian is 
beyond 1-on-1. We have collected resources from the whole 
industry, and cooperated with COOLMAX of INVISTA and 
fabric suppliers, chosen The North Face TNF 100 cross-
country event to search for the future running sportswear 
design trend, and displayed the work samples during the trade 
show. We have been greatly helped by the fabrics and R&D 
funds sponsored by INVISTA and the chance to work in 
The North Face event in the whole course, and successfully 
drawn attention to the sportswear design major, built a 
bridge between students and the industry. The ISPO Asian 
Exhibition Show is static while the Sportswear Design (2) is 
a runway show, and the samples have been tested in TNF100 
cross-country event. We have collected feedbacks to perfect 
the samples and evaluate the achievement of the practical 
teaching. “Multi-Stages, Multi-Dimensional, Multi-Goals, 
Multi-Profits” and “Out&In&Out Student-Industry Model” is 
the most distinguished feature of the cooperation project.

 

Another concept of “Single Project& Multi-Dimensional” 
is introducing the graduation project of seniors into ISPO 
Asian project. By combining the posted functional fabric 
trend on ISPO TEXTREND, students explore in the world 
of sportswear design and discover the new trend for future 
functional fabrics, thus there would be a more sufficient 
number of employment opportunities which is the primary 
goal for seniors. This stage helps students perceive the 
sportswear industry in an unique way, and learn to design 
with acquired information and knowledge, enhancing the 
ability of choosing appropriate fabrics and practical working.

Figuer 2. Exhibition works

Figuer 3. Guests and students photos
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The students of BIFT sportswear design major have 
taken part in an international trade show--- ISPO Asian, 
which consists of 434 companies and 656 brands. They have 
succeeded in drawing great attention and positive comments 
and assessments from the industry. 

The “Single Project & Multi-Dimensional” cooperation 
project has found a new practical teaching method, and set a 
record of having 33 students from both junior and senior year 
working in the same project. The practical teaching project 
has attracted 5 medias and an exclusive interview, received 
invitations of long-term cooperation from 3 companies and 
more than 10 design projects and available internships across 
the world. We have started to have contact with Nordic design 
institute and University of Oregon thanks to the cooperation 
with ISPO Asian Exhibition, building up a brand image of 
Sportswear Design major of BIFT.

Beside of the gains, we’ve also found the weak part of the 
major through out this practical teaching system: students are 
in the lack of knowledge regarding functional fabrics, and 
experiences with pattern making and technical skills on which 
we will make efforts. Certainly, the success of the incorporate 
project also proved the idea of the group of courses and the 
integration of resources of the industry. 

 

"ISPO MUNICH Munich Exhibition Co., Ltd is the world's 
largest professional sports fashion exhibition organizers. As 
including the ispo MUNICH Asian ispo Asian: sports and 
fashion exhibition, China sports fashion trend forum, the Asia 
Pacific snow industry forum and ispo TEXTRENDS function 
of textile fashion trend release, ispo Asian face professional 
goal crowd is all sports industry as the core business of 
companies and individuals, is China's largest sports fashion 
professional exhibition, of China sports fashion industry 
development leading role in the development.

 

INVISTA company headquartered in the United states. Is 
one of the world's largest integrated fiber and Polymer Co, 
business throughout the world. INVISTA by insight into 
market opportunities, the implementation of technological 
innovation and have tolerance, fiber, clothing and interior 
decorating material global most well-known brand names 
and trademarks of the combination, for customers to provide 
excellent value. INVISTA adhering to the innovation of 
traditional, and now owns 700 applicants or has been granted 
patents in the United States, and almost all countries in which 
is provided with a business have applied for patents in the 
corresponding field.

Figuer 4. Exhibition booth
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The North Face, established in San Francisco in 1966, 
the logo is originated from the Yosemity National park’s 
Half Dome, stand for the north face of a mountain which 
is the hardest to climb. The North Face has a great number 
of products series, they provide professional and high-tech 
outdoor garments, shoes and accessories, also devote in 
producing amazing products, encouraging people to explore 
the world.

As the leading brand of global outdoor sport, The North 
Face has been offering the most reliable products, while 
inspiring people to walk into wild, and sponsoring top-level 
athletes and events all over the world. It has introduced the 
TNF100 cross-country event to China in 2008, which allowed 
more people to engage in this sport and find out how amazing 
it is.

ISPO MUNICH Munich Exhibition Co., Ltd  www.
ispo.com
Invista  www.invista.com
VF Corporation  www.vfc.com
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Abstract

Kotpad, a place in Koraput District in the Indian state of Odisha and synonymous with natural dyed handloom fabric, is a centuries old traditional cultural 

craft. This deep rooted intangible asset has withstood the test of time for generations and confronted the norm of mass production. This craft stands as a 

testimony to sustainable practices since ancient times. With a minimalist approach, they use natural dyes extracted from Aul tree (Indian Maddar tree) grown 

locally, use pitlooms with limited colours and traditional motifs representing their culture. However, this craft was almost on the verge of extinction due to lack 

of exposure, poor market linkages and unfair price competition. With rising awareness of sustainable development, green practices and eco-friendly fashion, 

the artisans are gaining confidence and reviving the craft largely due to interventions by Government, NGOs and other private players. This craft has also got 

intellectual property rights protection through Geographical Indication (GI). Despite all such initiatives, the new generation of artisans do not find this craft to 

be lucrative, hence moving to other professions. There are only few families, about 20-25, who are presently involved in this craft.

This paper primarily examines the reasons of apathy among the children of the artisans in accepting their age-old occupation despite better livelihood and 

business prospects. The paper also focuses on the present problems and prospects of Kotpad natural dyed handloom cluster and recommends measures to 

increase its market share and acceptability. This study was conducted in the Kotpad cluster region of Koraput District of Odisha, the state in eastern India. 

Primary data was collected from the weavers and their adult children using 'focused group discussions'. Data was also collected from officials of Government 

and NGOs involved in the sector through a semi-structured interview schedule. Secondary data was collected from government reports, newspaper articles and 

other documentary sources.

Key words: Kotpad, Sustainable, Intangible, Natural dye, Handloom, Cluster
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1. INTRODUCTION

Kotpad hand-woven natural dyed fabric of Koraput district 
from the Indian state of Odisha is a centuries old traditional 
cultural craft. This deep-rooted intangible asset has withstood 
the test of time for generations. Kotpad is a testimony to the 
rich sustainable practices integral to the cultural, social and 
economic fabric of the society. It exemplifies the legacy of 
living in harmony with nature. 

Weaving fashion sustainably on a pitloom with limited 
colours and motifs using natural dyes extracted from the 
Aul tree (Indian Maddar tree) is distinct to Kotpad. By any 
measure, if anything can be called "sustainable fashion", 
Kotpad's name would appear first. However, its beauty, 
essence and aesthetics could not attract the contemporary 
consumers. Kotpad failed to understand the science and art of 
modern day business and languished against the competition 
from factory made clothes. From more than 200 families 
once practicing this age old craft, it has come down to around 
20 families today. Despite reeling under poverty, economic 
hardship and social pressure, these handful of artisans are 
continuing with the legacy which their forefathers once 
upheld.

With rising movements of sustainable development, 
green practices, eco-friendly fashion, the craft and the crafts 
community of Kotpad is on the path of revival and growth. 
The artisans are slowly gaining strength and confidence 
through better market linkages and greater acceptance of 
their products due to continuous interventions and support 
from Government, NGOs and other private players. The craft 
has also got intellectual property rights protection through 
Geographical Indication (GI) in 2005. 

This paper examines the problems and prospects of Kotpad 
natural dyed handloom cluster with an objective to understand 
two key questions. First, why Kotpad handloom cluster has 
not yet been economically prosperous even after so much of 
interventions? Second, why the new generation of artisans are 
not interested to go with their traditional occupation anymore, 
when the prospects are bright? This study also explores the 
impact of Geographical Indication (GI) protection on the craft 
and crafts community.

The present study was carried out in the Kotpad cluster 
region of Koraput District of Odisha, the state in eastern 

India. Primary data was collected from the weavers and the 
community member through a focused group discussions 
and through a semi-structured interview from Government 
officials and NGOs. Secondary data was collected from 
different research studies, Government reports, and 
newspaper articles to support the study.

The researchers have critically evaluated the problems 
faced by Kotpad handloom cluster using an ethnographic 
perspective and found that Kotpad is one of the unique but 
languishing handloom clusters of Odisha. The reasons often 
cited in different studies for the poor performance of the 
handloom sector are found inadequate to address the problems 
of Kotpad handloom weavers. The problems are much deep 
rooted and unique. The study found that the conditions 
prevailing with Kotpad weaving cluster are different in many 
ways from other clusters. The researchers come up with a 
host of suggestions and a model for the revival of the Kotpad 
handloom cluster. 

2. REVIEW OF LITERATURE

Voluminous literature and research have been available on 
handloom sector studied at different times. Handloom is the 
oldest cottage industry in India and the embodiment of the 
indigenous knowledge system (Rao, 1990). As per Planning 
Commission (2013), handloom and handicraft sectors provide 
low-cost and green livelihood opportunities to millions of 
families. Despite the increase in demand for their skills and 
products, the Indian weavers have been dismissed (Chatterjee, 
2015). Adding to this Goswami emphasized that the decline 
in the market share of handloom products is attributed to the 
decline in the handloom sector (Goswami, 1985).

Planning Commission (2014) in a research revealed 
declining weavers' population in the last two decades. The 
same phenomena is also studied and supported by Kumar, P. S. 
(2014). In 1977, it was estimated that every Indian handloom 
offered employment to six persons (Chatterjee 2015). This 
indicates the role played by the handloom sector in generating 
employment in India.

2.1 Impact of New Textiles Policy
Indian handloom sector was given priority in the mid 80’s 

with the advent of Textile Policy. Henceforth, various research 
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studies have been conducted. Some of these are empirical
studies conducted pan India. Both Srinivasulu K. (1996) and
Jain L. C. (1985) analyzed the possible negative impact of
1985 Textile Policy on employment in the handloom sector.
Winner (1986) pointed out that the introduction of powerloom
in a rich handloom base only might be beneficial to the
smaller number of relatively privileged groups. It is not the
matter of technology itself, but the social or economic system
in which it is embedded. Watson (2003) and Devi L. (2014)
have stressed the disruption of the traditional community
that lead to the decline of the handloom because of
industrialization, bureaucracies, urbanization and government
policies.

Kasisomayajula S. R. (2012) in a study found that the real
income of handloom workers was found to be declining even
though active central and state government schemes were
prevalent. He suggested that instead of designing uniform
schemes all over the country, separate and customized
schemes should be designed considering the state specific and
region specific special requirements. In a study conducted
by NABARD, it is stated that the weavers in Odisha varied
significantly in terms of their techniques and traditions from
one district to other. (NABCONS, 2007).

2.2 On Sustainability and Natural Dyes
The issue of sustainability has been widely debated. 

“Sustainability” has many definitions, with the three most 
common being an activity that can be continued indefinitely 
without causing harm; doing unto others as you would have 
them do unto you; and meeting a current generation’s needs 
without compromising those of future generations (Fletcher 
2008; Partridge 2011; Report of the World Commission on 
Environment and Development 1987). Seidman (2007) notes, 
“Sustainability is about much more than our relationship with 
the environment; it’s about our relationship with ourselves, 
our communities, and our institutions.

One of the most endangered and ancient knowledge in the 
world of textiles and dye making is the making of colour Red 
from Aal tree, practiced for ages by the handloom weavers of 
Kotpad, in the Koraput District of Odisha (The Hindu, Puspa 
Chari, 2010). Traditional knowledge gets endangered because 
the new generation is not interested to know it from the older 
generation, or the older generation finds it difficult to pass it 

to the newer generation because of differences in their culture 
owning to globalization (Kothari, 2007). Some critics have 
observed that communities getting the most outwardly driven 
support become less competent to handle their own issues 
(Grenier, 1988). 

2.3 Cooperative Societies
The life of weavers, within as well as outside cooperative 

societies was pathetic due to exploitation. Mukund K. and 
Syamasundari B. (1998) in a study to explore reasons for 
poor functioning of weavers’ co-operatives in Andhra Pradesh 
found one of the reasons for inadequate supply of yarn is 
attributed to politicization of co-operatives. This study was 
supported by Dev S. M., Galab S., Reddy P. P. and Vinayan S. 
(2008). It was analyzed that weavers were paid well and got 
adequate work if co-operatives are strong. 

Boruah and Kaur (2015) in their study about the weavers 
and weavers cooperative societies concluded that “the 
success of the Weavers’ Cooperative Societies depends on 
the satisfaction of its members. Pattnaik and Mishra (1997) 
in a study analysed the role played by cooperatives is not 
satisfactory as it do not meet the credit requirement of the 
poor weavers. As the Banks fail to provide credit to the 
weavers for their social and consumption needs, they fall into 
the clutches of the master weavers.

There were some success stories about  weavers 
cooperatives adopting buyer driven strategies. Dharmaraju P 
(2006) explored such success stories in Andhra Pradesh. 

2.4 Problems of Pricing and Inputs, Working Capital and 
Marketing

Gurumoorthy and Rengachary (2002) studied the problems 
of handloom industry and revealed that pricing is a major 
problem in handloom along with rising input cost, working 
capital and marketing of their products. This was also 
supported by Mathiraj and Rajkumar (2008) in their study on 
‘Handloom products production. Tripathy (2009) in his study 
“Problems and Perspectives of Handloom Industry in Orissa” 
attributed illiteracy, inadequate finance facilities, cost and 
quality control, procurement of raw material, and fluctuation 
in raw material price are the main problems of the handloom 
sector.. 

Moorthy, K A N (2014) in the article “Theory and Practice 
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of Handloom Schemes – A Review” found that the weavers 
are leading a miserable and distressed life. Niranjana S. (2001, 
2004) indicated organizational structure, inferior technology 
for cotton and yarn processing; high yarn procurement cost 
and yarn shortage as the major problems for handloom sector. 
Early research by Paul and Mote (1967) also indicates about 
high cost of production, low investment, and low purchasing 
power of consumers contributed to the plight of handloom 
sector.

The above studies emphasized most of the common 
problems faced by the handloom sector in India. Some of 
them have studied handloom sector in specific states, but their 
findings related to the problems faced by the sector are more 
or less same. No specific study was found about the problems 
faced by Kotpad Handloom cluster of Odisha. This research 
gap is one of the most important motivations for the present 
study.

3. METHODOLOGY

The study followed a qualitative and participatory research 
approach. Primary data were collected through five focus 
groups discussions with: (1) the Office bearers of the Kotpad 
Weaving Cooperative Society and the Master Weavers, (2) 
Independent weavers and Weavers who have already left 
their Occupation, (3) Non-weaving Community members, 
(4) the women members who were involved either in dyeing, 
weaving or both, and (5) the youth who have received 
training in weaving or dying but are doing some other job. 
Participants were selected on the criteria that they would have 
something to say on the topic, are either directly or indirectly 
associated with Kotpad weaving cluster and would be 
comfortable talking to the interviewer and among each other. 
To support the research objectives, semi-structured and non-
structured interviews were administered with Government 
officials, Master Weavers and NGOs.  Data and information 
were also collected from different documentary sources like 
Government reports, independent research works and news 
paper reports. The interview with the Government officials 
was conducted at three levels - field level, district level and 
head quarter at Bhubaneswar to understand their role played 
in the Kotpad Cluster. The research period was from October 
2014 to September 2015, where the researchers visited 

the craft cluster frequently and lived in the community to 
understand the micro problems associated with the cluster and 
the craftsmen. The research area was purposively selected as 
Kotpad Notified Area Council (NAC) and few nearby villages 
where handloom weavers live. 

4. KOTPAD HANDLOOM CLUSTER:

Kotpad natural dyed handloom is the living relic of the 
ancient tradition of tribal India situated about 70 kilometers 
away from the District Head Quarter Koraput in Odisha. 
Kotpad handloom cluster is surrounded by dense forests of 
Koraput, Malkangiri and Umerkote in Odisha. Due to natural 
and climatic conditions Aal trees grow abundantly, which are 
rarely found elsewhere. These trees play a vital role in the 
life, skills, and occupation of Kotpad weavers.

Two things make Kotpad handloom unique. First, its 
ancient dyeing technique - deriving colour from the Aal root, 
the dyeing process by using castor oil, cow dung, and wood 
ash and second the traditional weaving method using pit 
looms. The processing of the Aal root dye and treating the 
cotton yarn with dung, wood ash and castor oil is an elaborate 
and laborious one, sometimes goes on for a month. Despite 
the use of castor oil there is no shine or smell. Instead the 
cloth becomes soft and the colours lustrous and fast. The 
dyed coarse cotton yarn, ranging from ten to twenty counts is 
woven in a simple but highly evolved three-shuttle pit loom 
with extra weft patterning for the more complicated motifs. 
Solid border effect of the fabric is made with the interlocking 
method of the multi shuttle.

Kotpad handloom was traditionally created by the Mirgan 
Community for the Koraput Raja and subsequently for 
different tribes in the area – like the Muria, Gonda and the 
Bhatra among others, highlighting their respective motifs, 
making the fabric a visual code and a cultural symbol for that 
community. The reddish colour is offset by creams and blacks 
with motifs drawn from nature and their way of life. Some of 
the popular motifs are fish, crab, conch, boat, axes, fan, bow, 
temple, pots, snakes, palanquin bearers, and huts.

With the advent of powerlooms and factory made garments 
Kotpad weaving lost its traditional market. The weavers of 
Kotpad failed to find a connect with the urban markets due 
to their socio-economic backwardness and lack of timely 
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interventions by the Government. There are only about 20
families in Kotpad, who hold the knowledge of this ancient
technique today, the rest have moved to other occupations
primarily due to economic pressure. There are few more
villages like Bata Kaudi, Batasana, Dongriguda, Bhonsuli
(Near Kotpad Road Railway Station) where the researchers
found the weaving is being practiced by a handful of artisans,
but no natural dyeing is being done by them.

Owing to a revived interest in traditional Indian fabrics and
the Odisha government’s support through the Kalingavastra
Program and subsequently through the Viswakarma festival
in Delhi, Kotpad got a new recognition in the late 1980s. In
2005, Kotpad natural dyed handloom fabric got Geographical
Indication (GI) protection for their unique traditional
knowledge and products. There are many designers and Non
Governmental Organisation (NGOs) promoting sustainable
fashion and natural dyed handloom fabric. A few among the
noted NGOs working with Kotpad are Creative Bee, Dastkar,
Craftrevival, Kala aur Katha, and Bhu:sattva.

5. GOVERNMENT INTERVENTION:

Handloom is a state subject but for the overall development 
of handloom sector and welfare of handloom weavers, both 
the state and the Central Government have taken various 
policy initiatives and schemes. The Government of Odisha 
has been making continuous interventions in Kotpad for its 
revival and promotion through different schemes. Table 1 
details about the schemes and benefits received by Kotpad 
Cluster since 2009.

The data was made available by the field office of 
Department of Textiles as available since 2009. A total 
of about INR 2 million has been spent in the last 6 years 
scattered over 12 different heads. More investments have 
been planned. Many other investments could not have been 
made possible due to socio-political reasons.

6. DATA ANALYSIS AND MAJOR FINDINGS

Intended to be a study of the grassroots realities, the study 
has primarily depended on qualitative data and information. 
It enabled the researchers to obtain divergent views and 
experiences through continuous interaction with the key 

stakeholders. Hunches emerged as we progressed with our 
interaction with different stakeholders, which were tested 
for validity during the successive field visits. A great deal 
of efforts were taken to elicit data through Focus Group 
Discussions from multiple groups in different settings. 
It required collecting data with the thematic sensitivity 
keeping the local dynamics in mind. Internal validity of the 
information was confirmed through triangulation and cross-
checking from various stakeholder interactions and interviews 
for data collection and analysis.

It was found that loss of traditional market, decreasing 
income level of weavers, increase in cost of production, 
non-systematic and untimely Government support, low 
productivity, non-availability of required infrastructure, 
tedious nature of aal dye extraction and processing, problems 
with sourcing of Aal root, decreasing access to water and 
wood are the major reasons for Kotpad's present condition. 
These points are discussed below in detail.

Government Schemes, NGOs and Role of Independent 
Designers:

The researchers observed that a majority of the participants 
were not aware of the Government schemes offered by the 
state and the central Government, except for few KWCS 
office bearers and master weavers. There is no systematic 
approach adopted in the training programmes and the 
schemes are implemented in bits and pieces without any 
targeted interventions and follow-up action.

Boyanika (The Apex Handloom Weavers Cooperative of 
Odisha) has many outlets in Odisha and in major metro cities 
where they sell Kotpad handloom products. Boyanika has 

Table 1. Sanctioned Govt. Schemes to KWCS (2009-2016)
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also created a special section within its retail store for Kotpad 
handloom fabric. But the procurement mechanism benefits 
only to the master weavers. 

With intervention of few freelance designers, NGOs, 
Boyonika, and some traders the weavers have been able to 
create new products for niche markets. But this is not regular 
and only limited to the reputed master weavers. There is no 
flow of work for the weavers. Any order to the weavers is 
routed through the master weavers or the middlemen who eat 
away the lion’s share of the profit. 

Working Capital and Credit:
Due to absence of any institutional mechanism for working 

capital, the weavers are exploited by money lenders, master 
weavers and middlemen. Only recently, the weavers had 
access to credits through Weavers Credit Card. However, the 
benefit did not meet the purpose as many of the them had 
already left the occupation. Therefore majority of them did 
not repay the loan. The banks are now reluctant and not ready 
to offer any credit to the weavers again.

Availability of Water:
The weavers earlier used ponds in the village for dyeing 

and processing of yarn. But as these ponds have been given 
on lease, access to the ponds have been restricted. The 
weavers and dyers are facing lot of problems due to shortage 
of water.

Availability of Wood: 
Wood is required for the boiling and processing of dye 

and yarn. With the current practices, no other means of fuel 
can be a substitute for wood ash. Earlier, the weavers used 
to collect wood from the local forests, but due to restrictions 
these weavers now have to buy wood from the local market 
adding extra cost to them.

Availability of Aal Tree:
Population of Aal tree, the main source of the natural 

dye, has drastically gone down in the locality. Earlier, it 
was abundantly available in the local forests without any 
restriction. But due to developmental work and restrictions 
imposed by the forest department, they are finding it difficult 
to collect the aal root  barks. Earlier, dried Aal roots used to 
be available in the local markets, sold by tribal women at a 
price per domota (around 14 kgs) for about Rs. 500 to Rs. 
700/-. These days it is not available that easily and the prices 
have gone to Rs. 1800/- to 2200/-.

Interest in Dying and Processing:
Dye making and yarn processing in Kotpad are an 

inseparable elements. They go hand in hand. This particular 
task is very delicate and demands a great deal of skill, 
understanding and hard work. The younger generation are not 
interested as they find it to be dull and unhealthy. 

Social Status of Weavers:
Although Kotpad handloom cluster is known as tribal 

handloom, but the weavers belong to the Schedule Caste 
(SC) category. The community members particularly the 
Panikas, Samraths and Mohantas say that their ancestors 
were tribal and they migrated from the neighbouring areas of 
Chhatisgarh. They claim, a correction in the caste identity and 
inclusion into the Scheduled Tribe category could give them a 
new and better status. 

7. SUGGESTIONS

Kotpad cluster is unique in many respects and so are its 
problems. Since the Government schemes in bits and pieces 
have not been so helpful in reviving the cluster,  a customised 
programme with a clear road map is the need of the hour. It 
calls for development of forward and backward linkages with 
the niche markets. For the revival and sustainability of Kotpad 
handloom cluster, a model is suggested by the researchers 
(see Annexure-I). By strengthening the KWCS, there can be 
efficient management of resources, where the weavers can be 
held more accountable for their business operations.

Along with handloom weaving, Kotpad should be 
developed as a production centre for aal and other natural 
dyes, for use by other handloom clusters. This would give an 
added identity and source of income to the weavers.

Training on design development and use of finer count 
yarns along with skill upgradation and exposure visits for the 
young members can strengthen the cluster.

The weavers should switch only to high value realisation 
products demanded by the environmentally conscious elite 
customers in India and abroad. Promotional measures should 
be taken by the Government to facilitate the weavers in 
reaching those customers.

A Collective label should be developed for Kotpad 
handloom as it enjoys a GI protection and a "Handloom 
Mark" for better visibility and promotion. 
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Packaging training should be imparted to the weavers and
packaging materials be made available for the cluster through
the KWCS at reasonable price.

A direct linkage should be built with the independent
fashion designers working with handloom and natural dyes
for promotion of Kotpad handloom.

A niche market already exists for natural dyed handloom
products in the international market. The Government of
Odisha should encourage research to understand and catch
the potential markets.

8. CONCLUSION

Kotpad is the only handloom cluster in the world today 
where aal dye is extracted and used involving a very unique 
process, completely in harmony with nature. This handloom 
symbolises one of the most sustainable practices ever used 
in the history of fashion. The beauty of Kotpad lies in its 
ecosystem, traditional knowledge, simplicity, and organic 
structure. Its uniqueness is dignified with 5 “Ts” –  where 
T stands for Tree (Aal Tree), Traditional method of dying, 
Triumph (motifs), Tedious work and Time consuming. 
According to an old adage, “a society from which beauty 
is removed becomes brutalized." Today Kotpad handloom 
cluster is approaching the fag end of its extinction even when 
the sustainable movement is at its peak and the demand 
for sustainable fashion both in domestic and international 
market is increasing. This dichotomy raises key questions 
and concerns about the gap between theory and practices. 
The issue of Kotpad is more complex than it appears. To 
bring the cluster on the path of revival and prosperity, the 
gap between the producers and consumers should be bridged 
with systematic and participatory approach involving all the 
stakeholders. Further knowledge in this area would allow 
Government and other organisations to develop schemes and 
reward models that can be replicated for other handloom 
clusters having unique situations like Kotpad.
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Abstract

The frog does not drink up the pond in which it lives - Chinese Proverb 

Human civilization has come a long way from living in a natural and sustainable way to globalized and mechanical way. But during this whole journey, one 

has selfishly lived for their benefits without thinking about the harmful effects that they had created on the environment. Globalization and its technological 

advancements are necessary for the human growth, but it has disturbed the ecological balance of our environment. It's high time we should realise our social 

responsibility to revive our society in a sustainable way. One of the best ways to do this is by studying the lifestyle of tribes. Among the tribes, Warlis survived 

in harmony for millennia, with their environment without disturbing the ecological balance of nature. 

Warlis reside in mountainous and coastal areas of Maharashtra and Gujrat borders of India.They believe themselves to be a part of living nature and thus does 

not exploit nature.

The Warli culture incorporates the spiritual and the material, the living and the non-living into one integral whole (Pereira). Warlis lead a life that is completely 

embedded in nature. Thus, they maintain the organic link. This non-modern world view of the Warlis is perfectly in agreement with the principles of "Deep 

Ecology/New Natural Philosophy" that advocates the "post-industrial societies to go back to the state of nature"(Devall, 1996).

Design constitutes 5% of total cost of a product, yet it can dictate up to 80% of the products financial and environmental costs (Graedel and Allenby,1995) 

therefore, we have chosen Design as the key driver for cultural revival of our society. To promote sustainable life in Indian neo-rich middle and upper 

middle class, we have designed a creative album inspired from Warli's lifestyles to sensitise Indian middle and upper middle class who are trapped in over 

consumption. 

Simple shapes, different color zones and dots have been used. The circle symbolises vast universe while triangle symbolises mountains and pointed trees, 

central square symbolises shelter amidst nature consisting of mother goddess which symbolizing fertility.Surrounding the square are different color zones 

symbolises different professions. Dots symbolises birds.  Two triangles represent humans and animals joined at the tip; the upper triangle depicts the trunk and 

the lower triangle the pelvis. Their precarious equilibrium symbolizes the balance of the universe hence promote simplicity and sustainability. 

A survey has been done to 50 middle and upper middle-class families of metropolitan cities of India to analyse the satisfaction level of the consumers towards 

high end mechanised overly consumerised lifestyle. We have also measured their levels of motivation to embrace sustainable lifestyles by seeing our newly 

created album.   

The transition towards sustainability is about co-creating a human civilization that flourishes within the ecological limits of the planetary life support system. 

As Albert Einstein stated "Problems cannot be solved at the same level of awareness that created them."

Key words: Sustainability, Lifestyle, Design, Warli, Civilization  
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warli tribe
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1. IN SEARCH OF A SUSTAINABLE LIFESTYLE

Lifestyles may be defined as the way a particular group of 
people live their life that allow the people to fulfill their needs 
and aspirations. They are used as “social conversations”, 
in which people signal their social positions, status and 
psychological aspirations to others. Since many of the signals 
are communicated through goods and services, lifestyles 
are closely associated with material and resource flows 
in the society. Lifestyles depend on the past and current 
consumption and production patterns and are intricately 
interrelated with people’s everyday choices and practices. In 
the context of limited natural resources of the world European 
and American lifestyles have created a huge challenge to 
human civilization. For example, people of US consume 
28.75% of all material resource of world and US population 
is only 4.49% of global population (Guha, 2003). 

Modern European lifestyles are not exceptions. They 
are also unsustainable in many ways and are based on 
overproduction and overconsumption. For example, over 
one-third of the world’s 750 million automobiles are owned 
by drivers in the EU (IEA 2010). Middle classes of India 
and China, the two most populous country of the world are 
aping western lifestyle driven by over-consumption very fast. 
China’s urban middle-class population alone, if considered 
as a country, is larger than the entire U.S. total population 
today. (Barton 2013,). China is the largest market for luxury 
brands, a second largest market of the digital camera market. 
Indian middle class has also decoupled themselves from their 
less fortunate countrymen to live with the western lifestyle.
(Kocchar, 2010). 

Across the world over-consumption of middle-class, 
backed by high purchasing power has emerged as a serious 
threat to the natural environment. We witnessed this threat by 
analyzing the pollution parameters and health related issues 
in Indian and Chinese cities like Beijing, New Delhi, etc. The 
issue needs to be addressed seriously.

In this backdrop, we need to understand the concept of 
sustainable lifestyle. Sustainable lifestyles may be defined 
as patterns of action and consumption, used by people to 
engage and differentiate themselves from others, which meet 
basic needs, provide a better quality of life, minimize the use 
of natural resources and emissions of waste and pollutants 

over the life cycle, and do not endanger the needs of future 
generations. As sustainable lifestyles reflect specific cultural, 
natural, economic and social heritage of each society (Mont 
2007), we need to consider traditional local culture to create 
this alternative lifestyle. In this paper, we have considered 
the lifestyle of Warlis, one of the Indian tribes who are one 
of the original, earliest human inhabitants of northern part of 
Mumbai, India, an example of a sustainable lifestyle. Their 
association with their current home is deeply rooted in 2300 
years of the past (Heredia Dandekar; 2000).

Warlis have lived in harmony with their environment 
without oppressing flora and fauna of their surroundings and 
not taking more from the nature than what they required to 
satisfy their basic needs. Their lifestyle has sustained them 
for millennia, unlike our mainstream industrial civilization 
that is in jeopardy after the journey of few hundred years. 
However, Indian mainstream society is not very sensitive, 
rather negligent towards tribal society and lifestyle. So, there 
is a need to sensitize Indian middle class.  We also tried 
to understand the features of future sustainable lifestyles 
designed by researchers and scholars to enrich our study.

To sensitize people for more sustainable lifestyle, we 
have considered design as a tool and sketched a creative 
album inspired by Warli art and lifestyle. Art and Design 
may be an important game changer for motivating people for 
sustainable lifestyle as research says that design constitutes 
5% of total cost of a product, yet it can influence up to 80% 
of the products financial and environmental costs (Graedel 
and Allenby,1996).Recently, China separated herself from 
American dream for a sustainable future and used a pictorial 
lexicon to sensitize sustainable lifestyle.( Lieu Peggie,) Here, 
our target is to motivate Indian middle and upper middle class 
who are engrossed in a consumerist lifestyle. 

2. EXPLORING FUTURE VISIONS 

The SPREAD Sustainable Lifestyles 2050, European 
Social Platform project has successfully reduced a gap in 
existing research by enriching knowledge, identifying trends 
and successful practices, and envisioning possible sustainable 
lifestyle futures. 

The project documents four alternative and emerging 
visions of future sustainable lifestyles.
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Vision 1
In vision 1, future society is based on Distributed 

Economies. It creates a system of regionally distributed 
production. It empowers people to produce and consume 
locally and to trade the excess with others. Lifestyle is more 
compact as more land is to be saved for farming.  Private 
space is to be reduced for multi-functional, shared facilities. 
Complementary health monitoring infrastructures and 
supporting healthy lifestyle will be required. 

Vision 2
The value of community is the most important social 

driver of this vision. It affects the structure of everyday 
life and society, significantly supports people’s lives and is 
a pillar of public and private initiatives. Communities are 
empowered to become self- sufficient, aware and resilient 
regarding resources, health, well-being, social equity skills 
and competence. Collaborative-based infrastructure, mutual 
support solutions, new household-centric economies provide 
convenience to the communities. They are perceived as 
advantageous, attractive and relevant to everyday life. 
Trust is equally important, without that engaged, successful 
and productive communities cannot be built.  Everyone is 
welcome and empowered to contribute to the creation of this 
community-based organization in different ways according to 
their capabilities, interests and lifestyles. 

Vision 3
For developing our society that promotes health and 

well-being, this vision connects and builds communities. 
Successful communities promote global-local inter-linkages 
and develop a self- awareness of the individual role in the 
broader perspective. Individuals are socially sensitive, 
engaged and dynamic. Communities and individuals have a 
shared vision of mutual improvement and empathy, which 
promotes collaboration among people. Wealth is therefore 
created in this vision by values and decoupled from material 
growth.  Farming operations that are also educational and 
participatory are optimized through technologies. Smart 
materials management, where small-scale production 
empowered by technologies enables people to become micro-
scale manufacturers. Technology plays a strong role in this 
vision by systematically empowering people at every level of 
society on, well-being and equity. 

Vision 4

This vision emphasizes the sharing of goods and 
infrastructure through collaborative services in the resource 
constraint world. Products and services are designed to be 
used collectively and to facilitate sharing and collaboration 
within the community. Engagement and participation 
are encouraged at every level of the society. Focusing on 
happiness and well-being indices, reduction of working hours, 
sharing the resources to compensate the lower income are the 
key. (SPREAD Report, 2012)

3. OBJECTIVES OF OUR STUDY

(1) To study sustainable lifestyle from the lifestyle of Warli 
tribe of India and to study future sustainable lifestyles and 
visions.

(2) Designing an album with the inspiration of Warli 
art and crafts  to motivate Indian middle class to follow 
sustainable lifestyle practices

(3) To analyze the effectiveness of the album on creating 
interest in sustainable lifestyles based on the wisdom of early 
tribes. 

4. WISDOMS FROM WARLIS

Historians and scholars argue that the tradition of Warli 
may be traced as early as the 10thcentury A.D. Warlis have 
survived millennia in harmony as they consider themselves 
part of nature and nature is not exploitable. Let us document 
their age-old wisdom, which may provide us inputs on our 
knowledge base of Sustainable Lifestyles.

(1) Conservations of plants and animals in their jungles are 
a part of Warli's culture. They worship nature, forest, cows, 
land and cattle and instill humility. Their respect for all life 
reaches down to the smallest creature and plant. However, our 
mainstream licenses domination of nature and other peoples 
and takes pride in such hegemony. Their art and music depict 
the togetherness of human beings, other animals and plants 
in their own daily domestic, agricultural and recreational 
activities.

(2) Co-operation and people’s participation are often 
promoted as recent discoveries of modern days social 
scientists. Acting together has enabled Warlis to survive for 
centuries. Warlis share their labour without charge whenever 
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required for agriculture, house building and any other
community activities. In the mainstream, exaggeration of
differentiation of work and extreme commercialization has
created a society of dangerous inequity.

(3) Nobody can find a Warli beggar. The physically
challenged and others who are incapable of work are all
cherished in Warli society. Those who earn more tend to
share it with others rather than save it in a bank or spend it
on accumulating material possessions. Rich and poor all live
in the same style of simple huts without grandiose showing
wealth.

(4) Warli views time as a cyclic function. The cycles of
time repeat themselves eternally. Failed monsoon do not
give them undue stress or anxiety.  They are sure that good
and bad monsoons have alternated for thousand of years
and rain must come again and they will survive.They also
have the alternative source of getting nutrition. They enjoy
enough mental security to live life at present and be happy.
Mainstream may term it as laziness. However, ceaseless
possession of things for getting happiness is not also logical
in this resource-constrained world.

(5) Warlis do not punish their children. They believe in
open schooling. Children know the art of farming, hunting,
knowledge of plants and animals and all life skills from their
elders. Their knowledge is primarily tacit. Each has to be
expert in all aspect of knowledge, with very limited amount
of specialization. Each Warli member knows something
about medicine, nursing, nutrition, archery, ecology, geology,
economics and spirituality.

(6) The objective of Warli farming is to maximize food
security, multiple cropping with optimum usage of available
resources of land, labour and animal power. Warli uses only
a little water for irrigation, perhaps aware of the limited
groundwater level. Nearby mainstream farmers of Gujarat
did not find enough water for agriculture. However, in the
same condition, Warli managed their agriculture successfully.
Warlis are in the view that if they use synthetic fertilizers,
they will get a good crop in the first year of use, but that in
subsequent years the yield will decrease, and they will need
more and more fertilizers every year. Probably, this is one
of the reasons why mainstream farmers have become more
financially vulnerable despite huge government subsidies in
agriculture.

(7) Warlis produce mats, children’s toys, baskets and many 
other things from the forest waste. They produce those things 
to consume. In mainstream lifestyle, we produce ourselves 
very lesser part of our consumed goods.

(8) Warlis animal husbandry is different. They do not 
take milk as their normal diet is nutritionally complete. They 
maintain cows solely because they produce milk. Warlis 
believe only calves have rights for cows’ milk. Warlis treat 
diseases of cattle with herbal medicine. Old cattle are not sold 
for slaughter in cities as they are entitled to a leisure old age 
after their hard work and contribution to farming. So, they are 
freed to go anywhere.  When they die, their meat, bones and 
skins are used in different purposes benefitting the tribes.

(9) Their entertainment is primarily group dance where 
they use their handmade instruments. They made their liquors 
from flowers and seeds. 

(10) Warlis art and craft are simple. It celebrates life with 
simplicity and elegance. Simple shapes, different color zones 
and dots have been used. The circle symbolizes vast universe 
while triangle symbolizes mountains and pointed trees, 
Central Square symbolises shelter amidst nature consisting 
of mother goddess which symbolizing fertility.Surrounding 
the square are different color zones symbolises different 
professions. Dots symbolises birds.  Two triangles represent 
humans and animals joined at the tip; the upper triangle 
depicts the trunk and the lower triangle the pelvis. Their 
precarious equilibrium symbolizes the balance of the universe 
hence promote simplicity and sustainability. ( Pereira, 2010)

4.1 Similarities between future vision of Sustainable 
Lifestyles and age-old Warli’s lifestyle

Warlis consciously rejected to absorb mainstream 
technology and education. In the context of world’s huge 
crisis of global warming and climate change, we need to 
know about a sustainable lifestyle. Warlis lifestyle has 
potential to enlighten to modern day people’s ignorance.

We have found that basic tenets of four sustainable 
lifestyles quite match with Warli’s lifestyle.

4.2 Our Album inspired by Warli Arts
Recently we are witnessing a special segment of consumers 

i.e.; prosumers. Prosumers are people who produces more 
and consumes less, they customizes products for their own 
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needs. We witnessed a good number of people living on 
perma-culture producing their own required consumerables 
to get more control on their life. A detailed Case Study of 
Debal Majumder & Aparajita Sengupta, who fall under this 
special segment of prosumer is given below. They are the Co-
Founder of Smell of the Earth.

Debal Majumder, a software engineer by training and 
Aparajita Sengupta, an U.S.university, PhD in Film Study, 
spent a good number of years in their respective professions 
in United States with their common passion in natural 
farming. They started their natural farm in a village nearby 
Shantiniketan, India, near Tagore’s birthplace. They are 
experimenting different natural ways of farming, promoting 
sustainable livelihood and mindful consumption through their 
lives. 

Debal & Aparajita envisioned a future one world where 
people will develop a new economic system with their 
own experiences, wisdom and transformed consciousness 
benefiting from both the capitalist and socialist systems. Food, 
clothing and shelter will be produced and consumed locally 
in the absence of petroleum. Emphasis will be on local and 
indigenous diets and fibers, the majority of which would be 
derived from regenerated food forest ecosystems rather than 
agriculture. Healthcare would be free and widely available, 
and may include as many methods of cure as possible. 
Scientific plants/herbs based cures would be encouraged 
rather than big pharmaceuticals producing patented drugs. 
Transportation of goods would be minimal. Non-petroleum 
public transport systems would be encouraged. (Saha, 
Banerjee and Roy,2015)

We created an album to sensitize urban middle-class 
Indians towards the sustainable lifestyle. The pictures were 
drawn with very simple shapes, dots inspired from Warli’s 
art. We have also drawn a few pictures inspired by the 
contemporary urban lifestyle. The pictures are as follows.

5. METHODOLOGY

5.1 Defining the Sample, Questionnaire, and the Survey
Our sample is the urban/semi-urban youth in the age group 

of 15-45 who are well educated and financially prosperous 
(personal monthly income more than INR 20000 or USD 
400). We have inquired about demographic variables like age, 
gender, income, education, location, profession and marital 
status. We have started the survey with five questions from 
Diener’s Satisfaction with life scale (SWLS; Diener et al., 
1985) and tried to understand about their current satisfaction 
with life. After measuring their current satisfaction with 
life, we tried to sensitize them with some of the sketches 
(pictures) from our album (Figure 1, 2 & 3) and tried to 
understand whether they have understood/not understood 
the message of the album. Respondents, who have marked 
that they have not understood the album, were dropped from 

Figure 1.  Grey and Dust vs Blue and Green

Figure 2. Smoke and Sorrow vs Healthy and Hearty

Figure 3. Life in Blocks vs Life in Plenty
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the rest of the survey as their responses may be random and
lack intellectual judgment. 12 such cases out of 367 filled
survey forms have been taken out, reducing the total number
of valid responses to be 355. These 355 completed survey
forms have been analyzed through Microsoft Excel and IBM
SPSS. We have used Google forms to design our survey
and collect data. The survey was operationalized between
December 1 to 7, 2015 and the link was emailed to over 2000
respondents via e-mail. The link was also placed on social
media pages of the researchers as well as posted on some
prominent group pages to which our sample respondents are
affiliated. The approximate reach was calculated to be 8000 -
10000. A total of 683 people volunteered to take the survey,
out of which 316 responses were rejected because of various
reasons. The primary reason for rejections being incomplete
survey form as well as demographic profile not matching our
desired sample. In the later half of the survey, we investigated
about the respondent’s willingness to adopt a sustainable
lifestyle  (i.e., planting trees, producing their food, reducing
dependence on automobiles and spending time with family
and friends instead of social media and electronic gadgets).
These variables were extracted from a study on Sustainable
lifestyles of Warlis (Pareira, 2010)

5.2 Statistical Design
We have used descriptive statistics on Diener’s life scale 

variables and calculated its mean and standard deviation to 
estimate the current satisfaction levels of our respondents. 
We have used a large sample Z-test to estimate the success 
of our newly created design album by measuring the interest 
of the population set towards warli’s lifestyle in particular 
and sustainable lifestyle in general. We have also used Chi-
Square test (cross-tabulations) to examine the existence of 
an association between certain demographic variables like 
income, profession, and gender with tribal lifestyle variables. 
We have further used Cramer’s V to comment on the extent of 
association between the dependent and independent variable.

6. ANALYSIS AND INTERPRETATION

We have started with Satisfaction with life scale (Diener 
et.al, 1985) and tried to measure the current satisfaction with 
the present lives of the respondents. Diener’s scale has five 

questions to be ranked between 1 - 7 where 1 mean strongly 
disagree and 7 means strongly agree. This scale has been 
widely used in industry and academia and measures the 
judgmental aspect of life from an individual’s perspective. 
Since its inception, the SWLS has been found to represent a 
single factor (e.g., Diener et al., 1985; Arrindell et al., 1991, 
1999; Pavot et al., 1991; Shevlin and Bunting, 1994; Atienza 
et al., 2003) and to demonstrate adequate internal consistency 
(Cronbach’s α ‘s ranging from 0.79 to 0.89) and stability 
across time (r’s of 0.84 for 1 month and 0.54 for 4 years; 
Pavot and Diener, 1993) and occasions (Eid and Diener, 
2004). Hence, our choice of scale has been justified.

The average satisfaction of 355 respondents was found to 
be 19.2 with a standard deviation of 4.9. Since Diener’s scale 
operates between satisfaction score of 5-35 (where a total 
score of 5 means least satisfied, and 35 means fully satisfied 
with present life), the current average score obtained for our 
sample was slight below average. This indicates that that our 
sample that is urban, prosperous and educated middle class is 
not satisfied with their lives even if they live in a financially 
secured and high consumption environment. In Exhibit 
1, it may be observed that item number 4 majorly affects 
the scores. When the respondents were asked about their 
fulfillment with possessions of desirable objects in life, the 
majority of them respond that they lack something.

We tried to sensitize them with some sketches from the 
Album (Figure 1,2 & 3), which is inspired by the sustainable 
lifestyles of Warli Tribes. Later, we asked whether they could 
understand the message of the album. Almost 98% of our 
respondents could understand the Album and found fit for 
taking the later half of the survey.

Talking about the demographics of the survey, 53% of our 
respondents are male, and 47% are female.

About 91% of our sample is between the age group of 
15-35, and only 9%  is between 35-55 years of age. Our 
sample consists of 31% students (Graduate and Post Graduate 
Courses), 42% corporate service holders and 10% government 
service holders. Rest 15% is self-employed, homemakers/
housewives, freelancers, retired and other services holders. 
About 70% people are single and rest 30% are married or 
engaged. Our sample does not have widowed, divorced or 
separated responses. Almost 10% of the respondents have 
marked an income of INR 1 Lakhs and above (USD 1650 
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per month), rest are between INR 20000 (USD 400) and INR 
100000. 27% of the students have responded with a monthly 
income, which is Nil. However they may be having parental 
income (family income) as they are doing undergraduate and 
postgraduate studies, hence included in the study. A majority 
of them have mentioned that own/have rented flats and Villa/
Duplex, etc.

56% of our respondents live in rented flats, 17% flats, 
20% own Duplex/Villa/House with lawn and gardens. A 
considerably low (4%) people from our sample live in huts, 
slums or government housing. 50% people from the study are 
from metropolitan cities like Delhi, Mumbai and Bengaluru. 
30% are from smaller Tier 2 and Tier 3 cities, rest 20% belong 
to semi-urban areas. Our sample consists of 4% Ph.D.’s, 45% 
Masters and 25% graduates. Almost 24% people have done 
a specialized study such as law, medicine, Fashion etc. Rests 
have studied up to intermediate.

A staggering 93.7% people have desired to shift their 
lifestyles after viewing the album designed by us. Almost 
82% people would like to know about the sustainable 
lifestyle practices of Warli Tribes as well as other Indian 
Tribes; another 8% already know about it. A relatively small 
10% people have responded that it is not important to them. 
A huge 98.9% people want to plant trees or already do 
that. 87.4% people want to grow their consumable share of 
fruits and vegetables like that of tribals. 83% people have 
agreed to reduce their dependence on unsustainable ways 
of transportation, which consumes fossil fuels. Some 93% 
people desired to spend time with family and friends away 
from the use of technology, mobile phones, and social media 
applications. The analytics given above simply strengthen our 
argument that majority of our respondents are not happy with 
the urban and contemporary lifestyle. If people are given a 
choice, they might shift to sustainable lifestyle practices.

We have also tested associations between different 
variables using Chi-Square test.

We firstly tested the association between income and 
willingness to reduce dependence on automobiles. There 
is an evidence of a strong relationship between income 
and willingness to reduce the use of automobiles (Chi-
Square = 32.99, df = 12, p < 0.001). (Exhibit - 1b) People 
with higher income would also like to leave or restrict the 
use of automobiles. We have tried to measure the extent of 

association between dependent and the independent variable 
using Cramer’s V. The value of Cramer’s V was found to 
be 0.216 which signifies a moderate but acceptable level of 
association between the variables. (Exhibit - 1c)

Similarly, an association was discovered between people’s 
profession and willingness to reduce the use of technology 
and mobile gadgets. (Chi-Square = 45.97, df = 12, p < 
0.000). (Exhibit - 2a) Cramer’s V was found to be 0.25 which 
signifies a moderately strong extent of association between 
the variables. This proves that certain professions trigger 
the use of mobile phones and social media usage. (Exhibit- 
2b). But, when we tried to study a relationship between 
willingness to farm fruits and vegetables with gender we have 
come up with a very weak relationship. (Chi-Square = 3.32, 
df = 2, p < 0.19). (Exhibit - 2c) Cramer’s V was observed 
as 0.097 which proves a very weak relationship. We may 
interpret that gender does not influence willingness to plant 
fruits and vegetables in your backyard.

We also framed a set of hypotheses:
H0 = 75% or less middle class educated Indians are 

interested to know and learn about sustainable lifestyles of 
warli tribes.

H1 = More than 75% of middle class educated Indians are 
interested to know and learn about sustainable lifestyles of 
warli tribes.

We calculated z value. Our calculated z value is 3.18 > 1.96 
(at 95% confidence interval). Hence, H0 is rejected, and we 
may conclude that more than 75% of middle class educated 
Indians got sensitized about sustainable lifestyles of Warli 
tribes. Thus, it may be concluded that our designed album has 
successfully sensitized Indian middle class about sustainable 
lifestyles.

7. CONCLUDING REMARKS

Our design album created from the inspiration from Warli 
lifestyle has successfully sensitized about tribal’s sustainable 
lifestyle to middle-class Indians. Contrary to the earlier belief, 
middle-class Indians have become more interested in learning 
their lifestyles. 

Design interventions may sensitize sustainable lifestyle. 
However, next task is for business houses and governments to 
convert this interest into sustainable business and governance 
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opportunities and make the world a greener and a better place.

Exhibit - 1

Figure 4. A Tribute to Warli Tribes

Exhibit - 2
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Abstract

Textile waste is a global problem and one in which we all must tackle together to minimize. In the UK alone 350,000 tonnes of textile waste goes to landfill 

each year. In order to foster pro environmental behaviors in the household and for it to become part of our culture, recycling awareness must be converted into 

practice. 

Bringing together sustainability and innovative technology, the focus of this enquiry, aims to examine, design and manufacturing possibilities using recycled 

Polyester filament to 3D print fashion garments. This explorative journey will determine whether it is feasible to use this material to create wearable or 

sculptural fashion pieces, through design, development, sampling and testing whilst using an entirely sustainable material.

Recycled PET has been used for many years by outdoors clothing companies such as Patagonia who have been the pioneers of using old polyester clothing and 

recycling it back into new yarn to make more clothing. Working with Teijin a Japanese high-performance material developer since 2005 they have been able to 

advance their environmental responsibilities further into more of their products. In this study, the use of rPET will be explored.

Since 2010 3D printing has emerged as a new method of manufacture for clothing. This is mainly evident in experimental sculptural forms for women as seen 

by Iris van Herpen. Likening the development and commercialization of 3D printing in fashion to that of the desktop computer. In the beginning, few could 

afford or know how to use a PC, in time many improvements made it more affordable, smaller and more commercial. We are at the beginning of this journey 

with 3D printing in fashion but like the PC, before too long it will be commonplace to all.

Key words: Polyester, 3D Printing, Future fashion, Sustainable, Closed loop
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1. IN SEARCH OF A SUSTAINABLE LIFESTYLE

The purpose of this paper is to outline the theory of 3D 
printing fashion from recycled polyester and testing the 
possibilities and methods involved.  The idea of recycling 
polyester into fashion has been around for decades and in 
1993 Patagonia was one of the first outdoor clothing retailers 
to do so. However, in comparison 3D printing in fashion is in 
its infancy, it only materialized in 2010 in Iris Van Herpen’s 
Crystallization work and has gradually continued to gain 
steady momentum ever since. This study brings multiple 
ideas together to minimize waste in this new emerging 
industry, further exploring and linking sustainability, fashion 
and technology throughout.  By gathering information on an 
area of such limited research, the author is attempting to close 
the gap between this technology and the recycling area of 
sustainability, moving towards advancing the knowledge in 
that field and increasing sustainable practices in 3D printing 
in fashion. This would allow the research to be driven by the 
requirements of the practice and outcomes resulting from 
a combination of a qualitative, naturalistic and reflective 
enquiry (Gray & Malins, 2004) .

The material rPET (recycled polyethylene terephthalate) is 
the most notable recycled filament to 3D print from and as it 
is derived from polyester, the same material used in clothing, 
the link to fashion is clear. It is currently made from recycled 
plastic bottles and now exists in 100% recycled PET from 
REFIL who state “Why continue to use new plastics, when 
there’s so much old plastic we can reuse?” (Refil, 2015) 
Although there is predictions of more future 3d printing 
recyclable options, this study will concentrate on this filament 
alone.

This study aims to gather information from 3 areas: 
3D Printing, Recycled Polyester and Fashion (Fig.1), to 
argue that 3D printing fashion from sustainable polyester is 
possible.

In the 2 way Closed Loop Apparel Cycle (Fig.2) Grain has 
theorised that by recycling all PET products, whether it is 
bottles, clothing or 3D prints, the existing recycling process 
of clothing and bottles into textiles can be mirrored but into 
3D printing filament and visa versa. This stands to reason 
through exploring the methods existing polyester recyclers 
use and noting the early stages up to the pellets stage is 

identical to that of recycling into printing filament.

2. SUSTAINABLE POLYESTER EARLY ADOPTERS- 
CASE STUDIES

Polyester is made from petroleum a nonrenewable 
resource that creates damaging environmental impacts during 
the extraction process (TED Research, 2013) It has been 
identified by many brands as a material that can be recycled 
but you must have the right resources and manufacturing 
system in place. Recycling existing polyester garments into 
new polyester fiber for use in future garments has a less 
negative impact on the environment than producing virgin 
polyester. (Hayes, 2010) 

2.1 PATAGONIA – USA  
The pioneer of using recycled polyester on a great scale is 

Figure 1.   Contextual Review, Grain, E 2015

Figure 2. 2 Way Closed Loop Apparel Cycle - Grain, E 2014
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Outdoor sports brand Patagonia.
“They began making recycled polyester from plastic soda

bottles in 1993 (Fig.3) the first outdoor clothing manufacturer
to transform trash into fleece’ (Patagonia, 2012). Since then
they have built up a large following and have promoted their
sustainable methods widely.

Patagonia was founded with a triple mission to "build the
best products, do no unnecessary harm and to use business
to inspire solutions to the environmental crisis"(The Daily
Telegraph, 2015).  They continue on this basis to innovate in
this area and do more than make great clothes.

Using recycled polyester lowers the need for petroleum
as a source of raw materials. It slows down the need to
discard clothing as soon, thereby prolonging life away from
the landfill and reducing toxic emissions from incinerators.
Compared to using non recycled polyester it causes less air,
water and soil contamination. Other sustainable initiatives
that Patagonia run include:

2.1.1 Yerdle
Recently collaborating with US startup Yerdle on an anti

black friday event, Patagonia promotes a sharing environment
that enables the consumer to either share or swap  their old
Patagonia items with other lovers of the brands on the Yerdle
app or at a swapping event held in store. Patagonia promoted
this event by saying  (Fig.4)  “This Black Friday, investing
in the things we already own”(Patagonia Works, 2014). If
the consumer happens not to find anything they like, they
can trade in their item for Yerdle dollars to use at a later date
(Yerdle, 2014).

2.1.2 Worn and wear
The worn and wear campaign takes this thought one step

further by "celebrating the repair and extension of life of
existing products" (Patagonia, 2014)  The company will
undertake 40,000 repairs this year in their North American
garment repair facility and have linked up with ifixit to create
40 online repair guides to support the customers with their
threadbare garments.

2.1.3 Reuse and recycle
This involves the consumer bringing back their old

Patagonia clothing, however old and passing it over to be
recycled and used again into another part of a new line of
clothing. Unwanted clothing can be posted in or dropped
off in store, since 2005 they have recycled 82 tonnes of

clothing by using this strategy and Common Threads garment 
recycling Program (Patagonia, 2014) 

2.1.4 Do not buy this jacket 
Patagonia Launched its most high profile ad yet in 2011 

a full page in the New York Times stating “don't buy this 
Jacket”(The Daily Telegraph, 2015) It was almost and inti 
advert, telling people to use what they have and don't buy 
new things they don't need, however it still managed to 
increase sales from the publicity.

Patagonia now recycle garments into several different 
fabrics ranging from hemp  to organic cotton and recycled 
wool to technical fabrics such as Lyocell, Nylon, Polyester 
used throughout their entire range. Their research and 
development and technologies that they have evolved are 
second to none and continues to lead the way in sustainable 
fashion. They understand that by extending the life of 
clothing by an extra nine months of active use would reduce 
carbon, waste and water footprints by around 20-30% each 
and cut resource costs by 20% (£5 billion) (WRAP, 2012) .

2.2 THE NORTH FACE- USA
The North Face® fundamental mission remains unchanged 

since 1966: 
Provide the best gear for our athletes and the modern day 

explorer, support the preservation of the outdoors, and inspire 
a global movement of exploration. (The North Face, 2014a) 

2.2.1 Clothes the loop
Is an innovative recycling programme ran by The North 

Face and has been running since 2013, piloted across  10 
stores in the US and in early 2014 pushed to 27 stores 
allowing customers to drop off any clothing to be recycled 
(Fig.5). These items are then sorted into over 400 categories 
to be repurposed into new products and garments. To help 

     Figure 3.                                                   Figure 4.  
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promote the program, participants earn a coupon towards 
their next purchase and all program proceeds benefit the 
Conservation Alliance, which funds community-based 
campaigns to protect the shared wilderness and recreation 
areas.In 2015 the scheme was ran out to all stores in the US 
(The North Face, 2013).

In a video made by The North Face, sustainability manager 
James Rodgers discusses how “ People are expecting more 
of the organisation and the companies where they are buying 
their products so we have to get more involved looking at our 
supply chain and looking at issues like climate change and 
how they affect work around us” (The North Face, 2014c).

2.2.2 Behind the Seams
In the Behind the seams video, The North Face  shows how 

fleece innovation  and recycled PET,  less water, scrap take 
back all amount to a fleece innovation that they are proud of. 
Every 10 jackets worth of scrap fabric makes 4 more whole 
jackets.

2.2.3 Backyard Project Collection 
In 2014 this idea was to make a collection of jersey 

products from seed to garment within a 150 mile radius of 
their head office in california. In collaboration with Fox Fibre, 
Fibre Shed, and Sustainable Cotton Project.

 

2.3 TEIJIN - Japan
Teijin’s mission statement is  "Human Chemistry, Human 

Solutions" , to respond to various global issues and needs, 
focusing on technological innovation in their strengths of 
high-performance materials (Teijin, 2014). They are the 
global leader in chemical recycling of materials into fabric 
including polyester.

The current global annual production of major fibers is 
approximately 78.11 million tons. Synthetic fibers account for 
more than half of this amount, approximately 45 million tons, 

of which approximately 80% is polyester (Teijin, 2014) 
The two main materials which Teijin have developed from 

post consumer pet or polyester products are as follows:
2.3.1 Eco PET 
A mechanically recycled polyester fabric which is 

made from 100% recycled PET bottles called which was 
first established in 1995 after Teijin had already been 
manufacturing recycled Pet bottles into new bottles so this 
was naturally the next step.

2.3.2 Eco Circle  
Alternatively in 1999 ECO CIRCLE™ utilizes Teijin 

Fibers' innovative chemical recycling technology for polyester 
products. Its unique recycling technology is a world first in 
this field (Fig.6). The technology enables decomposition of 
used polyester products using chemical recycling, followed 
by reproduction of new polyester fibers. This process can 
be repeated multiple times (Japan for Sustainability, 2009).  
This method can produce fabrics that are so purified through 
this process that the quality is equivalent to that of freshly 
produced polyester from petroleum (Teijin, 2014).  This 
method is popular with both Patagonia and The North Face 
and allow a totally closed loop cycle.

 

2.4 Repreve by Unifil – USA
Repreve by Unifil an American based leading producer 

and processor of multi-filament polyester and nylon textured 
yarns.  Providing innovative, global textile solutions and 
unique branded yarns for customers at every level of the 
supply chain.  (Repreve & Unifil, 2009) 

Under the Repreve label 2 types of recycled polyester 
are produced, Repreve filament fibers and Repreve staple 
fibers. The latter is further processed to produce the physical 
properties required of a spun yarn and the former is in the 
form of yarn.

Figure 5. 
Figure 6.  www.teijin.com 
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Both these types of Repreve polyester are used by brands
such as The North Face, Quicksilver, Patagonia, Timberland,
New Balance to name a few. These top brands are safe in the
hands of a certified sustainable fiber manufacturer and can
rely on 100% traceability in their products composition.

2.5 Ekocycle – Will.i.am and Coca Cola 
In a wholly collaborative move towards sustainable 

fashion, Will.i.am has teamed up with Coca-Cola to make 
new things in part from recyled materials (Ekocycle, 2015).  
This high profile colab has brought together some of the 
biggest names in fashion and retail to make this possible and 
the products range from clothing by Adidas and Ecoalf to 
lifestyle products by Globe Trotter and footwear by Keds all 
sold online and in the prestigious Harrods of London. The 
products are all made from partly recycled materials mainly 
including a percentage of PET bottles and this information is 
clearly displayed on their website adding transparency to the 
brand's impressive attributes.

In an interview with GQ Will.i.am discussed that the 
project will continue to launch new products throughout the 
year, from everyday pieces to luxury items, with will.i.am at 
the helm as creative director - producing the type of recycled 
clothing we can actually get on board with (Conner, 2015).  
The quest for making sustainable living cool does not stop 
with clothing, but reaches over into 3D printing. Using an 
average of 3 post consumer PET bottles per printing cartridge 
this enables the consumer to use their 3D Systems Ekocycle 
Cube printer for home use with sustainability in mind. Will.
i.am explained that the goal is to 

Partner with the most influential brands around the world 
and use technology, art, style and inspiration to change an 
entire culture. We will make it cool to recycle, and we will 
make it cool to make products using recycled materials. This 
is the beginning of a more sustainable 3D-printed lifestyle. 
Waste is only waste if we waste it. (3D Systems, 2014) 

3. MANUFACTURING METHODS OF RECYCLING 
POLYESTER

Both mechanical and chemical methods (Fig.7) are used 
in producing recycled polyester filaments/yarns and fibers.  
The process can be described in a linear form or circular 

depending on which company is manufacturing it and what 
the quality of the original PET is.

Polyester/Pet Products are granulated or flaked then 
through a chemical process of polymerisation the are turned 
into pellets then the pellets are extruded into a fine filament/
thread before being spun onto bobbins and re woven or 
knitted into polyester fabrics.

 

4. 3D PRINTING MANUFACTURING PROCESSES IN 
FASHION

4.1 Selective laser Sintering
This additive manufacturing/3D printing process uses a 

high-powered laser to fuse small particles of powder together 
layer by layer, layer by layer, to print a part in successive 
cross-sections. (Laser sintering | materialise.2014) This 
process allows very fine detailed designs to be visualised 
and come to life through this method. Many materials can 
be used as long as they can be powdered. Currently there are 
not recycled SLS materials to use for printing in this way but 
B-Pet plan to change this. B-PET will launch a recycled PET-
based powder for laser sintering processes in 2015 and has 
even made plans to launch their own SLS 3D printer by 2016. 
Then the P2P (PET to PET) cycle can truly be complete. 
(B-Pet, 2015) 

4.2 Fused Deposition Moulding 
Fused Deposition Modeling (FDM) is an Additive 

manufacturing process that constructs objects by means of 
a temperature-controlled head that extrudes thermoplastic 
material layer by layer. Similar to how a glue gun extrudes 
the melted glue. One layer at a time the model is built up 
to create the 3D design from the computer screen. Multiple 
materials are available for these machines including 100% 
recycled PET filaments, further to this this type of printer 
is widely available for use in the home. Companies such as 
B-PET and REFIL both offer 100% recycled PET filament 
to use in this type of printer, however its full potential is not 

Figure 7.  www.Teijin.com
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known due to its newness in the market.

4.3 Multi Material
This process allows multiple materials, colours and 

flexibilities to be used all in one item, in one print. The 
possibilities of this type of 3D printing are endless but it is 
one of the most expensive ways to 3D print. Wearable tems 
by Neri Oxman of MIT university have been printed this way.  
With more advanced systems, software combines two or three 
materials in specified concentrations and microstructures to 
produce digital materials with varying translucency, rigidity, 
thermal resistance or color. (Stratasys, 2015)  Currently there 
are no recyclable materials available for this machine.

4.4 Stereo Lithography
Stereo lithography is a 3D printing process that involves a 

part being built slice by slice from bottom to top in a vessel 
of liquid resin that hardens when struck by a UV laser     

(Laser sintering | materialise.2014) This method is used  
in any industry requiring quick detailed prototypes but it can 
be costly and the look and material is limited. No colour or 
variant in properties are yet available as yet.

4.5 Others – Electrospinning, Spray on
A few other methods have recently been categorised into 

the 3D printing area but it is debateable. Both Electrospinning 
and Spray on techniques displayed by Cosyflex are non 
woven materials applied additively to an existing mold/
die. The electrospinning process, dubbed Field Guided 
Fabrication, makes it possible for anyone with a small bit of 
CAD ability to design and create seamless fabric items on 
demand (Electroloom, 2015). 

5. CURRENT PRACTICE IN 3D PRINTED FASHION 

Iris Van Herpen 
For her Autumn Winter 15/16 Hacking Infinity Collection 

Iris van Herpen continues her interdisciplinary collaborations 
with Niccolo Cassas an Italian Architect and together created 
an Crystal-esque dress. 3D Systems helped the two define the 
possibilities surrounding size, texture, and complexity of their 
3D printable Accura Clearvue (SLA) material. This material 
was selected by van Herpen because of its ability to create 

a high level of detail, delicate refinement, and translucent 
quality. (Eddie Krassenstein , 2015)  it took over 200 hours to 
print but compared to haute couture methods this is still much 
quicker.

Van Herpen mainly chooses SLA and SLS processes when 
3D printing because of their ability to create great details. 
In Van Herpens 2013 Collection Voltage she chose the 
Selective Laser Sintering method for one of the dresses made 
by Materialise using the new flexible material TPU 92A-1. 
This method and material created a fine detailed design with 
flexible properties allowing it to move more naturally with 
the body compared to other 3D prints. Both the samples were 
printed in sections and put together after printing, this is part 
of the post production that 3d printed fashion needs an in this 
case included dying.

Francis Bitonti an architect turned designer whose most 
notable 3D printed fashion design was the floor length black 
dress worn by Dita von Teese made using Selective Laser 
Sintering and finished with 13,000 Swarovski crystals in a 
collaboration with Michael Schmidt and Shapeways (Fig ).  
Taking over 400 hours to print, the dress was made of 3,000 
unique articulated moving components and doesn't rely on a 
continuous repetitive structure. And unlike a normal dress, 
that would lie flat, the dress was fully flexible and similar to 
chainmail.(Wired.co.uk, 2015) 

Figure 11 & 12. Voltage SLS Dress in TPU 2013 www.materialise.com

Figure 8,9&10. Hacking Infinity SLA Dress 2015  www.irisvanherpen.com
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His fashion pieces made using 3D printers, all use SLS
to achieve the detail and show the design off to the best
possible standard. He has used, nylon, metals and gold plated
materials in his work. Bitonti openly sees computational
design methodologies and additive manufacturing processes
as opportunities to create new aesthetic languages (3d
Printing Industry, 2015).

 
  

Nervous Systems is a design studio that combines research 
into science, art and technology and the use of digital 
fabrication focusing on 3D printing and have made a number 
of items from art to fashion and jewellery. Their most notable 
fashion piece to date is the Kinematics dress ( Fig .16), which 
is made up from 100’s of hinged pieces which allow the dress 
to flow in a fabric like manner (Fig .17). Nervous systems 
said

Bodies are 3-dimensional but clothing is traditionally 
made from flat material that is cut and painstakingly pieced 
together. In contrast, Kinematics garments are created in 3D, 
directly from body scans and require absolutely no assembly. 
(Nervous System, 2013) 

Nervous systems work has evolved the methods in which 
3D printing in fashion is designed and used a particular 
computer simulation process which allowed the designed 
garment to be digitally folded to fit into the printer dimensions 
then unfolded when finished (Fig.18).

The hinge mechanisms that are designed into the garment 
work straight out of the machine and offer up many design 
developments as it is modular in construction. nervous 
systems explained that

The design was printed in a flattened form, produced by 

our Kinematics folding software. The bodice was wearable 
straight out of the printer: no pieces were manually assembled 
and no fasteners were added. The back of the bodice features 
integrated 3D-printed snaps for fastening the garment. 
(Nervous System, 2013) 

  

 

In 2015 Shankar College Israel student Danit Peleg was 
the first person to print her entire final collection on home 
FDM 3D printers (Fig 19). Peleg wanted to check if it would 
be possible to create and entire garment using technology 
accessible to anyone. She tested various materials on various 
printers and chose Filaflex on the Witbot printer which 
gave the flexible properties of real fabric when printed. Her 
collection took 2000 hours to print and comprised of designs 
drawn on 3D software Blender. Also by using some of 
Andreas Bastian’s Mesostructured cellular materials (Fig 20) 
downloaded from thingyverse.com an open source website 
(Danit Peleg, 2015) 

 

Figure 13,14&15. www.shapeways.com

Figure 20. Danit Peleg graduate collection 2015, www.danitpeleg.com

Figure 19. Danit Peleg graduate collection 2015, www.danitpeleg.com

Figure16, 17 & 18.
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Other notable 3D print creatives making fashion pieces 
include Neri Oxman of MIT university and founder of the 
Mediated Matter group who collaborated with Iris van 
Herpen to produce the Anthozoa Cape and Skirt in 2012 on a 
multi material printer. Richard Beckett an Architect, Lecturer 
and designer in 2014 worked with Pringle to produce some 
3D designs integrated into the ready to wear pieces of 
knitwear and outerwear for both the men’s and womenswear 
collections all produced by SLS. It has become quite common 
for collaborations to involve designers from backgrounds 
such as architecture due to the digital aspect lending itself to 
the 3D fashion printing.

6. DESIGN OBSTACLES 

Learning how to use 3D software to enable you to 3Dprint 
your designs is no mean feat. There are many tools and 
techniques you need to learn in this virtual studio before you 
can show your ideas in 3D. One of the reason the designers 
that 3D print fashion always collaborate with other industries 
is because there are so many technicalities involved in the 
process and it allows them to share resources and pool 
innovative ideas.

Some things to be considered when designing for 3D 
printing are:

Material guidelines: There will be specific guidelines 
depending on what material you want to print in.

Printing Technology: Different printing technologies have 
different capabilities as with materials so you must know 
what that specific technology can do before designing for 
it. Whether its SLS or SLA or FDM they would all react 
differently to the same design, one may need more support 
while the other may need the design to be made thicker or not 
interlinking.

Wall Thickness: Taking this into consideration means the 
print is less likely to fail. Creating a wall thickness that is 
too thin thus leaving a weak part or too thick so the desired 
flexibility is not achieved, this is one of the most common 
mistakes people make. 

File Resolution: This will determine how pixilated your 
print will look. The high the resolution the design you send to 
print, the more detail and smoother it will be.

Software Guidelines:  Depending on which software you 

use, different settings may need to be altered before you 
are able to print from your design, this may include, wall 
thickness or hollowing out. (I Materialise, 2015) 

7. CONCLUSIONS AND FUTURE WORK

In a world where technology is part of everyday life and 
3D printing is gaining in popularity, acting responsibly with 
the waste that is produced from it, sits inline with other 
waste initiatives we have adopted in our culture. In the near 
future there will be 3D print containers at recycling centres, 
specifically for sending your unwanted or ill printed 3D prints 
to be recycled, either into reformed filament to print with 
again or new items, including clothing.

Recycling post consumer PET bottles is widespread 
across the world but a greater awareness is needed within 
communities so it is not left up to these recycling companies 
to filter these items out for their use. But have consumers 
bring the bottles and clothes to them, few have managed to 
do this, but again Patagonia and NorthFace lead the way by 
already adopting this into their strategies.

The ultimate goal is to bring together 2 companies who 
can a) recycle post consumer polyester clothing and b) turn 
the PET pellets into 3D printing filament, in which I can use 
to print fashion items from.  Thus combining 2 of the most 
innovative sustainable polyester recycling methods that exist 
but crossing them over to work with the fashion industry and 
into the future of 3D printing fashion items in a sustainable 
manner.

The researchers current and future work concentrates on 
Closed Loop 3D Printing for Menswear and brings together 
through analogue and digital design, a body of practical 
work  that will be created and will support a written thesis. 
Exploring the design possibilities using 3D CAD software 
and the male form to work on digitally, creating new and 
unusual  shapes and forms. The design is inspired by the 
formation of skin cells and the mapped hexagonal pattern 
that occurs. This is mimicked throughout the designs which 
allows and rigid material bend and curve across and shaped 
form using living hinges throughout the designs.

Currently there is only FDM filament available in recycled 
PET but already set for later in 2015 is powdered PET from 
B-PET which can be used in SLS machines. For this reason 
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the authors work will include designs for 3 types of 3D
printing machines on the basis that they will all have recycled
materials available to them in the near future.

Figure 21. Grain,E 2015

Figure 22. Grain,E
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Abstract

Slow Fashion and Green design is part of the growing trend and design philosophy, globally. The ‘Green Design’ movement focuses on three basic components 

namely concern for environment, health of consumers, and working conditions of the makers. There are many factors to be considered, in order to call a 

product or a process- Sustainable and Green. These include the renewability and local availability of raw material; the process of conversion of raw material 

into yarn and textile; worker’s living and working conditions and the product’s total carbon footprint.

India's expertise in vegetable dyes dates back to ancient times, as the remnants of madder-dyed fabrics were found in Harrapa, the excavated site of the Indus 

Valley civilization.  This paper aims to bring focus to natural dyeing of cotton yarns in the Kotpad cluster of Odisha, a South Eastern coastal state in India. The 

study was conducted in six villages to document the process of procuring and preparing the yarns for dyeing with Aal (Morinda citrifolia), to obtain shades 

of red. The Aal dyed fabrics were tested for colour fastness for all five consumer performance parameters i.e, heat, light, laundry, friction and perspiration. 

Optimization of dyeing method and substitution of certain mordants revealed that there was no alternative to the traditional dyeing. Aal dyeing has remained 

untouched by the other newer ways of natural dyeing and the dyers have remained true to the concept of traditional methods of natural dyeing and have not 

substituted any ingredient or processes. 

The paper highlights the uniqueness of natural dyeing and weaving in the cluster and the adaptability of the traditional community to evolve with the changing 

times. Efforts were made to design and develop new products and fabrics with the existing skill set and infrastructure available with the weaver; which were 

eagerly accepted and appreciated by the intended target consumers. 

Key words: Natural dyeing, Sustainability, Handlooms, Product development

Society·Economy in Fashion 381



1. INTRODUCTION

The richness of Indian crafts is evident in the excavated 
pottery of Harappa and Mohenjo-Daro in the Indus Valley, 
which can be dated back to 5000 years. An interesting fact 
is that against all odds, the craft traditions are still widely 
practiced alongside the technology improvised production. 
Hence Crafts which include textile crafts of weaving, 
embroidery and printing, serve a dual role as they signify 
cultural values but are an important source of livelihoods for 
economically challenged marginalized sections of the society. 
Crafts including weaving are the second largest employer 
after agriculture in India and provide livelihood to over 200 
million artisans. Handloom sector alone provides livelihoods 
to more than 43 lakhs weavers and allied workers. 

The latest trend is 'back to nature' in every aspect of 
life. Traditional practices and crafts are sought after by 
many people, bringing traditional dyeing practices, hand-
block printing and hand weaving into the limelight. Indian 
handloom textiles are popular worldwide for the same 
reason that they are unique and diverse. This is evident 
through its numerous textile patterns, designs, techniques 
and craftsmanship. In spite of increasing urbanization and 
globalization of consumer tastes and market demand, the craft 
traditions are alive, thriving and are still breathing part of 
India’s cultural and social life, even today.

Certain crafts and their practitioners have been fortunate 
to receive attention and patronage from rulers and later 
by historians, designers and government to continue and 
improvise with changing times. However in few areas the 
crafts and craftspeople were totally neglected, leading to 
extinction of valuable indigenous knowledge. There are no 
records of historic references of the crafts in such regions, in 
the textual form. As these textiles were used by commoners, 
their low cost and sparse decoration in terms of colors or 
weave have not been able to attract much attention and 
interest to provide patronage to the craftspeople. Hence 
the indigenous knowledge of some of the traditional textile 
techniques like dyeing, printing or weaving has remained part 
of oral traditions and may not survive for long.

1.1 Languishing craft of natural dyeing and handloom 
weaving

One such languishing craft is dyeing with natural Aal 
(Morinda citrifolia) and handloom weaving in Bastar and 
Koraput districts of Chhattisgarh and Odisha, two of the 
central Indian states. It was found that Aal dyeing, which 
is still practiced at a very small scale in Kotpad village of 
Odisha has remained untouched by the other newer ways 
of natural dyeing. It has remained true to the concept of 
traditional sustainable methods of eco-friendly natural dyeing 
and has not substituted any ingredient or processes. However 
low demand of Aal dyed textiles and switch over to chemical 
dyes was gradually leading to extinction of the craft.

During the research study, another reason for decline of 
dyeing with natural Morinda and handloom weaving was 
revealed. It was a phase of low developmental activities by 
the Indian government, non-governmental Organizations 
(NGOs) and individuals, due to naxalite movement in the 
region. Due to socio-political upheavals, the economic based 
activities including crafts and handlooms of the region were 
greatly affected and suffered major setbacks. Hence in view 
of the languishing nature of the craft of Aal dyeing, a need 
was felt to research and document the process of Aal dyeing 
and technique of handloom weaving as practiced in the 
region.

1.2 Research objectives
The main objective of the research was to study and 

explore the possibilities of using eco-friendly natural dye 
Aal (Morinda citrifolia) to revive the languishing dyeing and 
weaving skill of the dyers and weavers of districts of Bastar 
and Koraput in Chhattisgarh and Odisha, respectively. The 
specific objectives which were framed were as follows:

To review the process of dyeing yarns with natural dye 
Aal (Morinda citrifolia) practiced by the dyers and handloom 
weaving in the region of research study.

To optimize dyeing parameters for Aal dyeing and evaluate 
the colour fastness of Aal (Morinda citrifolia) dyed fabrics.

To design and develop a range of woven products for the 
niche market in order to provide wider avenues for marketing 
to the weaving community by providing market intelligence.

2. METHODOLOGY

In order to achieve the objectives, the study was carried out 
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in three phases. First phase was to study and document the
present status of the craft. For this phase, interview schedules
were formulated with closed and open ended questions
for collecting information from four important sections of
stakeholders relevant to the craft i.e. dyers, weavers, award
winning artisans and the professional and local people
involved with the craft. Purposive and snowball sampling
method was used to select the respondents in three villages
in Bastar district of Chhattisgarh (Tokapal, Nagarnar and
Parchanpal) and three villages in Koraput district of Odisha
(Kotpad, Dongriguda and Bada Mosi Gaon). Apart from the
interview method for gathering information and observation,
the details of the process, raw material and equipment were
also photographed for in-depth understanding of the textile
craft practice.

In the second phase of the study an attempt was made to
optimize the Aal dyeing parameters to reduce the time and
resources for achieving best results. Colour fastness of Aal
dyed fabrics was tested against washing, rubbing, light and
perspiration.

For the third phase, an attempt was made to plan and
diversify products in order to develop new markets for the
traditional crafts people, keeping in view their skill level and
existing infrastructure.

3. RESULTS AND DISCUSSION

3.1 Phase I: dyeing with morinda and handloom weaving
Morinda citrifolia belongs to the Rubiacea family and is 

also widely known as Indian mulberry. The coloring matter to 
be used as dye is extracted from the root bark of the plant that 
is three to four years old as the mature tree hardly contains 
any traces of dyeing matter. 

The coloring principle of Morinda citrifolia root is 
morindone (trihydroxy methyl anthraquinone C13H30O5, 
(melting point 281-820 Centigrade) present in the bark 
mainly as the glucoside morindin (C27H30O14  melting 
point 264.50 Centigrade); on hydrolysis morindin yields 
glucose, rhamnose and morindone. Few red dyes are based 
on anthraquinone structure. These are derived out of plants 
as well as animals and are characterized by good fastness to 
light. Anthroquinone form complexes with metal salts and 
hence also exhibit good wash fastness.

 

The bright rich colour achieved from the Aal varies from 
bright terracotta reds to maroons to deep browns and black. 
The uniqueness of Aal dyeing is that it is a sustainable 
craft due to the dyer’s self-reliance on locally available raw 
material, processing material and production. The study 
revealed that the supply as well as price of Morinda citrifolia 
root bark has been erratic. Dyeing with Aal involves a tedious 
and time consuming treatment of cotton yarns with castor oil, 
cow dung and charcoal ash water in stages, which takes at 
least twelve to fifteen days for processing.

The Aal dyed handloom fabrics were worn by the local 
tribal communities.  It was worn like a wrap for women 
(similar to a sari) and for men as a fabric used as shoulder 
cloth or turban. The fabrics very mainly off white and had 
very simple layout of Aal dyed red borders running along 
the selvedges. The animal and insect motifs of butterfly, 
leech, caterpillar, crabs, lizards etc. were woven along with 
ornamental extra weft borders on the end piece. The Aal 
dyed fabrics from the region of study exude an aesthetic 
appeal which is unique due to its simplicity and starkness, 
devoid of finesse or sophistication. The local demand for Aal 
dyed  fabrics has been on a decline due to easy availability 
of cheaper, more decorative and synthetic alternatives. This 
has resulted in weavers experimenting with chemical dyes to 
achieve a similar shade of terracotta red due to its low cost 
and ease in usability. 

 

Anthraquinone

Figure 1. A Tribal Woman Wearing the wrap
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three samples of aal dyed cotton fabric after wash fastness
test that good to very good fastness was shown by all.  (Table
2)

Crock-meter was used for testing colour fastness to 
rubbing. The staining of the cloth was assessed using an 
SO105, AO3 and BS 1006 AO3 1978 standard grey scale. 
Overall result shows excellent fastness to dry crocking and 
good to wet crocking. (Table 3)

The light fastness of the selected samples was tested by 
using Xenon arc lamp using IS: 2454:1985 (reaffirmed 2006). 
It was recorded that Aal dyed fabrics show excellent fastness 
to light as shown in the results given in Table 4.

For the colour fastness against perspiration, two solutions 
containing histidine under alkaline and acidic conditions were 
prepared in the laboratory using IS0: 971-1983 test methods. 
It was observed that the Aal dyed samples show excellent 
colour fastness to acidic perspiration with very slight staining, 
whereas, slight colour loss and staining is noticeable in 
alkaline perspiration medium. (Table 5)

Weavers have been using hand operated pit looms. The 
looms had two shafts but no dobby or jacquard attachments. 
The harnesses were operated with pedals, which were placed 
inside the pit, with the rhythmic movement of their feet.

 

In order to capture new customers weavers have started 
incorporating tussar, gheecha and kosa silk along with Aal 
dyed cotton yarns to regular 6 yards saris, dupattas, stoles and 
curtain panels. Mercerized 50s cotton is also woven to make 
light weight fabrics for the consumers in metro cities.

3.2 Phase II: optimization of aal dyeing and testing for 
colour fastness

In the second phase of the study an attempt was made to 
optimize the Aal dyeing parameters to reduce the time and 
resources for achieving best results.

On the basis of visual examination of standardized 
evaluation methods it was concluded that samples gave best 
results when dyed with Aal dye at pH-7, time-1hr, temprature-
90°C, and concentration-20%. (Table 1)

The Procedure and material recommended by the 
International Organization for standardization (ISO) were 
used for conducting the tests. The laboratory testing revealed 
that Aal dyed fabrics have very good colour fastness to most 
of the conditions a fabric undergoes during usage.

To assess the durability and serviceability of dyed samples, 
wash fastness tests were carried out using ISO-9001 certified 
standard test no.1. It was evident from the evaluation of the 

Table 1. Optimum Conditions for Application of Aal Dye

Figure 2. Pit Loom Positioned in a shed

Table 2. Results for Colour Fastness to Washing

Table 3. Results for Colour Fastness to Rubbing

Table 4. Results for Colour Fastness to Light
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3.3 Phase III: product development for revival
During the third phase, a new range of fabrics for 

garments, home textiles and accessories were designed and 
developed which was showcased to generate feedback from 
retailers. Overall feedback received on the products displayed 
during the exhibition was very encouraging. Weavers from 
the region were also introduced to few retailers in Indian 
metro cities to enable them to market their existing fabric and 
sari range in urban areas. 

 

It was found that weavers were not able to justify the high 
price of Aal dyed fabrics due to their limited communication 
skills. Therefore posters to explain the tedious processing 
and dyeing with Aal dyes were designed and printed on 
flex. Weavers were encouraged to display the same during 
craft fairs in metro cities to enable them to explain the finer 
nuances of Aal dyeing. Positive feedback was received from 
the weavers as the awareness of the nature of dyeing led to 
keen interest and higher purchases by the customers.

 

4. CONCLUSION

•The main factors responsible for the decline of natural Aal 
dyeing and handloom weaving in the region of study are:

•Non availability and irregular supply of Aal dye
•Varied colour yield of Aal
•Time consuming and complex pre-processing (dyeing) of 

yarns
•Limited colour palette, motifs, layout and products
•Declaration of the region as naxalite hit territory; hence 

development work in terms of infrastructure was negligible.
•Only around 90 weavers belonging to traditional weaving 

communities were still using traditional pit looms. Weavers in 
small villages around Kotpad were gradually shifting to frame 
looms or power-looms. 

•Traditionally, low count 10s, 14s and 20s cotton yarn was 
used for weaving fabrics for the local tribal consumer. At 
present, natural colored wild silks like tussar, gheecha and 
kosa silk was being used along with Aal dyed cotton yarn. 
Mercerized 50s and 60s cotton yarn were also woven to make 
light weight saris, stoles and curtain panels etc.

•Aal dyed fabrics do not denote any social, ritualistic or 
religious significance any more. There was very little demand 
from the tribal consumers themselves for traditional Aal dyed 
fabrics.

•The laboratory testing to evaluate the colour fastness of 
Aal dyed fabrics revealed very good colour fastness against 
all the conditions a fabric undergoes during consumer usage.

•The uniqueness of this dyeing and weaving cluster was 
their self-reliance on raw material, processing material and 
production. Kitchen and animal waste was used in processing 
which was also disposed of efficiently, without causing harm 
to the environment. 

•Weavers got good response for the fabrics in the craft 
fairs and exhibitions held in bigger cities which target 
craft conscious consumers. However, very few weavers 
participated in these events regularly. 

•The master weavers are the new middle men as they are 
aware of consumer’s preferences due to their exposure and 
travel within or outside the country.

•Response to the newly developed products with 
traditional weavers was encouraging. Most of the visitors to 
the exhibition felt that Aal dyed fabrics should be promoted 

Figure 3. Visitors to the Exhibition

Figure 4.  Flex Poster Showing the Aal Dyeing Process

Table 5.Results for Colour Fastness to Perspiration
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for their eco- friendly, chemical free process and highlighted 
as a fabric for style statement.

•The promotional and information material developed for 
consumer awareness had a positive impact on consumers as 
well as traditional weaver. 

•Lack of  new des igns ,  seed  capi ta l  to  improve 
infrastructure and market intelligence is a challenge for 
artisans in the region. 

5. THE FUTURE OF THE CRAFT

The craft of Aal dyeing and handloom weaving in the 
Bastar and Koraput districts of Chhattisgarh and Odisha has 
survived and has remained untouched by substitute methods 
or chemicals so far, because it is an integral part of lives of 
the traditional dyers and weavers in the region. But the next 
generation of weavers are not interested to carry forward their 
hereditary craft. 

The handloom and handicraft sector lacks the dignity of 
labor due to strong association with caste and hereditary 
practice. Younger generations of artisans have seen their 
parents and community suffer and therefore are reluctant 
learners. The shortage of new craftsmen is becoming acute, 
but it is understandable as there are no incentives and 
the earnings are paltry. Domestic consumer is also losing 
interest in crafts and craft based products due to cheaper and 
attractive mass produced goods.

Craft communities have in-depth knowledge of flora 
and environment gathered through oral traditions which 
has enabled the sustenance of processes and material usage 
for many textile traditions. This knowledge will survive 
only if the craft is preserved, documented and invigorated 
with innovation in design, inclusion of new sustainable raw 
material and acceptance by aware customers. Educational 
institutions, fair trade practitioners and retailers as well as 
designers, developmental bodies and the State government 
can play a significant role by creating awareness to revitalize 
and revive the craft by creating new markets and new 
products. 
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Abstract

The Purpose of this study is to identify, evaluate and analyze Sustainable Fashion Business Models and Best practices adopted by leading Sustainable Fashion 

Brands. Sustainable Business models are identified from diverse cultural and socio-economic segment. The method of the study is qualitative in nature. This 

study was divided into two phases. In first phase literature and secondary data review of successful models was undertaken. The study identified various 

Business models and evaluated them on the effectiveness from the sustainability perspective. Online Questionnaire is administered to capture opinion of 

experts on Sustainable models and critical issues in the domain. The Conclusions of the study are presented in the strands of Status of Industry, Sustainable 

Fashion Business Model designs, future perspective, fostering sustainable consumption and innovative ways to address sustainability issues. The drivers for 

success are leadership fostering strong cultural change, deep strategic intent of following triple bottom line strategies expressed in environmental, social and 

economic success.
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1. INTRODUCTION

This paper endeavors to study Sustainable Business Models 
in Fashion domain, globally. The business model is described 
from various perspectives. The first is from the perspective of 
organizational logic defining capability of creating capturing 
and delivering value; the building blocks are customers, value 
proposition, financial feasibility, and infrastructure to execute 
the game plan of Business (Osterwalder & Pigneur 2010). 
Activities driven Business model is argued by Afuah (2004) 
which is the activity set relating to performance variables 
like which activities, When, how to create a Superior value. 
Zott & Amit (2010) explained Business model as a system 
that transcends the focal company. This activity based system 
enables the company, in the context of its partners, to create 
value. Weill and Vitale (2001) has taken Supply Chain 
perspective to define the Business model as the description of 
role and relationships between Supply Chain partners, which 
identifies major flows of product, and information. There is 
also the emergence of hybrid models; one of the examples is 
B Corp model. B Corp is a Sustainable Business model, the 
companies have traditional corporate style functioning, with 
for –profit focus, however, strong social commitments (Hiller 
2013). Giesen et al. (2010) pointed that Business model 
innovation can be very successful. However, they need to be 
in sync externally, constantly controlled and flexible.

The Ecological footprint explains that 1.5 earths 
would be required to satisfy needs of humanity each year 
(WWD, 2014). Sustainability is defined by Brundtland 
Commission as ‘meeting the needs of the present without 
compromising the ability of future generations to meet 
their own needs' (Brundtland et al., 1987). Sustainability 
is still at comparatively nascent stage of acceptance in 
Fashion Industry ( Dickson et al., 2009). The growth 
of Fast Fashion and subsequent fueling of conspicuous 
consumption of clothing is one of the biggest issues in 
Sustainability (Bardeecki, Kozlowski & Searcy, 2015). 
However, the ‘Slow fashion’ business model in comparison 
have few takers (Fletcher, 2007). One of the problem areas 
of business is that it measures only financial success. John 
Elkington (1999) created the framework for establishing a 
firm's sustainability by developing Triple Bottom Line (TBL) 
theory. The TBL adds to the traditional bottom line (profit) 

to include people (Society) & planet – Environment.  Hence, 
the Strategic approach is required to address critical issues of 
Sustainable Economy. Jackson (2009) indicated the method 
of substantially reducing consumption, fostering society and 
environmental good ahead of financial success. He further 
argued zero waste designed by reuse and repairs rather than 
the traditional approach of recycling. Sustainable Business 
models are evolved around societal and environmental 
domain and transmitted to the Firm (Stubb & Coclin 2008). 
However, the benefits transcend not only to Company 
level but Consumers, Governments as well. Bocken et al. 
(2013) promoted that all stakeholders benefit in the area of 
environment, societal and financial aspects from Sustainable 
Business Model. 

This study aims at identifying types of Sustainable 
Fashion Business model in practice today. The paper further 
evaluates the business models and their future perspectives. A 
qualitative survey is administered to capture the perspective 
of experts on Sustainable Fashion Business Models. The 
study further explores the burning issues in Sustainable 
Fashion Value Chain.

2. METHOD OF THE STUDY 

The research is qualitative in nature. In this study literature 
review and analysis of successful business models was 
undertaken. Online Questionnaire on ‘Qualtrics’ was prepared 
and Sustainability experts were approached to evaluate 
various Sustainable Fashion Business Models. Information 
provided is kept confidential and anonymous. Eight Global 
Sustainability experts were approached. However, five 
completed the comprehensive questionnaire.

The Global Fashion brands short-listed and studied are 
Patagonia, People Tree, Mud Jeans, United by Design, 
Kitts, Inkkas, Onda Organica, Honest by, KowTow, Stella 
McCartney, Lena Fashion Library, Reformation. The 
majority of Fashion Brands are selected from clothing list 
of BCorp Companies. The experts were later required to fill 
Questionnaire on Sustainable Fashion Business Models. The 
data was aggregated and analyzed. 

3. SUSTAINABLE FASHION BUSINESS MODELS 
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The study validates that current status of Sustainability 
is not very encouraging. The Fashion & Textiles industry is 
one of the most polluting Industries in the world. Moreover, 
the Industry is not doing much on Sustainability issue. 
The government is also not doing enough for Fostering 
Sustainability in Fashion Industry. However, Communicating 
Sustainability is inspiring Sustainable consumption and 
its just not Green washing. Fast Fashion is not Sustainable 
than slow fashion and contributed immensely to polluting 
the environment; Consumers are not conscious enough on 
Sustainability compared to Brands.

Conceptual design of Clothing business is one of the 
critical decision areas of long-term growth of business and 
preserving the environment. Economics is very important. 
However, the planet is equally important as one of the 
respondent stated a good sustainable model would the one 
that generates money and at the same time does not harm 
humanity as well as the environment. However, in addition 
to financial success, two other pillars are equally important, 
great sustainability model has to be based on sustainability 
of its triple bottom-line- the planet, the profit and the people, 
because anything less than this, very simply put is not 
sustainable enough for the business to last.

Fashion Business model needs to innovate and embrace 
long-term perspective to selling clothing to remain relevant 
and sustainable. The whole supply chain needs to be 
sustainable, not only an individual firm. One of the experts 
explained:

A great sustainable fashion business model is
 one that takes into account people, planet, and
 profit. Economics can no longer be the only
 measure of success. Business models that engage
 in the concepts of slow, local, quality raw materials
 and construction, longevity, minimal chemical use, 
design for recyclability or disassembly, ethically
 made. A sustainable fashion and business model 
need to benefit all stakeholders including consumers
 by educating them about garment care - laundering
 and mending and don't encourage the sickening 
rate of consumption that perpetuates the take,
 make, waste cycle.

A good Sustainable Fashion Business model must have 
Strong Economic Success Driven Value Proposition, having 

Social or environmentally driven model is just not enough. The 
leading Sustainable Business models emerged are Sustainable 
Luxury, Mass Customization & Personalization, and Up-
cycling & remanufacturing Fashion. The social models, for 
example, donating underwear for every underwear sold is 
perceived as very high on Sustainability. The models which 
are in moderately Sustainable category are 100% Ethical 
Clothing, 100% Transparent Company, Fashion Library, 
100% Organic Clothing, Rent and Lease fashion, 100% 
recycled clothing, Second-hand clothing, Circular Economy 
fashion, Remove one pound of trash from Ocean for every 
garment sold, On-line platforms for selling used clothing and 
Zero Waste models.

The most important driver of the successful Business 
model is the strong intent of Entrepreneur followed by correct 
Business model and ability to communicate Sustainability. 
The intent of the team is not a major driver, as it is perceived 
that strong intent of the Entrepreneur drives team intent. 
There seems to the fine line between communicating 
Sustainability and Green Washing; Sustainability is about 
telling the story about the product, not just creating reports.

The current styles of Business Models in Fashion Industry 
encourage conspicuous and fast consumption without deep 
concern for environment and society. Most of the firms 
embracing sustainability are tiny or small scale in operations 
as an expert pointed out not very many big brands that have 
covered the whole market. As more and more consumer is 
aware of the sustainability facts, they are going to demand 
the change and will start to go to the small businesses, which 
if true will succeed. There is need of Slow, ethical, fun, sexy 
and wearable fashion.  

The future of Sustainable models cannot be bright without 
the active role of Government driving robust regulatory 
environment. As noted by a participant Though sustainability 
is becoming more and more talked about as concept and more 
brands than ever are adopting it, it shall not have a wide-
reaching effect unless the governments join hands and put in 
some regulatory practices that ensure that sustainability is 
not an option but a rudimentary condition or a hygiene factor 
for running a fashion business.

The transformation of  fashion Industry towards 
Sustainability is very tough. The scale of Non-Sustainability 
is immense and omnipresent. One of the experts explains: 
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It's hard to say - so many people still want and
buy cheap throw aways clothes. It will take serious
re-education of designers and consumers to shift
the paradigm. The truth is, however, that consumers
have the final say - if no one shopped at Zara, Zara
 would cease to operate, so slowly or quickly people
have to stop wanting the things they think they want.
You can opt out, but it's like being addicted to
cheapfast food - why pay more when you can get a
quick fix?

One of the most important inflection point in Fashion
Industry from the Sustainability point of view is the growth of
Fast Fashion Brands. Slow Fashion is tiny in scale compared
to Fast Fashion, Slow fashion is recycled and long lasting so
more sustainable, Slow fashion is mindful fashion. Conscious
and mindful design and production, as well as purchasing,
will facilitate better choices that directly impact us all.

However, Fast Fashion is equally important; both are
necessary because there are customers for both. Slow
fashion cater to the traditionalists and can position itself as
classic/ fashion whereas fast fashion can help me more about
alternative thinking which includes, re-using, re-cycled,
reformed clothing, catering to the young and the always on
the lookout generation.

Fast fashion, though criticized, have one of the biggest
advantages of providing employment to a large number of
People in Developing Economy. As pointed out by one of the
experts.

If fast fashion ceased to exist and only 'slow' fashion
models were left what would happen to the millions
 of people employed in the industry. Would their
 lives improve? Or would they sink deeper into
 poverty. Can slow fashion support people and the
economy? I feel that the two need to meet
somewhere in the middle.

The successful Fashion Business model must be
innovative.One of the approaches is to focus on creating
sustainable luxury.The future models are likely to strategise
around the product being exciting, wearable and ethical
Prices may not be as low as fast fashion but repeat sales and
customer loyalty is high due to the fact clothes last. Product
design and marketing deserve high consideration regarding
business success. I think people are sick of seeing hemp and

floaty yoga clothes - ethical fashion can be colorful, fun and 
sexy! Fashion that is ethical has the ultimate potential to be 
highly creative, marketable, ground-breaking and wearable.

Fashion is truly a global Industry, in quest of profitability, 
goods are moved from one continent to another continent 
without  being mindful  of  negative impacts  on the 
environment. 

Localisation may be more important than
 globalization, and it is important that fashion look 
at creating smaller environmental footprint by not
 only adopting sustainable practices but also 
deliberately giving back - what we may have taken 
from the environment till now ( 1 pound of ocean
 trash removal- united by blue).

The multinational corporations and big businesses are 
profiting from flourishing Fashion Industry. However, 
working conditions in the majority of factories are terrible. 
There are negligible rights to employees in Fashion industry, 
especially in manufacturing space. One of the solutions 
proposed by expert:

Cooperatives, giving employees more rights on how 
the business is managed and be part of the
 decision-making process  Local economies  Being
 smarter about waste and the raw materials we use.
  Improving and lowering toxic chemical use 
associated with Fashion production  Better 
education and health care throughout the world. 

The innovations required to be phenomenal Breaking out 
of the conventional ways of manufacturing and designing 
and coming up with new ways such as Biocouture (growing 
garments) may be the future.

The global fashion brands are earning huge profits. 
However, the burning issue from the point of view of 
Sustainability in Fashion is big brands not following 
Sustainability. The revolution is led by primarily small 
brands. Another area is education of consumers, designers, 
and professionals, as one of the respondent pointed:

Transparency of manufacture and source
 of materials. Consumer, company and designer
 awareness. We can't change what we don't know.    
Education for designers and companies - how to 
do things differently. Pressure on existing companies 
to change.Educating design students - creating a 
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standard (as in architecture) of ethics in design
 practice.

The triple bottom line concept was argued by John 
Elkington (1999) more than two decades ago to challenge 
tradition notion of financial bottom line. The argument is 
there are societal cost and environment cost involved in 
creation and consumption; they are not added, who will pay 
for those cost. This is captured by one of the experts.

Establishing a balance between the three 'p of
 triple bottom-line. Societal unhappiness - constant
 search to feel happy via consumption. Consumer 
Action   Community and local action.  Resources - 
many finite resources are being used and burned up 
at insane rates to produce all this cheap stuff. 

Two of the most used words in Sustainable space is Green 
Fashion and Ethical fashion green fashion is more convenient 
and popular and ethical fashion should be the nature of 
business However these concepts do not address whole value 
chain, stakeholders, as commented by one of the respondents 
Green fashion and ethical fashion, may be part of the solution 
and not the complete solution - but definitely a positive step 
in the right direction. If more people adopt this, it may lead to 
a more sustainable business.

Companies and organizations involved in manufacturing, 
designing and marketing have the most important role in 
Sustainability. However, one of the powerful drivers is also 
consumption. The business model must address consumption 
side of chain through recycling, remake from old and 
Education.Integrating consumers in value delivery is equally 
important communicating and engaging with the customers 
along with getting opinion leaders to join the movement is the 
only way sustainability can become an important movement 
on this planet. Education of consumers is very important; 
they must Question everything  Look for alternative ways 
of knowing and buying.  Feel good about having long 
relationships with your clothes. Laws, regulations and 
government playing a greater role in supporting sustainable 
fashion and textiles.

4. CONCLUSION

There are several successful models emerging in Fashion 
Business globally. Most of the organizations committed 

to Sustainability are small to medium size organizations. 
The models, which are likely to contribute substantially in 
the future, are models creating environmental lead value 
proposition rather than Social or Economy lead models. 
The models that are likely to be more successfully are 
recycled clothing, Second-hand clothing, Circular Economy 
fashion, contributing back to the society (Remove one pound 
of trash from Ocean for every garment sold and Donate 
one underwear for every underwear sold), Up-cycling & 
remanufacturing Fashion and Zero Waste models.

Two key issues remain with Sustainability are Large 
Corporation trying to sell huge quantities at lower prices 
‘I think the major issue is the large corporation and low 
pricing of fast fashion garments. These two things are making 
consumers blind and take up what is temporarily suitable’. 

The Solution is in the triple bottom line focus of entire 
Fashion Industry ‘To start from the very bottom and question 
the sustainability factor in all aspects of the business from 
operation to manufacturing, sourcing and delivering’. The 
key drivers of the success are leadership fostering strong 
cultural change, the deep strategic intent of following triple 
bottom line strategies expressed in environmental, social and 
economic success.
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Abstract

Fashion industry consumes the most of water resources only after agriculture, releases chemicals into the environment and emits enormous amounts of 

greenhouse gases during production. Today, more and more people begin to concern if their clothes are eco-friendly. Manufactures and fashion retailers in the 

worldwide make efforts to use resources more wisely. Sustainable fashion becomes valuable element of fashion industry. 

This paper discusses how to practice sustainable fashion from three aspects. That is sustainable methods of production, actions the major fashion retailers is 

taking and measures consumers can take. To extend discussion, it analyzes a case of a fashion brand who has undertaken collections that involve some form of 

sustainable perspective. Based on this study , some predictions and suggestions are proposed for the future development of sustainable fashion .

Key words: Sustainable fashion, Fashion production, Consumer, Eco-friendly, Fashion retailers
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1. INTRODUCTION

Fashion industry is one of the largest industries in the 
world. The production of garments involves substantial 
consumption of water and release of hazardous chemicals. 
Major environmental footprint is caused by the clothing and 
textile sector, polluting around 200t of water per ton of fabric ( 
Nagurney and Yu, 2012). Lots of people pay the hard work to 
make sure of garments selling on the shop floors timely and 
perfectly. Many garments are produced in sweatshops , some 
of which even employ child labor.

Fashion industry , planned obsolescence, encourage 
shoppers to buy more ,leading to wastage. In the UK last year, 
people threw away over two million tones of fast-fashion 
clothing that was worn an average of just six times (Brown, 
2010). In China the mountains of throwaway apparel are up 
to five million tones to ten million tones every year . It’s the 
high turnover rate keep the glamour of fashion industry.

However, increasingly consumers want to show that they 
understand and care about the environment and society. 
They expect not only fabulous products but also eco-friendly 
products. More and more designers, manufactures and 
fashion retailers are integrating corporate social responsibility 
and environmental responsibility in their mission, strategy 
and actions. Fashion players try to keep balance between 
fashion philosophy and sustainable development , adding 
sustainability in their products ,exploring efficient and 
green practice in saucing and production .Also they control 
budget wisely to make sustainable fashion more commercial. 
Sustainable fashion evolves to be beneficial elements of 
fashion industry.

This paper explores how to carry out sustainable fashion 
from manufactures’, retailers’, customers’ point of view. 
Directions for practices are discussed and exemplified with 
brand cases.

2. METHODOLOGY

This study adopts three methods: First, various literature 
source have been consulted , including academic journals , 
fashion industry professional magazines, related professional 
books and some web sources . Then interviews are one of 
the key methods to collect update information from the 

professionals with experience in practicing sustainable 
fashion. Finally, to extend discussion, we analyze a case 
about a small company who has boldly set out on the path of 
sustainability .

3. CONCEPTUAL DISCUSSION 

According to EPA(United States Environmental Protection 
Agency), sustainability is based on a simple principle: 
meeting the needs of the present generation without 
compromising the ability of future generation to meet their 
own needs. Sustainability is the conservation of life through 
ecological balance-human, animal, vegetable and planetary. 

Sustainable fashion ,also called eco-friendly fashion, is 
part of concepts of sustainable design .The purpose is to 
establish a self sustaining system that does not take more 
from the environment than it gives back ,it does not deplete 
resources, but sustains itself. In clothing , it means sourcing 
and production that do not pollute through the process of 
manufacture and do not deplete non-renewable resources, 
whether those are planetary or human. In refers to clothing 
that can be absorbed back into the environment when it 
has reached the ends of life(Brown , 2010). It’s in line with 
the so-called 3P (people-planet-profit) or triple bottom 
line (TBL) approach (Elkington,1998). The TBL approach 
posits that ‘a corporation’s ultimate success or health can 
and should be measured not just by the traditional financial 
bottom line, but also by its social /ethical and environmental 
performance’(Norman and Macdonald 2004:243).

3.1 Exploring the production of sustainable fashion 
sustainable fabrics

According to data from Earth Pledge, unsustainable 
garment can make use of over 8000 toxic chemicals in textile 
creation processes (Xiang , 2011). So using eco-fabrics is the 
most direct way to practice sustainable fashion. Cotton, linen, 
silk and wool are acknowledged green materials. They are 
natural, renewable and biodegradable .But it’s only the part of 
story. Chemicals will be used in processes as silk-reeling and 
wool-washing and something like that. Organic silk and peace 
silk are truly green products. The organic silk production 
is chemical-free processing. The silkworms are organic fed 
and allowed to live out their full lives and die naturally. 
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Traditionally, Cocoon-cooking will kill the worms, but peace 
silk production entails no silkworms are harmed or killed by 
allowing silkworms to emerge from their cocoons. The peace 
silk is soft and fine as clouds. But this specialized production 
is laborious and cost is more expensive due to respect for 
life. Another example of the high environmental impact 
from production of a natural fiber is cotton. The planting 
area for cotton is 3% of the world arable land, but requiring 
25% pesticides and 10% fertilizers of world consumption 
with large amounts of water. Only organic cotton is more 
eco-friendlier .Although organic cotton’s contribution to 
the sustainability is certainly interesting , but still marginal 
: certified organic raw material is around 1% of all cotton 
circulation ( Frisa and Ricchetti, 2012).

The types of sustainable natural fibers are limited , thus 
developing new man-made fibers is part of solution. The 
fundamental idea is health safely and avoiding polluting or 
toxic substance. The new fibers such as soya ,milk , bamboo, 
seaweed ,sasawashi , lotus and pine  have added to diversity 
and expression of ecological material available to designers. 
Take lotus fiber as examples, the fabric is 100% organic and 
completely handmade. Lotus weaving is traditional craft 
techniques in Burma and very time-consuming. Local women 
o produce only 50 meters one month, which makes it very 
precious. The lotus fabric is soft and breathable , looking 
like a blend of linen and silk . Italian fashion company Loro 
Piana introduced lotus clothing into the market and his 100% 
lotus jacket valued over $10000 for retail price. Through this 
cooperation , the local people are inspired their work into 
their business model and this age-old handcraft skill are more 
used and valued .

Recycling is also a newly developing branch of sustainable 
fashion. It refers to recycling post-consumer textile materials 
(i.e. materials from discarded clothing),such as organic 
cotton, recycled polyester, hemp fibers and so on. In 2002 
Japan developed Eco-circleTM recycling polyester fibers 
from used polyester clothes. Compared with the polyester 
fibers made by traditional technology, the polyester made 
by Eco-circleTM  system can reduce approximate 50% of 
energy consumption and carbon dioxide emissions. Lining ,a 
Chinese leading sportswear company, introduced Eco-circle 
TM  clothes in a sustainable project in 2009 .But this project 
hit the sale racks because it was too early for the fashion taste 

and consumer concerns of the moment.
Another recycling refers to the fact of re-employing 

textiles from used clothes or re-designing clothes with its 
sense of value, which is also called Upcycling (Brown , 
2010).

By taking a relatively worthless item , investing value into 
it and making it desirable again, these beautiful recycled and 
redesigned garments are given a longer product life circle 
and humanity value. In a fast-fashion world of low-quality 
throwaway clothing , redesign is the ultimate expression 
of slow fashion , as each piece must be individually 
designed and crafted. E2 is a French label that specializes 
in refashioning vintage designer finds into cotemporary , 
desirable and wearable pieces. The founders sauce couture 
items from estate sales and flea markets, such as Yves Saint 
Laurent , Lanvin and the like. Each piece is either subtly 
altered or entirely re-created , so each product is unique 
, exclusive and customized. E2 was founded in 1999 and 
has experienced stable development with this new design 
direction.

3. 1. 1 Sustainable textile technology
An important contribution to sustainable fashion comes 

from the technologies used in processing. These technologies 
would contribute significantly to cutting environmental costs 
, reducing the use of process water and quality of chemicals 
required. One of the significant innovation is Airdye. 
Traditional textile dyeing is of the highly water consuming 
processing. The waste water contains many dyestuffs and 
chemicals, some of which have permanent pollution. Airdye 
technology manages the application of color to textiles 
without the use of water. It was developed and patented 
by Colorep. Depending on the fabric and type of dyeing, 
Airdye uses up to 95% less water, and up to 86% less energy, 
contributing 84% less to global warming, according to an 
independent assessment requested by the company (Kumar, 
Garje, Desai et el , 2010). It’s feasible sustainable processing 
since price is competitive compared to the traditional 
technology. The Airdye process employs air instead of water 
to help the dyes penetrate fibers. The Airdye doesn’t make 
compromise to destroy the environment for better print 
quality .Color is more beautiful and lasting . It can be dyed 
all one color, a different color on each side, a pattern on 
one side and a solid color on the other , or a pattern on both 
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sides without finishing process. Based on computer color
management, it can creative impressive color combination
and print without minimum order quality , giving designers
great variety in dyeing and printing.

Ogy works only on synthetic materials. For natural
materials ,a fresh interest has been taken in traditional
vegetable dyeing in fashion industry. Natural vegetable
dyeing uses natural substances extracting from flowers or
herbs in dyeing process , the result of which has wonderful
affinity to natural materials. The vegetable dyeing process is
organic and degradable and color is elegant and soft. Using
natural substances is a intriguing approach to dyeing , a lot
of plant for natural dyes ,such as blue grass, madder berries
and so on , are grown in China. But when translating into
industry production , several factors are involved in assessing
the sustainability of natural dyes. Converting plants into
dyestuffs requires a special industrial organization , at present
the supply chain is not suitably structured . ‘The problem is
how to control and coordinate the fashion supply chain in
applying vegetable dyeing to industry.’ Professor Wang of
Beijing Institute of Fashion Technology said . She has studied
vegetable dyeing for several years .Recently she developed
a project using vegetable dyeing in cashmere products for
a fashion company but encountered many difficulties. The
dyeing machines, dyeing conditions and even water are
different from those of chemical dyeing process .Technicians
know little about vegetable dyeing and workers need training
and practicing .For example, the result is totally different
when dyeing the same grey cloth in synthetic colorants
and natural substances. Using chemical dyeing on the grey
cloth in production will not create a problem, but using
vegetable dyeing will. Nobody knows what has been added
in the process of producing the grey cloth. Natural dyeing
application needs integration of supply chain, otherwise
leading to unexpected problems and high processing cost. The
other point need to be considered is instability of vegetable
dyes which tend to easily faded after wearing and washing.
So consumer must be aware of this feature when buying
a product. Vegetable dyeing is intriguing but need further
exploring. It has great potential but now , it’s a niche solution
for dyeing process. Due to high cost production, it’s good
choice mainly for high quality materials (Frisa and Ricchetti ,
2012). .

3.2 Exploring the action of retailers
More and more positive power promotes development of 

sustainable fashion. No matter the luxury industry or high 
street retailers, they realize if they want to be strong performer 
in the competition, they should pay attention to ethical market 
and values, seeing sustainability as one of the most important 
opportunity for business and future. Previously, eco-design 
means boring and basic styles, but now, it becomes examples 
of art and fashion that industry has to offer.

Based in Norway , FIN is a emerging eco-friendly fashion 
brand ,exploring a balance between edgy and classic .All 
products employ organic fabrics, including wild hand spun 
silk for texture ,bamboo jersey for drape and organic pima 
cotton for crisp sophistication and organic baby alpaca for 
luxury. FIN only use fair trade certified cotton to ensuring a 
healthy environment and better working condition for cotton 
producer. FIN also invests in climate credits based on the 
carbon dioxide emissions calculated on the production and 
shipment with the aim of reaching carbon neutrality (Brown , 
2010). 

H&M, Swedish fashion giant, offer a great variety of 
ready-to-wear at competitive price, undertaking sustainability 
as part of company mission. In 2007, H&M produced first 
batch of clothes in 100% organic cotton .Now it becomes the 
biggest producer of organic cotton in the world. Meanwhile, 
H&M is the first fashion company to advocate recycling 
used clothes. Since 2011 , H&M made a major commitment 
to promote and feature sustainable products in their shops 
all over the world . All cotton used in conscious collection 
is organic .Some recycling polyester and recycling wool are 
also used , where polyester and wool fibers are recycled and 
woven into new fabrics. Tencel, made from wood pulp, which 
has environmental friendly production , also incorporated into 
the collection in the form of shirt and dress. The collection 
includes basic styles which can get worn for a long time and 
trendy styles at a acceptable price . The collection includes 
womenswear, menswear and kids wear and is sold through 
website and all stores in the world.

Ury industry are the most influential group in developing 
sustainable fashion .Stella MacCartney always maintains 
ethical and moral standards and never uses skins and furs. 
Although Gucci is one of the world leading luxury leather 
goods manufactures, it employs metal-free tanning thus 
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reducing water pollution by 30% and reducing energy 
consumption by 20%. In 2009, YSL brand designed “new 
vintage” collection for Barneys New York. This collection 
is made exclusively from the company’s own pre-consumer 
waste. Each item features a limited edition number with the 
luxury price point. It’s a kind of attempt to give a sensibility 
and an education to the public so that it can act consciously 
toward environment. This collection meets the needs of 
some luxury consumers who appreciate the culture values in 
sustainable products and most of pieces have been sold very 
quickly. 

3.3 Exploring what consumers can do 
Designers integrate sustainability with modern fashion 

and make great efforts on sourcing , production and logistic 
, so mainly eco-friendly fashion clothes are more expensive 
than those produced in the traditional way. But it depends on 
consumers if they are prepared to bear the burden of the cost 
of corporate social responsibility. Fortunately , increasing 
fashion companies take action in sustainable fashion thus 
consumers have more channels to buy sustainable products 
at approachable price. Meanwhile, consumers have many 
practical ways to support sustainable fashion .Vivienne 
Westwood, widely known as a political activist , gave some 
advices for consumers in an interview. The designer said: 
‘Don’t spend money, just take what you find , take your 
old things, keep on wearing them .Don’t buy much fashion 
any more but if you do buy it , choose really well ,wear 
it for a long time(Brown, 2010)..’ Returning to slow life 
style , reducing consumption of fast fashion items , buying 
traditional hand crafts and  fair trade products and working 
on dressing style in a sustainable way , all of which will make 
the reality turn into ideal state.

  
4. A CASE STUDY

Founded in 2010 by fashion designer Sun xuefei , Fei 
Gallery & Boutique is specialized in the production of high 
quality individually customized clothing as well as ready-
to-wear. Inspired by Chinese traditional culture, Fei bridges 
the gap between East and West , exploring oriental aesthetic 
through contemporary fashion design and fusing the two 
paradigms to create one unique look.

After having an amazing interviewing with Dr Joan 
Farrer of University of Brighton, who has been researching 
sustainable fashion development for several years, Sun 
believed that people must take the lead in building sustainable 
development. A sustainability project was set up in 2014. 
Its aim is to “raise awareness in people about sustainability 
in life styles” by focusing on the harmonious relationship 
between people and nature in design.

In this conscious collection Eco-circleTM fabrics are 
used in the  production of feminine women styles. In 2013 
chinese fabric supplier named JIAREN launched Eco-
circleTM , a woven textile using innovative patented process 
developed by Japan. Eco-circleTM fabrics are made in 
polyester yarns recycling from waste clothes with Intertek 
Green Tested and Oeko-Tex Standard 100 certified. The use 
of recycled polyesters instead of virgin raw materials has 
led to a reduction of 50% in CO2-equivalent emissions into 
the atmosphere( Frisa, 2012). But compared with polyester 
fabrics made in a traditional way , the price of Eco-circleTM 
fabrics is more expensive by 20% . So the collection should 
be well balanced between a justified price and an aesthetic 
value. Besides, Eco-circleTM fabrics are very basic items 
in solid color ,giving designers very few options available 
to them. Fei exemplifies the unending design and creative 
possibilities of working with recycling textiles. The line is 
clean and elegant. Prints are taken from traditional Chinese 
painting with textures created through various forms of pleats. 
Styles in recycling fabric of Fei brand are shown in Figure 1. 

The line is sold through some boutiques in Beijing. 
Although retail prices of conscious collection are much 
higher , regular customers of Fei are ready to buy these eco-
friendly products. Sun elaborates :‘ From the start,  our 
customers don’t know recycling fabrics, but we educate them 
about our sustainable practice. They are mature enough to 

 Figure 1. Styles in recycling fabrics of Fei Gallary & Boutique
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appreciate the added values in sustainable products. Also they
have good economic situation to support this project. If our
customers get tired of their recycling clothes, they can bring
back to us . We’ll send to our fabric supplier to produce new
raw material. It’s a closed polyester product recycling system
and can realize infinite recycling.’

5.CONCLUSION AND SUGGESTION

Good fashion likes great arts ,always reflecting times. 
Today technology enables us to develop sustainable fashion 
in many aspects. Innovations in fabric sourcing , production 
, dyeing have been discussed in this paper along with future 
direction. Meanwhile it addresses some new business models, 
such as recycling, redesigning and so on. No matter fashion 
retailers or consumers, they have many choices to adopt a 
green approach. For the moment, a great achievement has 
been made in sustainable fashion practices . But when it 
is applied to the fashion industry, the supply chain is not 
suitably structured yet , thus the ethical market is still a niche 
market . As public’s awareness of environmental protection 
increasing, it will inevitably affect the fashion industry to 
change market taste and trends. So sustainable fashion is 
not just short-term  trend , it’s long-term strategy of fashion 
industry. 

Whether major players or small size companies in fashion 
world, they should try to find one business model to develop 
sustainable fashion in the commercial way, producing well-
designed ethical products at reasonable price. Taking an active 
stance in global responsibilities can also benefit companies in 
return (Smith , 2003). And further suggestion is to educate the 
consumers to integrate their concerns for our planet into their 
lives .For certain fashion consumers , they need to move from 
the lifestyle of fast-fashion to the lifestyle of slow-fashion . 
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INTRODUCTION

The global fashion industry generates over a trillion dollars 
a year. Thus, what and how we wear clothing can have a huge 
impact on our society and environment. As pointed out by 
noted fashion researchers Fletcher and Grose (2012), almost 
three-quarters of textile products end up in the landfill after 
being used and this is a pattern repeated in many countries. 
To be more sustainable and increase efficiency in the product 
life cycle, as a design researcher, my goal has been focused 
on looking for more sustainable ways of constructing 
designs that can be worn in different ways. Transformable 
designs, that which can be worn in a variety of ways, have 
the potential to satisfy consumers’ various needs and desires 
while also giving them the opportunity to use the same 
garment for many different circumstances and environments. 

In order to accomplish this goal, research was explored to 
combine geometric patterns and sustainable fabric to create 
transformable designs. This research idea was inspired, 
in large part, by the paper art of Origami originating in 
Japan. Origami patterns can range from simple to incredibly 
complex, starting from one sheet of paper, while sharing the 
same shape and size (Lang, 2012). The art of origami, that 
transforms shape and size in paper, inspired my understanding 
of traditional construction with fabric as a garment. There is 
a great deal of potential to slightly alter folds, which change 
the result of the fabric piece and impact the look of the entire 
silhouette.       

During this research, two transformable designs were 
created. The first one was called Origami Meets Eco-fashion. 
It can be worn as a coat with structured shoulder designs 
(figure 1) and a dress (figure 2). To achieve this, the first look 
is placed upside down and the shoulder creates a peplum with 
pockets. The second one, Butterflies on the shoulder, was 
inspired by the origami butterfly. The design can be worn as 
a long sleeve tunic and a sort skirt (figure 3) or a sleeveless 
dress (figure 4). When the dress is transformed, the sleeves 
in the first look are then tied on the back of the dress as waist 
bands (figure 5). The skirt can also be removed or worn as an 
under skirt as needed.

TRANSFORMABLE DESIGN

In order to minimize the waste of clothing and prolong 
the garment life cycle, one strategy is to increase the 
efficiency of each garment by creating transformable designs. 
Transformable garments, in which garments can be converted 
into different looks and functions, can satisfy consumers’ 
various needs and wants. Color, silhouette, texture, patterns, 
function, and detail can all be potential changeable design 
elements (Fletcher & Grose, 2012). Transformable garments 
are expected to increase the wear rate and postpone disposal 
as consumers repeatedly transform them (Koo, Dunne, & Bye, 
2013). One of the significant collections of transformable 
designs was from fashion designer Hussein Chalayan’s winter 
and autumn 2013 collection shown at the Paris Fashion Week. 
In this collection, some dresses were able to be transformed 
into completely different looks by unfastening the fabric piece 
on the neckline or waistline. Those designs not only changed 
the colors, but also the styles and could be worn in various 
circumstances that range from work to evening events. 

GEOMETRIC PATTERN METHOD

Using geometric patterns to create garments have been 
adopted by many designers throughout history. For instance, 
by using eight rectangular pieces, geometric patterns were 
used to make Japanese kimonos (Rissanen & McQuillan, 
2016). Making garments with minimal or no fabric waste was 
an integral part of the geometric pattern method to achieve a 
higher level of fashion sustainability by designers. Examples 
include Holly McQuillan, who made zero waste garments out 
of only a few squares and rectangles, and Yoshiki Hishinuma, 
who made garments from equilateral triangles (Hethorn & 
Ulasewicz, 2008). The benefit of using geometric patterns 
includes minimizing fabric waste, simplifying cutting and 
sewing processes, as well as forming a larger surface of 
cloth for potential print design (Parsons, 2015). In addition, 
an abstract benefit to creating geometric garment patterns is 
an exploration into alternative conceptions of silhouette and 
complete design outcomes. Folding fabric may also minimize 
the stitching labor required since the pieces of fabric become 
smaller (Parsons, 2015). Moreover, because the use of glue 
or cuts are not considered to be origami, the principle of 
folding large geometric pieces of fabric allows the garments 
be reused and turned into different items easily. 
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MATERIALS

A fundamental connection between sustainability and 
fashion is the use of specific sustainable materials that 
achieve both fashion and ecological purposes. The visible 
connection between materials and the issues that we are 
facing, such as climate change, water scarcity, and poverty, 
effect the use and process of materials of fashion (Fletcher & 
Grose, 2012). While there is a scarcity of materials that are 
more sustainable than others, organic color grown cotton and 
silk/hemp blend charmeuse seemed a better option for both of 
the final garments. 

There are many reasons that cotton was adopted for the 
first design. First, cotton is a renewable fiber that can balance 
between the people’s needs and Earth’s natural resources 
because it is a plant-based cellulose. Secondly, organic 
cotton’s cultivation uses less chemicals, including pesticides 
and fertilizers, even though cotton generally uses more water 
(Niinimäki, 2013). Third, organic color grown cotton does not 
need to be dyed, which uses less energy in processing than 
common white cotton (Dickerson, Lane, & Rodirgues, 1996). 
Lastly, organic color grown cotton is softer than common 
cotton because its fiber is shorter and weaker. It also has 
special natural colors, such as tan, green, and different shades 
of browns, for designers to choose (Crews & Hustvedt, 2005). 

In this research, the first design was made out of two 
different organic color grown cottons with different patterns 
and thicknesses from the private organization, Organic 
Cotton Plus, which is the first fabric retailer in the U.S. to 
be fully GSTS (Global Standard Textile Standard)-certified. 
The other fabric that was used for the second design was 
hemp/silk blend Charmeuse, which was also made by natural 
fibers with low water use. The tussah silk and naturally-
grown hemp were raised as a companion crop in the fields of 
China without the use of pesticides or chemical fertilizers. In 
addition to the organic fabric types, other natural materials 
were also used. For instance, the buttons used in the three 
garments were made from peach pits, seashells, and wood. 

PROCESS AND TECHNIQUE 

As discussed above, there are several potential changeable 
design elements for transformable garments such as 

silhouette, function, and detail that have been embraced 
into the design practice. By combining origami-inspired 
construction methods, geometric patterns, and sustainable 
fabrics and materials, the new form of transformable design 
technique achieves a higher level of fashion sustainability. 
One Example of combining origami, geometric patterns, and 
fashion transformation comes from Japanese fashion designer 
Issey Miyake’s collection 132 5 in 2010. With recycled 
polyethylene terephthalate, he created a range of folded 
polygons which expand from two-dimensional geometric 
shapes into structured shirts, dresses, pants, and skirts 
when placed on the body (Gwilt, 2014). Additionally, these 
garments can also be worn in different ways. 

As laid out by McKelvey and Munslow (2012) in their 
book, Fashion design: Process, innovation and practice, the 
general process of creating a fashion collection is through 
the following procedure: 1) research inspiration or direction 
2) design process 3) creation of prototypes 4) making 
collection decision 5) mass production. From initial concept 
and research to a design or collection, starting with drawing 
sketches has been a commonly used method by most fashion 
designers. After the first prototype is made and reviewed, the 
design is sent for mass production in manufacturing facilities. 
In most cases in modern fashion design, the construction 
methods, material cost, cutting and sewing procedures, and 
process efficiencies are calculated by other departments and 
computer aided software. Even though technology may make 
the process more efficient in some ways, a fashion designer’s 
creativity and designs can and should be the main leader 
to control how the garments are made. For transformable 
garments, especially for garments that can be changed with 
multiple silhouettes and shapes, the design process is more 
challenging and requires the designer to have a knowledge of 
various construction and pattern-making techniques as well 
as recognize the creative abilities and limits of the end wearer 
(Fletcher & Grose, 2012). In this case, the general process 
of creating a garment, as outlined at the beginning of this 
paragraph, cannot be fully applied to this research. Moreover, 
the process was shifted back and forth as transformable ideas 
emerged, requiring an adaptable process that utilizes both 
established and experimental methods. 

The first step of the research was seeking appropriate 
origami designs as inspiration. After reviewing serval paper 
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origami methods, origami animals were selected as a main 
point of reference in terms of how to fold the fabric since 
most starting shapes of origami animals were either squares 
or rectangles. As I started to explore different design ideas, 
I practiced folding muslin fabric on a half-size dress form. 
By combining various sizes of squares and rectangles, I 
understood how these shapes could be utilized and the results 
were unique and distinctive. After a series of small paper 
samples were created, two specific origami figures, crane 
(figure 6) and butterfly (figure 7), were chosen for the folding 
reference of the two final designs.        

Once I completed this first step, next was exploring how 
to apply origami and geometric patterns to create different 
designs. Utilizing a half-size dress form to fold and drape 
muslin samples provided a greater understanding of the 
limitations and abilities of this design method. For both of the 
designs, the origami parts were placed on the shoulders, and 
the remaining body was finished with appropriate geometric 
shapes. For the first design, Origami Meets Eco-fashion, 
the initial plan of using origami crane was altered since the 
steps required to make a crane were too complex. The folded 
fabric piece turned out to be too bulky for sewing and too 
heavy for wearing. Therefore, only the first four steps (figure 
6) were used for creating the design. On the other hand, the 
origami butterfly was perfectly applied to the second design, 
Butterflies on the shoulder. When placed on one side the front 
shoulder, one wing of the origami butterfly forms a unique 
shoulder stripe while the remaining butterfly design creates 
an interesting half of the front bodice. Both of the garments 
used four folded pieces to construct the shoulder and squares 
and rectangles for the rest of the designs. 

The muslin samples were then sewed and tested for 
potential transformation ideas on a half-size dress form. This 
was the most challenging part of the process. Both aesthetic 
and function needed to be considered for all looks. Thus, the 
steps sometimes looped back for fit and style changes. For 
the first transformable design, the origami parts were changed 
from the shoulder sections to a peplum around the hip. A total 
of seven square and rectangular shapes were used to create 
the garment. Since the design was symmetrical, the width of 
the folded samples needed to fit both of the shoulders and hip 
measurements. 

For the second design, a different transformation method 

was used. On the first look, I folded four squares into 
butterflies to create the shoulder sections, while sewing 
9 geometric shapes together to create the front, back, and 
sleeves. The skirt was made by two geometric shapes. For the 
second look, the dress was changed by unbuttoning the snaps 
on the shoulder seams as seem in the first look. The sleeves in 
the first look were then tied on the back of the dress as waist 
sashes.

The next step was translating the half size pattern to a full 
size pattern to fit a size 8 dress form. Small adjustments were 
needed for design and fit. Buttons were added for closure 
and snaps were added for transformation purposes. Since 
both looks share the same waistline, a belt was sewn on the 
inner garment for a better fit. For the second design, elastic 
was used as well for the skirt waistband since the skirt was 
made from two rectangular pieces of fabric. After the full size 
muslins were created, final designs were made out of selected 
sustainable fabric and notions. 

The first design was made from seven square and 
rectangular shapes cut from organic cottons and could be 
worn in two ways. By folding four of them into the shoulder 
sections, they were able to be utilized as pockets in the second 
look (figure 8). When the remaining shapes were stitched 
together, two formed the front, and one formed the back 
garment. Peach pit buttons were added on the center front. 
Two plastic snaps were also placed on the hem of look one 
for creating the second look of the design. When snapped and 
upside down in the first look, they form the shoulder seam of 
look two and create cowl armholes. 

The fabric choice of the natural color blocking was better 
to show the shape and construction of the design.  The 
materials were 100% organic color grown cotton, peach pit 
buttons, 100% organic cotton thread, and plastic snaps. The 
size of the garment was US size 4 and the waist size could be 
adjusted by the belt. The date of creation is March 15, 2013.

The second design could also be worn in two ways: the 
first look as a long sleeve tunic and short skirt, and the second 
look as a dress with or without the skirt that can be worn 
for more casual occasions. In this look, the origami shapes 
resemble butterflies spreading their wings. By combining the 
incredibly beautiful hemp/silk blend with one side satin and 
matte on the other, the ensemble demonstrates two styles in 
different looks and all views. The ensemble is US size 4 and 
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the date of creation is December 20, 2013.
Design garments that are adjustable for comfort

and variations in wearing is a sustainable solution for
transformable design (Hethorn & Ulasewicz, 2008). Both
designs have belts to adjust the waist that expand as the
body changes (figure 5 and figure 9). By incorporating these
adjustments as a part of the design details, the garments
can be worn by customers with a variety of sizes. Since the
patterns were simple geometric shapes, and most of them
shared the same sizes, it achieved minimum waste through
cutting and sewing. From cutting, folding, to sewing, an
average of 8 work hours was spend on each garment.

CONCLUSION 

Throughout this research and practice, I was able to 
accomplish my goal of exploring and combining geometric 
patterns and sustainable fabric to create transformable 
designs. Each design had its own function and style for target 
markets and both showed the wide variety of sustainable-
transformable fashion methods. By experimenting with 
geometric shapes, both of the designs successfully showcase 
how a transformable design, utilizing origami-inspired 
folding concepts, can be worn in multiple ways. This study 
further analyzes the relationship between sustainability and 
fashion design and develops garments that compliment a 
growing interest and need for sustainable fashion methods 
and techniques. 

For continuing research, there were aspects of the 
research that require reevaluation and further exploration. 
For example, two limitations of using geometric patterns 
and origami folding techniques are the limited range of fit 
from using square and rectangle shapes, as well as the need 
to conduct more research to limit potential fabric waste by 
folding and layering the fabrics. Research on how to apply 
two-dimensional geometric patterns to fit a three-dimensional 
body form will be a continued study. Future research 
methodology will involve the study of zero waste methods 
while considering the efficiency of fabric usage.  
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INSPIRATION-  CULTURAL HERITAGE AS A
DESIGNER’S INSPIRATION

Inspiration for this design project, especially the colors 
and silhouettes of the garment, came from both nature and 
the designers’ own cultural heritage.  The original textile 
pattern was composed of four tangentially connected circles 
filled with a yellow-orange to black color gradient that was 
inspired by the colors of sunset.  Exaggerated fullness of the 
skirt silhouette and bolero shape jacket was created based 
on the silhouette of the Korean traditional dress ‘Hanbok.’ 
According to Mete (2006), to create new designs, apparel 
designers often find a historic or an ethnic inspiration to apply 
to fashion silhouettes or garment details.  Mete (2006) also 
noted that using a source of inspiration increases the overall 
quality of the design, the originality and creativity. On the 
same note, Loughran (2009) stated that bringing cultural 
elements into the design process can differentiate the design 
work from that of others and create a unique look.  One goal 
of these designers was to create a contemporary garment 
that incorporated Korean traditional culture to express the 
harmony of old and new.  Furthermore, as noted earlier, the 
main goal for this design project was to present our own 
personal experiences/heritage and ideas through materials 
and methods. Therefore, incorporating our cultural heritage 
through colors and garment silhouette as well as details was 
an important process of this project.  

PREVIOUS WORK- HAND WOVEN DESIGN FOR 
GARMENTS

In recent years, several contemporary designers such as 
Miriam Ponsa, David Koma, Tony Ward, Iris van Herpen, 
and AnjaMlakar have incorporated strips of weaving design 
in their collections.  For example, Miriam Ponsa used basket 
weave techniques using large diameter cord and elastic band 
in her Spring/Summer 2016 collection (Arte Povera, 2015) 
(See Figure 1). She used cotton, linen, and silk materials as 
well as a screen-printing technique (Arte Povera, 2015) David 
Koma, a London based fashion designer, created “sculptural 
statement dresses inspired by the feminine form” (David 
Koma, n.d., para 1) and integrated basket weaving as well as 
geometric cut-out shapes for his Fall/Winter 2014 collection 

(See Figure 2).  

Although contemporary designers have incorporated strips 
of weaving into some part of their collection, few of them 
have combined digital textile print manipulating gradients 
of color. After reviewing other designers using strips of 
weaving, this design project proves to be unique and original, 
expressing an optical illusion of textures and patterns using 
both hand weaving and digital textile print technology.  

Figure 1. Miriam Ponsa S/S 2016

Figure 2. David Koma A/W 2014
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Several other designs using hand weaving techniques 
were created previously by the first designer.  The very first 
few designs were done in leather strips using both sides of 
the leather to create different textured looks and resulting in 
outfits with a woven design that you often see in non-apparel 
items such as furniture, bags, belts and shoes. Those first few 
designs were developed by weaving on top of a dress form, 
which created a sculptured look. For the next design, the first 
designer used post recycled denim jeans by cutting every ½” 
into thin denim strips.  The pattern pieces for that particular 
design were mainly rectangular in shape using a flat pattern 
method and then arranged to best emphasize the design of 
the woven patterns. Then, the first designer created several 
design pieces incorporating both digital textile printing and 
hand weaving techniques in order to combine traditional hand 
weaving craft and contemporary digital printing technology.  
When the first designer started working with digital textile 
printing technology, the designer was able to create the 
textile’s surface design of the woven design. This was done by 
utilizing an optical illusion of depth and volume with parallel 
gradation in two or three contrasting colors overlapping in an 
interleaving pattern.  Through this process, the first designer 
was able to create interesting optical illusion patterns as well 
as patch like patterns in her previous design projects.  

However, this is the first time that engineered garment 
patterns were developed with a digital textile pattern designed 
from software and allowing pre-visualization.  By digitizing 
garment patterns, both designers were able to pre-visualize 
how the finished woven pattern would be created, prior to 
the hand weaving process.  This process helped designers to 
modify colors and readjust strip patterns to achieve the best 
outcome. In addition, optical illusions of color as well as color 
gradients were achieved differently from previous designs 
because garment patterns were digitized so that designers 
were able to locate exactly where each color gradient or 
shape would occur. Previously, the designer had not been able 
to visualize final color gradient patterns of the woven surface 
until the whole weaving process had been completed. 

PROCESS-DIGITALLY ENGINEERED GARMENT 
PATTERN DESIGN

The first process of this design project was to create 

garment patterns.  The apparel designer developed jacket and 
skirt patterns using flat pattern and draping methods. Then, 
those patterns were digitized and modified using the Optitex 
software program. Those files were then exported to Adobe 
Illustrator to develop an engineered textile pattern. Two sets 
of textile patterns were developed for each jacket and skirt 
pattern.  One textile pattern with ½” width stripes was created 
for weft strips and warp strips respectively and then arranged 
in a North, South, East and West orientation.  The weft circle 
patterns were then rotated, in software, 45 degrees off of the 
North /South orientation, and then woven together; a new 
flower-like pattern emerged from the eight-fold symmetry 
displayed from the woven intersecting circles. These two sets 
of textile patterns for both jacket and skirt were created in 
Adobe Illustrator and Photoshop and then printed on 100% 
cotton chambray.  To minimize fabric edge raveling, each of 
the pattern pieces was designed and printed on a bias grain 
line. 

After all the fabrics were printed, the first designer cut 
each strip following already marked stripes and each strip 
was laid on basting fabric one at a time to be woven together. 
Hand weaving was done separately for the jacket and the 
skirt. After weaving was completed for both pieces, edges of 
each piece and seams were machine stitched.  Each seam was 
sandwiched with matching cord binding to simulate the seam 
finishing of Korean traditional costumes.  Linings for the 
jacket and skirt were constructed separately and sewn to the 
woven pieces (See Figure 3).

CONCLUSION

Figure 3. Design Front, Back View
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Although this design used a traditional hand weaving
technique that has been used by other designers, this design
is unique and original using both engineered digital textile
printing and hand weaving techniques.   This collaborative
design project was successful not only to integrate technology
and hand craft technique but also to engage in a process
that showcased our own personal experiences as well as
our own heritage and ideas through materials and methods.
This design process has been strengthened by the designers’
attachment to materials and methods, with our hands on both
fabric and computer, spending long periods of time to create
this wearable artwork.
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Craft Technique- Technology,
Knit stitch, circles silk painting, leather, digital print
How Dots Meet to Form Stitches - a Design Process

Exploration of Dot Stitch and Dot Stitch 2
This study is a component of a larger study focused around

the knit stitch. Through my current work I focus around
multiple aspects of the knit stitch and continuously try to
answer the question: What are the typical features that make
a knit stitch? Looking at the stitch from many perspectives
helps me analyze the stitch and its features in different lights.
Through this piece the purpose was to look at the visual
recognition of a stitch. How can I abstract the shape while
maintaining the idea of the knitted stitch? After sampling and
testing I choose to work with two approaches in two designs
Dot Stitch and Dot Stitch 2. Although the presentation at this
exhibition focuses on Dot Stitch I will address the process
from the perspective of both since they so closely relate. I
n Dot Stitch I chose silk painting on taffeta using a simple
silhouette as base and in Dot Stitch 2, I chose digital print on
canvas with a slightly more untraditional shape.

DESIGN PROCESS

The design process was started from the idea of developing 
a textile print that could be engineered to work with the 
shape of the garment using an abstracted knit stitch as the 
foundation. I started drawing sample designs of knit stitches 
to see what kind of approach would give an idea of the stitch 
without being too close to the stitch. I started by going into 
nature and looking for ideas using water color and marker to 
play with ideas of how leaves and parts of nature could create 
the shapes, it was a freeing process gave me the opportunity 
to look outside the expected source of lines and yarn to create 
the shapes. An example of the initial tests can be found in 
the figure to the left. I realized that what my designs had in 
common was the idea of creating a line or a shape without 
outlining the shape and using other forms inside it. In this 
experimentation phase I found myself going back to a form 
that naturally has occurred in my work for the past 15 years; 
the circle. This led to some further explorations using circles. 
I have found that the simplicity of the shape gives freedom in 
ways many other shapes are challenged. After more attempts 
I found myself repeating the dots in many different ways 

while still creating a knit stitch. I played with the variation 
of size and color as well as using organized dots and more 
randomly appearing dots. Once the general idea of the stitch 
had been established I started playing with ideas of what kind 
of 3D shape I wanted to use and how I wanted the shapes and 
the stitches to relate. It was important to me that the stitches 
in somewhat related to the shape and I started looking at 
engineered prints. When researching engineered printing 
and learning more about how experts in digital print would 
engineer their print I found an approach to the 3D and 2D 
development stages that made a lot of sense for this process 
as well. This led me to use their approach to the method 
of planning out how shape and surface would interact. 
In establishing the 3D form I asked myself the following 
questions: 1. how does the 3D form relate to the surface 
design? 2. What is shaping seams going to be in the garment? 
3. What is the fit of the garment? These all relate to the kind 
of questions and approaches to the design methods developed 
by Jean Parsons and J.R. Campell in their Collaborative study 
of Digital Apparel Design Process (2004). Following these 
stages I was able to approach my design and work through 
the ideas in a more effective manner. How does the 3D form 
relate to the surface design? It was important to me to use 
a simple silhouette that was easily recognizable so that the 
focus would end up on the surface component. In both design 
Dot Stitch and Dot Stitch 2 I wanted the knit stitch to follow 
a traditional direction in knitted garments thus the stitch starts 
at the bottom and knits up around the piece. To create such 
a circular pattern it made sense to start from a variation of a 
circle. 2. What is shaping seams going to be in the garment?  
Both designs have eliminated side seams and shoulder seams 
in the main component of the dress in order to create the 
idea of the seamlessness of knit garments. In “Dot Stitch” 
Where the seams were necessary the stitch continues across 
the seams in a seamless fashion in Dot Stitch 2 the placement 
of the seams were used to create a contrast and the color of 
the patterns were inverted to show the seam lines. 3. What 
is the fit of the garment? The fit of Dot Stitch is based on 
a traditional silhouette where a flared circle skirt gives the 
shape of the narrow waist and the wide hem. This gave the 
opportunity for the stitch size to vary with the circumference 
of the garment. In Dot Stitch 2. The stitch is the widest at the 
hem and gradually decreases to the yoke the difference in size 
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from the bottom to the top is not as great as in the Dot Stitch 
design. In the pictures below you can see how the silhouette 
and the stitches work together in Dot Stitch (left) and Dot 
Stitch 2 (right).

Surface development “Dot Stitch”- when working with the 
surface and placing the dots I tried a variety of approaches 
these two designs show two variants in Dot Stitch one the 
dots are painted using two different paint approaches. I used 
a textile marker as well as silk paint in order to get the two 
different values in the paint. I was also able to get a smaller 
and more precise dot using the textile marker, after testing 
on samples to ensure the paint held up to washing I started 
mapping out the design. The outline of the knit stitches were 
drawn on a white paper pattern carefully planned so that the 
number of stitches would stay the same and only the size 
would increase as the knit moved up the garment. The goal 
was to start at the hem and knit up and get a row of stitches 
knitting around the neckline. The paper pattern was then 
placed underneath the white taffeta and due to the sheer 
nature of the fabric the pattern and lines were able to show 
through. In order to get an added dimension to the stitch in 
the form of yarn I decided to place the dots more closely 
together where the shading of the round yarn would fall this 
created the plan for the dots. Where the stitches are bigger 
the dots are bigger and more spaced apart. To add another 
aspect and give a bit more of a narrow waist feel and a more 
emphasized neckline, I created a belt of leather cut to the 
shape of the yarn so that it could knit through.  This detail 
also adds some coverage of the waist seam in order to create 
the seamless shaping of the skirt. The dotted pattern continues 
in the black leather creating an inverted color arrangement of 
the design. Here the holes are cut with a hole punch to give 
the same dotted look and some of the dots are embroidered as 
a way to hold the belt and neck trim in place.           

SURFACE DEVELOPMENT DOT STITCH 2 –

Technology,
Dot Stitch 2
Knit stitch, Circles, digital print
Circles have been an important part of my work for a long 

time, the shape is intriguing and inspiring even if it has been 
used in so many ways in art and fashion. Here I chose to play 

with the idea of a polka dot that also followed the form of a 
typical fabric structure.  I used the dots to create the illusion 
of a knit pattern by organizing the dots in rows creating an 
effect of lines in the pattern of a much enlarged knit structure. 
The 1x1 rib was a way to see if it would be possible to make 
out a pattern from only dots. The process started with making 
a traditional pattern and a muslin. Then the pattern was 
placed in illustrator and the placement of the dots started to 
take shape in this engineered print. It took some testing to 
get accurate scale and transitions of the stitches it was also 
important to test the idea using another person’s perspective  
to make sure that the stitches showed up when they looked 
at the piece as well. It is easy to look too long at polka dots 
and not be sure of what you see. In the engineered print I also 
made sure the stitches in the body of the dress transitioned 
onto the sleeve as you can see on the close up image. The 
dress was created during the summer of 2015 in 100% cotton 
and printed on a digital textile printer. The size of the piece 
is about a size 10 but has a flexible fit due to its forgiving 
silhouette.

In Dot Stitch 2- the the stitches are working similarly 
in that they knit around the body starting from the bottom 
knitting to the top changing in size as the garment gets 
smaller at the neck. However, the dots are arranged in a much 
more organized pattern through the stitches but the hem and 
the neckline starts with a randomized pattern of dots that get 
more and more organized until each dot finds its way into a 
conformed pattern creating the knit stitch design. This was a 
fun play on seeing how the eye wants to create order out of 
the dots and how we strive to find patterns in randomness. 

CONCLUSION

Through both of these designs the knit stitch and the dots 
have stayed the two main components of the design and the 
techniques have varied from traditional painting to digital 
print. It is interesting to see how the techniques and the 
approaches to the technique impact what we want to do. It 
was much more natural to create the organized dots in the 
digitally printed design Dot Stitch 2 than in the handcrafted 
design Dot Stitch. When working by hand creating an exact 
pattern is very difficult yet when working on a computer 
creating a pattern that appears random is a challenge through 
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using the technique that best relate to the intended output I
was able to create two designs starting with a similar purpose
resulting in two different results. In both designs the knit
stitch is visible although abstracted and have become the
main focus of the design.

This study explores the impact of heritage, textile craft and 
traditions through the experimentation of 2 designs. The first 
design “Flowering Connections” is a collaborative design 
between a mother and a daughter and the second design 
“Spiraling through Generations” includes 4 generations 
of makers. Both designs cherish the value of craft and its 
impact on the maker. In the second design the generations 
were represented by; two boys three and five years old, their 
mother, grandmother and great grandmother, age ninety-one. 
It gave an interesting span and experience for all participants 
seeing each other’s parts and sharing in the project. As often 
happens in families we find that there are different aspects 
of our heritage that influences us in different parts of our 
lives and in different ways. Often we find that our lives 
are strongly impacted by the way we were brought up. It 
is easy to find traits that have been handed down from one 
family member to another and I think all of us can reflect on 
our own personalities and traits and trace them back to our 
parents and sometimes our grandparents. The debate on the 
topic of nature vs. nurture has been studied by many; in a 
recent conclusion, where researchers from Queensland Brain 
Institute collaborated with researchers at VU University of 
Amsterdam reviewing data from almost every twin study over 

the past 50 years from across the world, it was determined 
that it is about 50% nature and 50% nurture (Benyamin 
2015). When looking at the traits we have gained from our 
parents through both nature and nurture we can also see that 
we are a combination of both parents even though we often 
say that we have more from one parent than the other. Often 
when reflecting on my work I see the traits of my parents 
showing through but rarely do I have the opportunity meet 
them through their work as I did in these two pieces. 

The relationship between parents and children through 
their occupation is something we find much evidence of 
through history. Traditionally if the father was a carpenter so 
was the son. Historically we find that the traditions of textile 
crafts continued the same way. Similarly where the textile 
making was done out of money-saving necessity or simply 
a relaxing hobby the skills were traditionally taught by the 
mothers and grandmothers in the household to the daughter 
of the next generations. This was very much the case in my 
family growing up. As a child my mother was a stay at home 
mom during the day and a teacher at night. She taught classes 
in many kinds of textile arts but mainly batik and tie dye, 
she also showed her work in exhibitions, sold some work, 
but mostly worked with groups to encourage more creativity. 
It was no surprise that I was interested in textiles from an 
early age. It is thanks to my mom’s ability and risk taking 
nature when it came to exploration of technique that I find 
most inspiring and probably what has helped me the most in 
my creative approach to design today.  As children my twin 
sister and I were often encouraged to craft, but we were never 
really taught any rules. Our introduction to textile craft was 
embroidery. The first embroidery I created is from when I 
was about 5 years old, my mother gave us needle and thread 
and fabric in an embroidery hoop. It took a long time until we 
were introduced to stitch technique she was smart enough to 
understand that the importance was placed in the act of doing 
and gaining a sense of accomplishment pride and ownership 
of ones work. The very first embroidery has beads and buttons 
and a variety of color in a random arrangement and is a true 
representation of creativity through embroidery. Teaching or 
rather giving the opportunity to learn in this manner is not an 
easy task. However, the learning experience gained through 
this kind of scenario is so much greater than the step by step 
right and wrong experience children are getting more and 
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more used to as they move through the school system. Being 
a mother, it is now my goal to teach my children in a similar 
manner and give them opportunities to learn. It is not easy, 
but when I succeed I see that the results are so much greater. 
Listening to a TED talk presented by Ken Robinson titled: 
Do schools kill creativity? It is clear that education today 
struggles with the idea of giving the students the opportunity 
to experience learning from their creative perspective. He 
talks among other things about the Hierarchy of subjects in 
education. Starting with math and languages at the top and 
art always listed at the bottom. I was fortunate enough to 
grow up in a country (Sweden) where crafts in textile, wood 
and metal was taught as a part of the required education 
system. The challenge was, and still remains to fight for the 
importance of these subjects in schools. There is a constant 
discussion on where to save in education and for some reason 
these subject are always discussed. What is often forgotten is 
that these subjects are what make sense of the abstract forms 
of many other subjects. You can’t work in any of these crafts 
and completely avoid measuring as an example. Through 
these crafts we also carry the craft heritage of our culture 
forward. It gives us an opportunity to experience and learn 
both how things were made and how things are made today. 
Additionally this is a place where creativity can blossom. 

Working in education and also being a mother has given 
me even more motivation to work towards scenarios where I 
give the students and my children opportunities to experience 
learning and open doors for creativity without limiting them. 
I find that I still today give much credit to the approach of 
my mother when it comes to my work. I have since learned 
a lot of techniques and rules, but I try not to be hindered 
by them and I try to take risks that open doors and help me 
see opportunities in my work that I might not have seen 
otherwise. My children have embroidered since about age 3 
and they still have not been taught actual stitch technique yet. 
Still they were able to contribute and enjoyed doing so in the 
second design. Below I will discuss each design individually 
to show how they each created an opportunity for generations 
and their crafts to meet. 

FLOWERING CONNECTIONS

“Flowering Connections” started when I was digging 

through my mother’s fabric bins and found some of her 
amazing work from my early childhood years. She was very 
productive and created an amazing assortment of textiles 
using tie dye and batik techniques. When I saw the table 
runner with four tie dyed circles lined up in a row I was very 
excited. I asked my mother if I would be allowed to play with 
this piece in a design. She was happy to have me use it, since 
it had probably been laying in that box for about to 25 years. I 
was immediately inspired I had found a piece that my mother 
had created when she was about my age it had no value to her 
any more but to me it was an immediate source of inspiration 
I felt like I made a connection with mother in a different way 
than I had ever connected before. Seeing that much of my 
work focuses around circles and the way they can be used to 
create shaping in a garment it was a natural form for me to 
work with. I started draping copying the size of the circles 
to see where and how I could place them in the design. It 
was important that the dyed circles where the focal point and 
therefore I choose to contrast them in color with black silk 
noil. Looking at the size of the circles and the shaping of the 
body it was clear that it would be nice to have a couple of 
circles that were a bit smaller. Looking at the design there 
was a space inside the circle where it could be cut. This gave 
the opportunity for 2 smaller circles and two larger circles 
for shaping. Once the inside circle had been cut I looked at 
uses for the outside component of the circle this resulted in 
the neckband and sleeve cuffs. In the end all of the circles 
were used to the fullest and they created the shaping in the 
piece. At this stage both my mother and I had created a design 
using our very different skillsets. However the design needed 
something else the line between the tie dyed circles and the 
black silk noil carried a bit too much contrast. So now we sat 
down together we looked at the design and a technique we 
both were very familiar with since my mother had introduced 
me to it a long time ago so we choose to bridge the contrast 
using embroidery. Together we designed the embroidery 
that finished off the dress and brought our two textile crafts 
together through a third approach. The design is represented 
in the picture below and shows how the importance of each 
technique impacts the outcome of the design.

SPIRALING THROUGH GENERATIONS
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“Spiraling through Generations” was a long but amazing
journey. When I first brought this idea to my mother I
expressed a desire to create something where I could include
my 90 year old grandmother’s amazing embroidery in one of
my designs. The more I thought about it the more I realized
how great it would be for all 4 generations to have the
opportunity to meet through the design. Being that I am the
most active of the 4 of us it was natural that I took the lead in
the development of the design. I started thinking about what
kind of design could include 4 different components and still
look cohesive while representing everyone’s talents. Thinking
about how the heritage of textile crafts have been taught and
carried forward in our family for as many generations as
we can remember the pattern of a spiral started to appear. I
have often toyed with the idea of creating a design that uses
a spiral to shape the garment and it seemed like this would
be the perfect opportunity. Starting to drape the design I used
a draping approach often referred to as “Transformational
Reconstruction” a term coined by Shingo Sato. This means
that I created the silhouette by using a simplified draping
method, then sketched the seamlines onto the drape and cut
them apart. After the pattern was created I decided to use
linen, I had gotten an old handwoven linen sheet from my
grandmother’s linen closet a long time ago and I decided
this would be the perfect time to use it. However the spiral
consisted of two lines, this gave me the opportunity to mix
the old handwoven fabric with newly manufactured linen.
The meeting of the two fabrics ended up representing the
idea of the collaborators in the process. I basted the outlines
of the patterns on the linen and then passed it along to my
mother. Through this process she and I had been talking about
the idea and decided on the order of the process. After the
pattern was basted she took over and created a tie dye design,
this would represent her component of the textile making
process. Once that was completed we pieced parts of the
design together and jointly designed the embroidery. When
deciding on the embroidery it was important that we gave the
children freedom and opportunity to try and play so we let
them start the process and embroider. It was great to see the
piece take shape and the boys were both excited to be a part
of the design. It was interesting to see but the worked very
diligently We had talked about where they could embroider
and we decided that if they did whatever they wanted inside

the circles the stitches could not be too long to snag on 
anything.  In the last stage of the process my grandmother 
embroidered. Although she is an avid embroiderer she does 
not feel comfortable if she has to create the embroidery 
design herself and therefore we decided to create it for her. 
This made her very happy. She worked hard on the design 
but was a bit nervous since she was working on a garment, 
not something she typically does. My grandmother is a great 
example of the generation where the textile crafts had a 
huge impact on their lives in many ways. As seen through a 
study textile crafts improve the mood and my grandmother’s 
dedication to embroidery not only improves her mood but 
gives her a purpose each day. Through this design we now 
have an heirloom that will keep our generations tied together.        

CONCLUSION

Through both of these designs I was able to connect with 
another generation through craft this experience was fruitful 
for all parties involved and pride we all feel when a garment 
is on display is great to see. I hope to continue this kind of 
work in other designs where we all can share at our level and 
with our  individual expertise. 
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DESIGN BRIEF:

This is a fundamental requirement that fashion designer 
and industry, need to engage with the principles of sustainable 
design. Simultaneously if the designer applies life cycle 
thinking at the design stage and has an understanding of 
sustainable design strategies, it is then possible to improve 
the conventional fashion design process. It is better to design 
life cycles instead of products; sustainable design includes 
consideration of the use phase and end-of-life thinking. It 
should be designed how the product can be used after the 
first life cycle is over. From the environmental point of view 
it is best to use the product as it is, the second best option 
is to redesign a new product from it (e.g. through minor 
modifications), and the third option is to recycle the materials. 
In my design I try to consider the life cycles of a product. I try 
to elongate the life of a used bicycle inner tube; by converting 
into a new product like- sandal.

Fletcher and Goggin (2001) criticize that eco-design is too 
concentrated on using raw materials in production instead of 
concentrating on consumer’s choices and habits during use 
phase. However, designers have started considering this issue. 
According to Oudshoom & Pinch (2003) some designers 
consider themselves as users and relay on their personal 
experiences to be representative for average users which 
called I-methodology. When I was designing my sandal I 
used to consider my choice as a representative of general 
customer choice. I try to create a linear and minimalistic 
visual approach of raw materials in my design.

By addressing the emotional and expressive qualities 
during the design process designer could provide eco-design 
for consumers. This may lead to extended use and a longer 
functioning cycle (Fletcher, 2008; Hethorn and Ulasewicz, 
2008). From previous time at last century fashion products 
were individually tailored according to the user’s wishes, 
thus having a high user involvement in the design process. In 
this process consumer could involve within design process 
(For example Nike iD shoes).This could be a solution for 
designing product within mass production. Heal the world 
project is offering individual’s customized product by 
using his or her bicycle’s used tube which may carry some 
emotional experience with his or her bicycle from past. So 
when a client is wearing his or her sandal he may also carry a 

previous story of his life.
These sandals are handmade product in which client 

will find the touch of care and ethics in every step of its 
life.  These products are made by biodegradable materials 
-jute with the combination of vegetable tan leftover leather, 
and used bi-cycle inner tube. A client will not only buy the 
product; he will not only rent it for rest of his life also at the 
same time he will get services at same prize. No one can buy 
this planet or it’s any part. Only he can get help from this 
planet through its own materials or system. When the product 
will be damaged customer could back the product to the 
producer for service or just back it to his original place.

DESIGN STRATEGY:

Considering ethical aspect to help my thoughts I got some 
questions which actually help me to fix the design strategy for 
this project.

Bionic design /Low toxicity and Organics/Up cycling/
Learning from nature and history/ up cycling/design activism-

Handmade footwear is a traditional export item in 
Bangladesh. Manufacturers collect left over cut piece leather 
from local wholesale market at old Dhaka and produce 
economy-quality footwear which inspires me a lot. Vegetable 
tanning is becoming popular in our country which reduces 
60 percent of chromium during tanning process. On the 
other hand Approximate 50 million square feet vegetable 

Figure 2. Wearing a sandal, 
made from Vegetable tanned leather with used tire
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tan leather had been produced in between 2012 June-2014 
June. Along with Rickshaw because of health consciousness 
recently cycling is a high trend in Bangladesh and disposing a 
lot of used tire, tube. Due to these phenomena, there are loads 
of used tire, tubes and bicycle accessories and vegetable tan 
leather scraps available in Bangladesh. What is the future of 
those materials? Up cycling could be a solution.

Biodegradable/echo friendly/Clean technology/learning 
from nature- 

Jute is biodegradable and echo friendly has high 
production efficiency than cotton; it increases the soil fertility 
and consumes less fertilizer. Studies have shown that, one 
hectare of jute plants can absorb up to 15 tons of carbon 
dioxide and release 11 tons of oxygen during the jute growing 
season (about 100 days) which is good for our environment. 
In this project Jute was used to make a multi functional 
shopping bag.

Design along with a service centre-
“Service centre” is a business idea for this product, could 

be the solution for product’s future life. There is an option 
for not buying the product except leasing from brand. And 
customer will be able to bring their product back when it 
is damaged or they are bored. Adding some money with 
previous product they will be able to get a new one.

RAW MATERIALS:
VEGETABLE TAN LEATHER:

 

Locally sourced vegetable tanned leather is the main raw 
materials for sandal foot bed and sole in this project. During 
this kind of tanning process in Bangladesh Mimosa extracts 
from South Africa are mostly used. It helps to reduce the use 
of chromium during tanning process up to 60 percent which 
is eco friendly. 

USED BICYCLE, RICKSHAW TUBE: 

It’s hard to believe with the million bicycles and rickshaws 
on the transport routes, but used tubes aren’t just lying around 
on the street. Sourcing raw materials for this project is not 
easy but it is definitely hardcore. To ensure that sourcing man 
had to find and bring back approximately 100 pieces of tube 
for 300 pair sandals. To accomplish this, sourcing person has 
to travel from rickshaw garage to bicycle garage, one corner 
to other corner of the Dhaka city. Contact on the phone non-
stop, or keep an eye on social media, contact with cyclist 
community to collect the best used cycle tube. 

JUTE MADE FABRICS FOR SHOPPING BAG: 

For shopping bag I used to use jute made fabrics. During 
design process I also think about its afterlife and try to make 
it multifunctional.

MANUFACTURING PROCESS: 

H a n d m a d e  p r o d u c t .  S o m e 
s c r a t c h e s  a n d  d i m e n s i o n a l 
difference may occur, which is 
considered as design aesthetics. 
Few steps of manufacturing process 
are as follows:

Figure 3. Mimosa extract & vegetable tan leather

Figure 4. Used bicycle inner tire

Figure 5. Multi functional 
shopping bag for sandals 

(made from jute)tire
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WASHING:

What have done in cottage leather goods factory has 
nothing in common with what you do in your laundry room 
– even though it might look almost the same. Obviously, 
tubes have to be clean. However, the real work that my tube 
washers like Naeem washes out tube using rainwater. After 
they have released the inner beauty of the old tubes and dried 
them and sent it to the cutting man.

CUTTING: 

Collecting tubes as dirty can be processed further. We need 
men like Mr. Oli to turn the tube trash into R.I.P.s (Recycled 
Individual Products) by first freeing them of eyelets, screw, 
ball tube and anything else that a sandal’s upper doesn’t need. 
With a sharp eye and an even sharper scissor, the toughest 
boys see the potential of each tube that lands on their table. 
They then cut them into shape of desire pattern for upper part 
and also the gripper part of the sole.

On the other hand for sole part worker has to deep the 
vegetable tan leather pieces into rain water for few minutes. 
After few minutes they discard it from water and than press 
20-30 layers of leather for one day by placing heavy stone on 
it to make them more flat. After that sole designer have to cut 
it by knife with the help of hydraulics pressure according to 
the foot bed and sole pattern.

Fitting and parts attaching: The cut-out tube pieces and 
leather pieces have to attach together in order to complete the 
transformation. Upper part and sole parts are separately made 
and then attached together through various steps. Sandal’s 
parts are sewn and attached according to the instructions. 

Finishing: After attaching all the parts together it’s time for 
finishing. Only grinding machine are used to achieve the edge 
finishing of the product. Some cleanliness operation had done 

like air blowing to clean the product’s surface.

   

To further encourage and promote the thinking about 
sustainability and conscience about product life, clients will 
not be able to buy products. Instead of buying they are able to 
rent “Heal the world” sandals, including repair and services. 
In case a product is damaged, customers will be able to return 
their sandals to the producer for service, repair or recycling.

CONCLUSION:

Through this project it is recommended that designers can 
play the important role and influence the stages of a product’s 
lifecycle. This study recommended more research is needed 
to establish a deep design technique. Investigation in several 
stages of individual product’s life cycle (from cradle to grave) 
considering post stages of the selling should be addressed to 
facilitate the designer and consumer to contribute in ethical 
fashion. 
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Bob machine & finished upper

Figure 7. 
Finished sandal on raw Jute

Figure 8 Final Up-cycled sandals Collection
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The inspiration of fashion design is widespread, it's about
their own emotions, or the concrete existence in their life
(50 times flash inspiration workshop in the clothing creative
design [M]. Hangzhou: China academy of fine arts publishing
house, 2007:153). A variety of creative model was applied
in clothing design, the box packaging and clothing as a
"packaging" have something in common is as follow (figure
1), through the exploration on the box structures, found
similar to the structure of the clothing, found the structure can
be applied to my design works, restructuring design again,
and then get the garment structure innovation, create the
clothing structure of a variety of forms.

  

Packaging is a method of decoration commodity 
appearance in the process of commodity circulation, it is 
a coat to protect the commodity, good packaging design 
can attract the attention of the buyer, can make consumers 
more accurate understanding of commodity information, is 
directly related to product sales. There are lots of packaging 
structural design forms, such as locks, partition, paste, 
ligation. The geometry of classification of the boxes not 
only have square, circular, cylindrical, triangle, diamond, 
trapezoid, spherical, there are a lot of simulated natural forms 
of packing. According to the structure, there have the folding 
box, shake cover type, cover type, drawer type, and the gland 
type as follow (figure 2). These different shapes of packaging 
structure bring aesthetic enjoyment to customers (Zhao 
Xiuping, Xu Mingfei, Wang Fengjun etc. Modern packaging 
design and printing [M]. Beijing: chemical industry press, 
2004:444). Packaging is one of the most important function 
of service goods, clothing is to serve people. Packaging is in 

protective or decorative items, clothing is also packaging the 
human body, they are produced for certain service object.

  

There are many similarities in the design process,  also 
in the carton packaging design can be applied to the design 
principle of graphic arts, can trend the point, line, plane as 
segmentation, repeat, assimilate, mutate, increase, etc. After 
the design, it will contain personal unique idea, contains the 
individual inspiration. So there are similar things in various 
areas can learn from each other, and then to obtain a new 
form of expression, to create a variety of existence (Ma 
Rong. Dress ideas and construction method [M]. Chongqing: 
Chongqing university press, 2007:79).

From the reference on the carton packaging can be formed 
by a variety of line, line combination of a variety of methods 
to create the pattern of special visual effect. For example, 
most of the lines with carton is a founder of the geometry and 
the combination of straight line or curve, or the relationship 
with shadow and boxes formed sharp contrast. Can draw 
lessons from changing, or directly from the appearance of the 
carton packaging design, in the clothing into using, form a 
unique exaggerated graphic, the structure of boxes is formed 
by pressure forming instead of paste, it also can be applied 
to the clothing, Which also can use this way into effect of 
surface treatment, it can be applied to the fabric texture 
changes.

The shape and structure of change is on the basis of 
geometric form to cut and combination, change the original 
structure form and produce a variety of new form. Three-
dimensional consists of flat or curved surface, by combining 
point, line and plane, Mainly by increasing or decreasing the 
concave and convex, combining the concave and convex. 

Figure 1. The structure of the box

Figure 2. The type of the box
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Is the best way to change the structure of the packaging. 
Through the form change packaging structure design, can 
make structures more varied and rich. Composite structure 
refers to the multiple forms of integration is an integral part 
of the structure. In for a variety of carton packaging structure, 
can draw lessons from its rich structure of twist change, 
applied to the structure of the clothing, trend to the modelling 
of novel design or have a functional structure design. The 
reference of carton structure mainly from its interesting 
appearance characteristic, apply this exaggeration to clothing 
profile will give people a kind of visual impact.

The structure of the application research on using flat plate 
before using vertical cutting method, then the carton structure 
plane graph zoom into consistent with human body structure 
of 1:2 model into a small sample of the size is as follow (figure 
3).

Fabric trend inspiration; The fabrics of different texture 
combined with conflict feeling, such as suede and reflective 
coating fabrics, or parts with metal materials is as follow 
(figure 4).

       
                          

Opaque chamois and suede are trending, Buffing, patina 
treatments, washing, hand bleaching and waxing create 
nubuck-like and matte surfaces. I use the supple lightweight 
chamois, whole hide, and thick leather. Simple cutting create 
a big silhouette in the design. The suede effect for reference is 
as follow (figure 5). 

 

Color trends: white gray black tone as follow (figure 6) 

 

 
 
 
 Fabrics choose a combination of the suede fabric and 

imitation leather with grey and white, detail place with 
reflective black do processing. Some seams of the garment  
used the release buckle, metal buttons, cam buckle or belt 
loop is as follow (figure 7). They are often used as leather bag 
accessories. Matte surfaces uptrend, and revamped metallics 
continue for certain markets. Art influences and the trend for 
material mismatching create novelty buzz.  

 

Figure 3. Different silhouette

Figure 4. Fabric trend inspiration

Figure 5. Opaque chamois and suede are trending

Figure 6. Color trends
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Effect drawing is as follow (figure 8).

 

The final figure is as follow (figure 9).

Figure 7. Metal buttons material

Figure 8. Effect drawing

Figure 9. The final figure
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INTRODUCTION

Jamdani is a vividly patterned handloom-woven fabric 
from cotton, which historically was referred to as Muslin 
(UNESCO, 2013). Locally, this fabric is called as sari.  The 
sari is the common dress as well as the principal costume of 
the women of Bangladesh. It is a long flowing piece of cloth. 
Part of it is wrapped around the waist and the remaining 
climbs and flows over the left shoulder. A typical sari is about 
five to seven yards long in order to wrap around the body 
(Khatun, 2015). The looms being used to make Jamdani saris 
are mainly traditional fly shuttle pit looms with jacquard. 
The Jamdani weaving tradition is Bengali origin. It is one 
of the most time-consuming and labour-intensive forms of 
handloom weaving and known as the most artistic textile of 
the Bangladeshi weaver, which is fabulously rich in motifs 
(UNESCO, 2013). The origin of the Jamdani is shrouded in 
mystery. Megasthenes, Greek ambassador in Chandragupta 
Maurya's court, speaking of the costumes of the people of 
India, writes: "their robes are worked in gold, and ornamented 
with various stones, and they wear also flowered garments of 
the finest Muslin." "No conventional ornament is probably 
more ancient than the coloured stripes and patterns we find 
on Indian cotton cloths," says G. C. M. Birdwood. On the 
testimony of Megasthenes we may hold that the flowered 
garments of the finest muslin, which came to be known as the 
Jamdani in the Mughal period, can be traced far back to the 
Maurya period (c.321-185 BCE) or even earlier (Birdwood, 
1988, pp. 235; cited in Glassie and Mahmud, 2008, pp. 351-
352). The word Jamdani is of Persian origin; ‘Jam’ meaning 
flower and ‘Dani’ meaning a vase (Sundarisarees, 2015). Also, 
there is another etymological explanation of the origin of 
the word Jamdani, but according to popular belief, the word 
is of Persian origin, derived from ‘jama’ (cloth) and ‘dana’ 
(woven motif) (Dawn, 2011).  Traditional art of Jamdani 
weaving considered as a textile of excellence for its super fine 
qualities (Glassie and Mahmud, 2008). However, production 
of traditional Jamdani by local weaver communities often 
tends to become too traditional and old-fashioned, which 
cannot adapt with our modern social life. Moreover, some 
weavers use polyester yarn and chemical dyes instead of 
cotton yarn and natural dyes which are completely changing 
the nature and purity of Jamdani (Hossain, 2015, Interviewed 

on 8/12/2015).  Therefore, this research seeks a way to 
revitalize the traditional weaving techniques with new natural 
yarns and design motifs to make it suitable for modern-days 
consumers.   Moreover, traditionally Jamdani is not serving 
versatile purposes; at present, it serves the purpose of only 
making traditional women garments, namely, sari. Thus, in 
this research, Jamdani fabric have been designed in a way so 
that it can be used for different purposes rather than used only 
as traditional Bangladeshi women cloths (saris). 

RESEARCH OBJECTIVES

Traditional Jamdani is not serving the versatile purposes. 
Therefore, the research aims to explore new natural yarns 
and design motifs to make Jamdani suitable for modern-days 
consumers. 

RESEARCH QUESTIONS

For this research, I have identified two research questions:
1.What are the existing yarns and motifs used in traditional 

Jamdani?  
2.How can Jamdani be designed for versatile purposes 

using new yarns and motifs? 

RESEARCH METHODOLOGY

In order to answer research questions, I have conducted 
a qualitative research. This qualitative research involves 
collection of data from primary and secondary sources 
and conducting experimental Jamdani fabric design with 
different yarns and motifs. The primary data collected from 
the observation of Jamdani weavers and interviewing them. 
Finally, the yarns were collected from different places of the 
country and experimented in my studio. After experiments, 
final Jamdani fabric samples have been designed as a main 
finding of this research. 

RESEARCH FINDINGS

Jamdani weaving is one of the best sustainable application 
of textile, which uses environmentally friendly weaving 
technique. The handlooms, which are made of wood and 

Society·Economy in Fashion 427



bamboo, used by the weavers are pollution-free. The entire 
process of Jamdani weaving is done by hand. The weaving 
materials, such as yarns and dyes, used in Jamdani are 
also environmentally friendly. The sustainable weaving 
technique and weaving materials along with the arrangement 
of geometric shape, namely motif, produce eye catching 
beautiful Jamdani saris. The research findings on existing 
Jamdani yarns and motifs are as follows. 

EXISTING JAMDANI YARNS

Fibers are the raw materials for all fabrics. Spinners first 
twist fibers to make yarns. The old days Jamdani weavers 
used locally produced two types of fibers: natural fibers 
and manufactured fibers.  Natural fibers come from plants, 
animals, and minerals, and manufactured fibers are made 
from wood pulp, cotton linters, or petrochemicals. In old 
days, the most widely used cotton and silk fibers were the 
raw materials for the Jamdani (Glassie and Mahmud, 2008). 
However, currently, most weavers use cotton and polyester for 
warp yarn. They use polyester to reduce the cost of Jamdani 
(Hossain, Alam, Rubel, and Saidee, 2015, Interviewed on 
8/12/2015). 

EXISTING JAMDANI MOTIFS

Important characteristic of Jamdani is the motifs, which 
are mostly floral and geometric shape, spreading across the 
fabric in a diagonal format. The motifs were unquestionably 
Persian in origin. While the original motifs have survived, 
many new ones have emerged in accord with local flowers 
and plants, or symbols of indigenous origins. According 
to Showkat Ali, (Master Weaver, as cited in Glassie and 
Mahmud, 2008) there are one hundred and sixty motifs. Of 
the many terms used nowadays to denote floral and other 
motifs in Jamdani saris, some are still Persian names. Some 
of the Persian motifs used in the old days are golab buti or 
rose flower, chameli buti or jasmine flower, gul daudi buti or 
chrysanthemum flower, buti jhardar, toradar, butidar, tercha, 
jalar, phuldar, turanj, jamewar-buti, and panna hazara (Glassie 
and Mahmud, 2008).  Butidaar is small floral pattern ornate 
the saris and when the floral pattern is arranged in reclined 
position all over the fabric it is called Tercha (Daily Star 

2008). Also, weavers include design with peacocks, flowers, 
leaves, and vines. When these design cover the entire field 
of the fabric it is called jalar naksha, jhalar, or jaal. Another 
motif name is phulwar and the one with the large flowers 
motif called toradar (ibid.). At present the weavers think that 
the Jamdani motifs belong exclusively to them. They have 
derived their motifs from the environment and everyday life. 
Each motif has its name (Khatun, 2015). Here are the names 
of some designs or motifs that the weavers fancifully or 
minutely create on the ground, expanse or border: angur lata, 
kalka, kach, karalla, dalim, hapai, maduli, dooring, batpata, 
Sandesh phul, chan, kachulata, inchi, hazar moti, ring, 
baghnali, panpata, kajallata, pona phul, mayur, pach, dokla, 
anaras, panphul, tas, seta, chira, jhunjhuni phul, chira, amrity, 
jadushari phul, hushful etc. (Khatun, 2015; Hussain, 2015). 

JAMDANI FOR VERSATILE PURPOSES

As of now, Jamdani fabric is used to make traditional 
women garments. This research attempts to make Jamdani 
fabric in a way that it can be used for versatile purposes. In 
this regards, new yarns and motifs have been explored. Also, 
the density of yarns has been increased in order to make it 
strong fabric, which can be used for making dress materials 
and furnishing materials.  

In this research four yarns, such as local cotton, khadi 
cotton, local silk, and jute cotton have been used to make 
Jamdani fabric samples. Traditionally, local cotton and silk 
have been used to make Jamdani. Here, two new yarns, 
namely, khadi cotton and jute cotton yarns have been 
introduced. 

KHADI COTTON YARN

Khadi is a hand spun yarn. It is made by spinning the 
fibre on the instrument known as charkha. It is 100% natural 
yarn. Khadi yarn does not have any yarn count number. It is 
classified as thick, medium, and fine khadi cotton (Rastogi 
et al. 2015). Khadi cotton (medium thickness) was collected 
from Chandina, Comilla, Bangladesh for this research.   

JUTE COTTON YARN
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Jute is a natural fibre and called "Golden Fibre" for
its lustre and colour like gold. Bangladesh grows lots of
jute across the country. However, Bangladeshi traditional
weavers or designers do not use jute cotton yarn as textile
manufacturing materials due to unavailability and/or lack of
knowledge. Bangladesh Jute Research Institute (BJRI) have
developed this jute cotton in a pilot scale by blended jute with
cotton in the ratio of 50:50. The jute cotton (60 count) was
collected from BJRI for this research.

SILK YARN 

Bangladesh has a long history in silk production because 
of its agro-climatic advantages. The finest quality of silk is 
produced in Rajshahi, the northern district of Bangladesh. 
The silk yarn (120 count) was collected from local market for 
this research. 

COTTON YARN

Cotton is one of the most important cash crops in 
Bangladesh after Jute. It is the main raw materials of textile 
industry. However, only 5% of annual demand of raw cotton 
for textile industry is grown in Bangladesh and rest amount 
of raw cotton is imported to meet the local demand (Shazzad, 
2012). Cotton yarn (80 count) was collected from local 
market for this research. 

MOTIFS DESIGN

In the research, three new contemporary motifs have 
been designed. These motifs have been used for decoration 
purposes for making Jamdani fabric. The motifs are: river 
wave, water lily leaf, and hilsha fish.  The three new motifs 
design inspiration have come from Bangladeshi culture and 
environment. River wave motif has come from the idea that 
Bangladesh is a riverine country. So, Bangladeshi people are 
very much accustomed with the river wave. The motif design 
inspiration of water lily leaf has come from the fact that water 
lily is Bangladesh national flower. In the monsoon season the 
water lily grows naturally in the low-lying areas. Similarly, 
the hilsha fish is Bangladesh national fish which grows in the 
marine, estuarine, and riverine environment of Bangladesh.  

JAMDANI SAMPLE DESIGN

The main research findings are the following three design 
samples of Jamdani fabric.  

DESIGN ONE

Design sample one is a 2.38 meter X 0.89 meter Jamdani 
stole. In this design, silk (120 count) has been used for warp 
yarn and cotton (80 count) has been used for weft yarn and 
extra weft yarn (design yarn). In addition, hilsha fish shape 
and river wave symbols have been used as motifs. Two 
different sizes hilsha fish shape and unique river wave have 
been used repeatedly in the both bottom lines of the design. 
In the body repeated dots have been used all over the stole, 
which has led to a regular rhythm for creating the illusion of 
space. Moreover, the dots have been repeated with circular 
shape around a central axis which continued until it touches to 
the edges.  In colour treatment, raw yarn colour has been used 
for fish motif, surface, and white dots, and blue gradation has 
been used for river wave line motif. This artwork elements 
have assured the relationship between the elements and its 
background that has displayed its unity. 

 

   Fig 1: Design One- Jamdani 
Stole 

Fig 2: Design One – White dots and 
Hilsha fish and river wave line motifs

Fig 3: Design One – Close up photo of hilsha fish and
 river wave line motifs 
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DESIGN TWO
Design sample two is a 2.43 meter X 0.92 meter Jamdani 

stole. In this design, silk (120 count) has been used for 
warp yarn and jute cotton (60 count) has been used for weft 
yarn and extra weft yarn (design yarn). In addition, vertical 
decorative line unit has been used as river wave motif, which 
has created kinetic rhythm in the design. River wave motif 
has been used repeatedly in the edges of the design, which has 
given the sense of ascending power and vertical extension. 
In the bottom lines, repeated horizontal lines have been used 
to break the rhythm of vertical decorative lines.  In colour 
treatment, raw yarn colour has been used for surface and 
earthy brown gradation has been used for vertical decorative 
line motif and repeated horizontal lines. Also, yarn art has 
been used for designing yarns. The combination between 
earthy brawn colour gradation and raw yarn colour have been 
given brightening and high artistic value to the design, which 
presents the sense of richness, gravity, and balance. 

 

DESIGN THREE
Design sample three is a 2.51 meter X 0.94 meter Jamdani 

stole. In this design, silk (120 count), cotton (80 count), and 

cotton khadi (middle thickness) have been used for warp yarn, 
weft yarn, and extra weft yarn (design yarn), respectively. In 
addition, water lily leaf shape has been used as motif. Water 
lily leaf shape has been used repeatedly in the both bottom 
lines of the design. This diversity of the artwork elements 
and its positions have assured the visual balance and rhythm 
in the artwork. In the body, repeated dots have been used all 
over the stole, which has led to a kind of regular rhythm for 
creating the illusion of space. Moreover, the dots have been 
repeated with circular shape around a central axis which 
continued until it touches to the edges. In colour treatment, 
raw yarn colour has been used for water lily leaves, surface, 
and white dots, and earthy brown gradation has been used 
for river wave line motif. The raw yarn colour has given a 
sense of comfort in the design. Water lily leaf shapes have 
been distributed on the surface in a balanced way, which has 
created a correlation between motifs and surface.

Fig 4: Design Two - Jamdani Stole  Fig 5: Design Two - Jamdani Stole  

Fig 6: Design Two – 
decorative river wave 

motif 

Fig 7: Design Two – horizontal 
lines at the bottom

Fig 8: Design Three - Jamdani Stole  Fig 9: Design Three – Water lily leaf 
motifs

Fig 10: Design Three – Water lily 
leaf and river wave line motifs

Fig 11: Design Three – Close up 
photo of water lily leaf and river 

wave line motifs
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CONCLUSION
People perceive Jamdani as sari. Traditional weavers think

that new yarns and motifs cannot be used in Jamdani sari.
Because using different materials and motifs could change
the aesthetic value of Jamdani, which will not be accepted
by the buyers. As a result, they will lose their investment. In
this research, it has been shown that the new natural yarns
and motifs have strengthen the aesthetic value as well as
increased the strength of fabrics. Also, the idea of using
jute and khadi cotton with traditional cotton and silk has
increased the diversity of Jamdani fabrics, which will attract
more buyers nationally and internationally. Finally, the new
versatile fabrics (designed samples) can be used for versatile
purposes, such as dress materials (ladies tops, stole, etc.) and
luxury room furnishing materials (curtain, pillow cover, table
runner etc.).
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1, INDUSTRIAL FOREGROUND

Intelligent garment leads the direction of the development 
of future industry. With the post 80s start their role of parents, 
China is entering the new generation of baby-boom; children 
security becomes the focus of attention. The new generation 
parents tend to use the new-tech methods: GPS positioning, 
long distance supervision, LED assistance security, and 
thermal storage and warming etc. But all of these functions 
need electrical power so device charging becomes a burden. 

Our removable intelligent solar energy module emerges as 
the time requires. This module integrates a multi-functional 
chip with the solar energy thin film, combines the multi-
functional package and the solar energy package, and 
builds up the removable intelligent solar energy module 
childrenswear system to meet the needs. 

2, THE APPLICATION OF THIN-FILM SOLAR 
ENERGY PANEL IN FASHION DESIGN 

As a new clean energy, solar energy has great application 
potentials. The monocrystal silicon solar energy has the 
highest photoelectric conversion efficiency and developed 
technology, so one of the future directions of solar energy 
will be the intelligent solar energy thin film. It is soft, thin, 
removable, foldable and stable, with application in areas like 
solar cars, airplanes, airships, buildings, garments and toys 
etc. This design explores thin-film solar energy panel as the 
platform, and integrates technology function into intelligent 
childrenswear design. 

3, ISSUE ON THE STRUCTURE OF THIN-FILM 
SOLAR PANEL GARMENT 

There are many types of think-film solar panel materials, 
so when selecting garment solar panel, force analysis is 
necessary to decide on the best body fit and flexible one. At 
this stage, the mostly used is fixed cut solar panel. 

The placement direction of solar panel should consider 
body parts movements and direction; based on human 
engineering, the structure design should consider both 
comfortability and function. 

4. MATERIAL 

4.1 Event water resistible and breathable fabric e-PTFE: 
E-PTFE fabric has the best water-proof, moisture permeable, 
wind-breaking function to reach body dryness and 
comfortability, also called as “breathable multi-functional 
fabric”.  

4.2 Softshell composite fabric: softshell windbreaker is 
so-called as softshell. Soft is to hard which means multi-
layer composite material of clothing, with the full water-
proof and certain breathing function; Gore-tex and event 
are material examples. Soft is more lightweight than hard in 
terms of, firstly, the fabric being softer and more extendable; 
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secondly, the function. Top softshell often uses windstopper 
material, soft inside, DWR processing outside. The whole 
piece features water-proof function and great wind-breaking, 
breathability and heat preservation. Its water-proof functions 
weaker than Gore-tex and the like. 

4.3 Cuben fiber:Cuben fiber was firstly introduced as 
canvas. The fiber is also used in bullet-proof vest. Other 
applications include yacht sailing, vessel body, camps and 
many outdoor fields. It features being fully water-proof, 
uvioresistant , tearing resistant, heavy strength and light 
weight etc. 

Integration of multi-functional chip and solar energy 
package

5 TECHNOLOGY INNOVATION 

5.1 Integration of multi-functional chip and solar energy 
package 

Use thin-film solar panel as platform, modularize function 
element, integrate function and charging module to realize the 
goal of integration in product and function. 

 
5.2 Removable module structure changes with different 

needs and switched environment. Oriented by different 
settings and functional needs, use the module of self-selecting 
function, reduce the waste of function waiting possibilities 
and maximize the module function. 

5.3 Ultrasonic seamless stitching craft Ultrasonic stitching 
craft uses the produced heat to achieve two layered fabric 
adhesion, which is a new craft and technology. Under 
appropriate pressure, the ultra high frequented vibrating 
welding head produces friction heat and instant fusion on 
the joint surface of two layers, so it is seamless in the whole 
garment. 

5.4  Belt and teeth free zipper Zipper teeth fit directly with 
garment itself to reduce the belt structure to further bond the 
zipper and garment. So the whole garment weight is reduced 
to form a new structure in fabric and auxiliary material. 

6  I N S P I R AT I O N  F R O M  T H E  E L E C T R O N I C 
LABEL CHANGED THE WIRING STRUCTURE, 
CONVENIENT FOR THE INTEGRATION OF MULTI-
FUNCTIONAL CHIP AND THIN FILM POWER.

6.1 Removable intelligent solar energy module
6.2 Use the high frequency seamless technique, adhesive 

the cuben material and zippers
6.3 Solar panel
6.4 Thin film solar energy + multi-functional chips = 

Removable intelligent solar energy module

7. THE PROSPECT 

The integrated thin-film solar panel is clean and renewable, 
which will be the new direction of future resource and 
function development. With the changing lifestyles and 
developed quality of life, the portable resource and intelligent 
scientific and technological equipment will be the popular 
trend. This design explores the needs of future garment 
in childrenswear field, and brings out the new intelligent 
garment idea. 
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BACKGROUND OF THE DOGON PEOPLE AND 
SIRIUS

Amma’s Chaos & Order is an interpretation of the 
“Creation Myth” which tells us the legend of how the world 
came to be according to the Dogon people.  The Dogon 
people live in the rocky plateaus of the Homburi Mountains 
near Timbuktu.  The Dogon migrated from Libya around 
1490 fleeing from invaders and Islamic ruling by settling 
in the Sub-Sahara Bandiagara and Douentza districts of the 
Republic of Mali (Crystal, n.d.).  As a way to separate and 
liberate themselves from the invaders, they created homes 
high on the sandstone cliffs.  The Dogon people were fleeing 
to protect their way of life and religious beliefs which consist 
of oral teachings rather than scriptural as many religions are 
today.  They believe that humanity is in perfect harmony 
with nature and the supernatural (BibiliotecaPleyades, n.d.).  
However, a significant majority do follow Islamic teachings 
today.  While a second majority practices Christianity 
(Wikipedia, n.d.).  

In their original faith, the supreme God is worshipped in 
consultation with lesser deities and ancestral spirits.  The 
key spiritual figures in the religion were Amma, the supreme 
God and his descendants, Nommo and Ogo.  Nommo was 
especially important in the conceptualization of the idea of 
gender among the Dogon.  Nommo was the first living being 
from Amma, and soon he split himself into six sets of twins 
(which is a representation of the human 12-strand DNA) 
(BibiliotecaPleyades, n.d.).  Nommo was an androgynous 
figure both male and female.  Thus the Dogon believe that 
males and female must be circumcised in order to come into 
ones true gender.  They believe that the penis and the clitoris 
are of the male trait and the foreskin surrounding these organs 
is of the female trait.  Thus a male’s foreskin is removed and 
woman’s clitoris is removed before they become reproductive 
members of society.  Another story suggested that when 
Amma created the world he took a lump of clay in his 
hands and flung it in the north and the south.  The flat earth 
produced as a result was a female body with ants as its sexual 
organ and a termite hill as its clitoris.  Amma tried to have 
intercourse with her, but he was bitten by the termite hill, 
therefore Amma excised it (van Beek, Bedaux, Blier, Bouju, 
Crawford, Douglas, Lane, and Meillassoux; 1991); another 

reason for the practice of circumcising women. 
In the event of a tribe member’s death, the Dogon people 

conduct the Youdiou ceremonial dance called “dama;” which 
is said to be necessary in order to call upon the supernatural 
world asking permission for their recently deceased to cross 
over into the this new world in peace.  During the ceremony 
the dancers wear costumes imitating the tingetange, a long-
legged water bird.  The costumes are made of strips of colored 
raffia in bright blues, magentas and yellows.  The stilts worn 
by some dancers are a representation of the connection with 
the higher beings. 

The Dogon are famous for their astronomical knowledge 
passed down through oral tradition and storytelling.  Theories 
say that the people are descendants of the ancient Egyptians 
because of their link and keen knowledge of Sirius.  Sirius is a 
name given to the star from the ancient Greeks,  . Also known 
as the Dog Star or the Big Dog, Sirius is the galaxy’s brightest 
star.  Sirius is actually a binary star consisting of two stars in 
one: Sirius A and Sirius B (Crystal, n.d.).  Sirius A alone is 
twice the size of the Sun.  Sirius is linked with the Egyptian 
goddess Isis: the mother of creation and fertility.  The symbol 
for Isis in the heavens was Sirius and she was regarded as the 
companion and wife of the god, Osiris whose soul dwelt in 
the star of Orion.  Orion is part of one of the brightest nebula 
in the Milky Way (Crystal, n.d.).  The constellation of Orion 
is considered “Amma bolo boy tolo”, “the seat of Heaven”, 
or “Amma’s navel” (Gateway Africa, n.d.).  The daily rising 
(heliacal rising) of Sirius was used by the Ancient Egyptians 
to develop their solar calendar which consisted of 12 months 
with 30 days and 5 additional days, called the epagomenal 
days (Gautschy, 2012).  This calendar totaled 365 days just 
as our present day calendar.  The day in which  Sirius set 
appearing just ahead of the Sun at dawn, was considered to 
be the beginning of the ancient Egyptian New Year (Crystal, 
n.d.).  Originally this day fell in the beginning of July, today 
this day falls in August because of the slow shifting of the 
stars.  Sirius moves closer to the Solar System every year 
and will continue to increase in brightness in relationship to 
the Earth for the next 60,000 years.  The Dogon knowledge 
of Sirius and the overall galaxy is mysteriously complex as 
scientists did not actually see the star until 1862 and the star 
was not photographed until 1970 (BibiliotecaPleyades, n.d.), 
however; the Dogon have known of and been connected to 
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Sirius for thousands of years.  It is said that the Dogon were
taught the mystery of Sirius by the Nommos, who were its
extraterrestrial inhabitants (BibiliotecaPleyades, n.d.).

THE STORY OF THE “DOGON CREATION MYTH”

Research suggested that the story line of the Dogon 
Creation is hard to summarize as it “lacks any ongoing 
storyline” (van Beek, et, al., 1991, p. 140).  The story is 
also slightly different from author to author.  According to 
the “Dogon Creation Myth”, Amma, the supreme God is 
the origin of all mankind and he lived among the celestial 
skies.  Amma created the world by splitting himself into 
two sections:  Ogo embodying chaos/disorder and Nommo 
embodying order and creation.  Nommos are fishlike humans 
who live mostly in water.  They are considered saviors and 
spiritual guardians because they gave life principles to human 
beings.  As described earlier, the Nommo split himself into 6 
sets of twins with the assistance of Amma in order to give life 
to the human race.  The original Nommo was crucified and 
resurrected and it is believed that he will again visit the earth 
(BibiliotecaPleyades, n.d.).  This story is much like Christian 
faith in Jesus Christ, as the savior and the divine deliverer of 
order to sin-filled souls.  A similar deity in ancient Egyptian 
times is known to have lived in the Northern Sea and is said 
to be a lineage of the goddess Isis.  According to the myth, 
Nommos arrived out of the heavens unto earth and taught the 
Dogon people all there was to know of the stars, specifically 
Sirius.  The Nommos also is said to have appointed the first 
Hogon.  The Hogon is the chief priest of the tribe.  Ogo, on 
the other hand, did not appear as a fish like Amma requested 
and he was the only non-twin.  In some stories he appeared 
a as jackal.  In other stories he was a jackal and was then 
reduced to a ‘pale fox,’ sly and deceitful (van Beek, et al., 
1991).  Ogo was said to have descended to Earth on an 
ark along the Milky Way by way of a bridge connecting 
Heaven and Earth (Gateway Africa, n.d.).  As soon as he 
touched down he began wreaking havoc on the land.  Amma 
commanded Nommo to be the twin of Ogo in order to “purify 
the earth and redeem the wrongs of Ogo” (van Beek, et al., 
1991, 141).

THE DESIGN PROCESS AND METHODS

The development of Amma’s Chaos and Order is an 
important work which introduces us to or advances our 
understanding of the Dogon culture.  These people are a 
significant part of human knowledge of astronomy as we 
know it today.  The research questions guiding the design 
process were: 1) How to formulate the concept/story using 
my media of choice: digital printing (contemporary) and batik 
(traditional); 2) How to incorporate elements from the Dogon 
tribal dress without appearing costume-like; and 3) Which 
surface design techniques to use to best represent the concept 
of chaos and order.

The Dogon tribal grab is a plethora of colors ranging from 
magenta to teal, thus the color story of Amma’s Chaos & 
Order is reminiscent of this array.  According to the creation 
myth, the first people were androgynous.  Therefore, a simple 
non-gender specific silhouette was chosen.  As discussed 
earlier, the Dogon people have keen knowledge of astronomy 
and their Amma came from the heavens.  Therefore, the 
body of Amma was represented with a bold digital print 
of the Seagull nebula and Sirius on rayon challis in shades 
of magenta, teals and blues.  Silver embroidery French 
knots were used to add texture on some stars, giving further 
representation of the galaxy and to exemplify the spender of 
Sirius.  

Ogo-chaos was created mostly from bias-cut strips of 
shabori-dyed rayon challis.  These strips were dyed in a 
variety of colors reminiscent of the raffia strips used in the 
costumes of the dama dancers.  Hand-knitted pieces were 
created to add texture and interest to the surface.  Buttons 
were used as well for texture and interest.  All of these 
elements were hand stitched to the base fabric, which was 
also shabori-dyed.  The variety of media in this surface design 
created a very tactile interpretation of chaos.  

As the story goes, the Dogon people were said to be 
descendants of Ancient Egyptians and Nommo had close 
connections with the Egyptian gods.  The Nommo-order of 
this exhibition piece was created in a navy batik hieroglyphics 
pattern that was sewn with crisp vertical pleats.  The 
pattern was first developed as a laser cut template on Adobe 
Illustrator.  The template was used to mark the design onto 
the fabric and then the hieroglyphics were created by hand-
painting batik wax onto the rayon challis.  In order to further 
display the separation of Ogo and Nommo, the silhouette of 
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the garment was created with separating zippers down the 
front and back in order to split the two as Amma did during 
the creation.  Then the zippers can be used to bring the two 
together as Amma requested in the end.  

The result of the conceptualization of the piece shows that 
the complexity of the design can be achieved with strategic 
planning of the parts.  Amma’sChoas and Order contributes 
to the field new knowledge of the Dogon culture and their 
mysterious understanding of Sirius.  The piece also offers 
methods for innovative ways to interpret stories into art and 
fashion.  
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Man and nature existed, and every moment is generating 
contact and interaction. We ascertain the full range of 
environment through various touch points, our human organs. 
Natural landscape is the environment through human visual 
perception in the human brain mapping, while incorporating 
individual psychological, emotional factors, it can be said that 
the natural environment in our minds the visual mapping.

At the same time, the natural landscape is a perspective 
exists in three-dimensional space exists objectively; human 
nature is inherently aesthetic perception of landscape by 
personal preference potential impacts.

‘Star’, the theme of this series is like the full expression 
of human respect for nature and love. Designer try to explore 
design language of objective existence of three interrelated: 
firstly, the association and interaction between man and 
nature; secondly, association and interaction between man and 
the clothing; last but not the least, the interaction of dressing 
associated with nature.

There is a relationship between man and the natural 
environment is the objective, the natural environment 
on people's own role and people respond to the natural 
environment are objectively exist in this world. Human 
perception and behavior through their own discovery nature, 
nature also mapped human behavior.

Discovery natural landscape is the human visual 
perception generally has a magnificent natural landscape, 
shock the audience's visual experience. Through hearing, 
touching, smelling and other senses common to our brain, 
forming impression. The artist has been committed to 
reproduction or creative expression of divine beauty of the 
natural landscape; the designers have also spared no effort to 
draw elements from the aesthetics of the natural landscape 
composed. Manifestation of art is diverse and rich: painting, 
video, architecture, music, literature, etc. can be all-round 
performance from the human perceptual system natural 
charm. Human as the subject of art and design activities 
through personal perception of natural perception system, 
the formation of impressions, and then create interactions 
between the expression of man and nature through personal. 
‘Star’ series is to the image in the form of the natural 
landscape of the elements to human body, the human body 
as a vector to express shock dress photo beauty of the natural 
landscape, the natural beauty and the integration of the 

people.
Strictly speaking costume design does not belong to the 

true artistic creation. It is ‘Star’ series of more appropriate 
description should be application aesthetics. Therefore, the 
process of costume design is a combination of practical and 
aesthetic process. Clothing as an objective philosophical 
sense, we need to associate with people in this body have 
actual existence value, simply need to wear clothing that is 
on top of the body in order to fully demonstrate its beauty. 
Design and internal structure of clothing need to comply 
with ergonomic demands and complex aesthetic needs of 
the wearer. Composite refers to the aesthetic needs of a 
dynamic aesthetic and after combining with the human body 
static clothing aesthetic own attributes. Clothing aesthetic 
can be understood as the clothing of the objective existence 
of visual perception, with the natural landscape, as it is 
also a combination of objective reality exists objectively, 
clothing and clothing associated with the body, combined 
with people's unique psychological characteristics of human 
perception through organ wisdom and intelligence features, 
and produced a series of psychological map. Therefore, 
the visual perception of clothing also has very distinctive 
personal property characteristics, language costume design as 
well.

‘Star’ series is designed to be fully integrated into the 
natural landscape designer apparel and visual perception, by 
extraction and conversion of the natural landscape aesthetic 
constituent elements, combined with exploratory artistic 
expression costume design language. This series of natural 
landscapes of the most shocking, the most mysterious, the 
most to be exploring the stars, the sky is the core element of 
the natural landscape of video works as the basic material, 
clothing colors, images, contour for the performance of the 
key to the digital design and multimedia design language, the 
full expression of the author of the universe Discovery desire 
and longing.

                         

Figure 1-1 Natural landscape 
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The photo works fully demonstrated the mystery of nature,
tranquil beauty. Color and composition and has a strong
visual impact. In addition to the intuitive visual perception,
but also deliver a rich psychological perception. Judging
from the color, hue the entire picture of purple, from purple
color to convey it to pass out of the mysterious, deep, noble
meaning. Purple in traditional Chinese represent sage, regal.
For example, the Beijing Imperial Palace also known as
(Purple) Forbidden City, the purple air comes from the east.
Judging from the images forming, tree silhouette irregular
arrangement of bulk open, both the density, size, shape of
scattered, highly aesthetic rhythm. Therefore Picture selected
for ‘Star’ series of design work.

Then how the great star elements could be integrated into
perfect combination of natural landscapes and clothing?  In
addition to color and image carefully considered and the
use of the external contour of the clothing itself and internal
structural design considerations are required both standard
and human activities to meet the basic functions of aesthetics.
That clothing as visual objects three-dimensional space and
the need of both aesthetic standards such two-dimensional
video images and visual space. So designers need to try to
do as much as possible in determining the overall color and
contour series premise distribution.

Using Photoshop loading image on human body, to get
dressing effects in a short time. Adjusting images which to get
a best visual effect. There are computer-aided design software
can generate simulated 3D effect after input dress clothing
structure and fabrics or source image. But that requires
more precise input structure of the clothing before they can
do it, it is more convenient and simple way you can use
PHOTOSHOP software to do so. By simply process images,
you can try a variety of images and graphics display and color
distribution in the human body dress actual results. This can
be digitized by the late landscape visual image processing,
to achieve the best dressed state. Figure 1-2 is through
simulation of the effect of the initial treatment of the dress, it
can be seen to make some post-processing on the color and
graphics, while such attempts can promote designer again
rethink the design and details of the proportion of clothing
styles. All in all is the principle of balance and aesthetic use
in each dimension.

Rough sketch, proportional and image can be determined 
after further refinement above work. Figure 1-3 shows fine-
turned image of left half of the front panel on jumpsuit. 
Utilizing CAD software to export pieces by the film's graphic, 
and then placed PHOTOSHOP software selected image, 
after the tone and image processing, to the actual situation 
on outstanding costume design aesthetic, a sense of density. 
Garment digital printing technology developed rapidly in 
recent years, in particular kinds of fabrics; digital printing 
effect can be achieved expression of color saturation, image 
fidelity, which enables a powerful tool for designer. More 
accurate positioning pieces distributed via digital printing can 
print precise positioning of the scope and interpretation of the 
human body image after the dress color distribution pattern 
and design. Figure 1-4 shows one of the finished garment 
works of the series.

Figure 1- 2 Software fitting

Figure 1- 3 Left half of the front panel on jumpsuit   
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The garment on model which gives viewer strong visual 
impact. Especially in the use of color to integrated with 
gradient mirroring. Garment’s waist design expressing 
awareness of combination of natural space and horizon.  
Which also reflects the beauty of human body’s golden 
proportions as well designer’s philosophical thinking on 
the natural physical space. At the same time, by adding the 
late decorative language, such as: embroidery, hot drilling, 
diamond decoration and so on, creating a visual as bright 
as the stars shine. Of course, this decorative technique is 
based on big picture which under big shades and a complete 
outline, for purpose of icing on the cake. Unified whole 
series of decorative techniques, accurately grasp the rhythm. 
It all supports the same design language, makes all garment 
are part of series, and each garment also have individual 
highlights and breakthroughs.

Based on philosophical thought on the horizon, and on the 
waist of the deal is designed to focus through the entire series. 
Figure 2-1 below is the series of works the front panel and 
two shirt sleeves slice pieces printing drawings and the final 
effect of clothing. 

This series are extracting elements of natural landscape 
in the sky, the horizon, the sun and other elements through 

technical processing image. The use of digital printing 
technology transfer approach, combined with draping contour 
shape, and ultimately presented on garment visual effect is 
three-dimensional, well-rounded. Especially in the pieces of 
pattern and color convergence requires the full attention of 
the structural characteristics of clothing. Attempts from three-
dimensional representation of three-dimensional perspective 
of the natural landscape projected on the human body. That is 
in the process of image processing needs to take full account 
of the proportion of the body structure with suitable dress. 

Bottoms of this garment is utilizing digital prints on both 
organza fabric and underlying fabric which generated overlap 
of light and shadow projection. Similarly on the surface and 
bottom fabrics are supplemented with hot drill and diamond 
embellishment, the size and color of choice according to the 
tone and structure of selective arrangement, in the course of 
action in the body, combined with lighting projection, illusion 
effect is obvious and extreme rhythmic beauty.

The new digital design technology can bring more design 
expression, the use of special light-absorbing, reflective 
fabrics, lighting can be combined with multimedia equipment, 
a visual image is projected on the landscape, while the 
projection dress wearer and the environment to produce 
more levels visual perception. Fabric-based digital image 
projection is not a new technology, European fashion designer 
starting adopt this new technique in the early twenty century. 
Nevertheless, it’s worth noting that this technique and tactics 
in the new century and no disruptive change and leapfrog 
development. The premise is that we do not discuss here, 3D 
printing technology, materials improvement and progress is 
just one aspect. 

Figure 2-1 Panel printing drawings and garment

Figure 2-2 Philips Design, Bubbelle and Frisson dresses,2006

Figure 1- 4 Finished garment works of  jumpsuit
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Designers in the process of continuous innovation to try to
change the main material of fabric and projection form. For
example, adding conductive system and lighting system in the
clothing materials, and to enrich clothing visual perception
through optical technology.

Designers follow same basic structure and contour shape
in designing a series of garment. But to applying different
reflective fabric material, use of light projected series of
images differently for each garment.

The show culminated in a virtual print display (opposite),
where sequential 3D moments of imagery were created in
digital code and then projected onto the ‘blank canvas’of the
dresses. The idea was to create a print that was not fixed in
time, but rather virtual and ever changing.

Such as Diesel’s l iquid space show in 2008. By 
utilizing aerosol and projector to show its series of virtual 
dynamic image. The actual situation and white, rendering 
the atmosphere, the relationship between people and the 
environment to maximize performance.

‘Star’ series’ early design is still positioning pieces 
and using digital printing technology. This technology 

also the world's most widely use approach by designers 
in recent years. Especially digital printing combined with 
the designer’s typical positioning profile shape to shape, is 
not only to convey the designer's attitude but also for the 
commercial production of inexpensive design techniques. 

Digital printing combined with draping shaping the series 
of design techniques. Designers use computer technology to 
simulate the design sketches based on the effect of clothing, 
then 3D draping shape series profile shape, and then scan 
cut the sheet into the computer to do a digital version 
locate prints. Eventually, combining of using of a variety 
of materials and a wealth of decorative techniques which 
supports designers to achieve the desired objective.

Looking to the future, with the continuous development of 
technology, combined with 3D printing technology matures, 
apparel fabrics and contouring can be a print produced by the 
earlier procedures and instructions embedded in the computer. 
Let’s imagining, the production of fabric could be done via 
computer screen which based on user's selection as arbitrary 
change color and pattern, then the annual autumn series of 
costume design is not to look too old? Under if the user can 
select a garment in the case of their own basic style outline 
design or choice of clothing fabric texture, color, pattern, 
decoration, etc., it must be very worth the wait!

Figure 2-3 Hamish Morrow ‘Beauty of Technology’Spring/Summer 2004 
With Warren du Preez, Nick Thornton Jones and UVA

Figure 2-5 for the ‘Star’ part of a series of clothing works. 

Figure 2-4 Diesel, ‘Liquid Space’ Spring/Summer 2008
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Abstract

Today the environmental problems have become more and more serious in global world.  Textile and fashion industry has a strong relationship with the 

economic development. But a huge cost, including the high consumption of resource, energy and the heavy destroy to the ecology environment is behind the 

achievement of the fashion industries. So sustainability has become more and more significant for the apparel production industries (Herva, Marta, Antonio 

Álvarez, and Enrique Roca, 2014).  Laser technology has lots of advantages and has been applied in today’s textile manufacturing industry widely (Yuan, 

Jiang, Newton, & Au, 2013). It is not only because it has high efficiency and accurate operability, but also because it has endless potential of sustainability (Yuan, 

Jiang, Newton, & Au, 2013). 

The talking about carbon footprint and jeans lifecycle is endless. Lots of great denim design and fashion catwalk that has inspired entire generations to wear 

jeans as their favorite pants. Sustainable denim design and eco-jeans design are supposed to be the new jeans' revolution. Today more and more fashion and 

textile designer put their focus on designing denim fabric that can use less water and chemicals. However, jeanswear is regarded as having one of the worst 

environmental and ethical footprints.

This design is a tapestry design which belongs to textile design but it can be a great example for jeans design in the future. As a further reference for jeans 

design, eight methods are chosen to apply to this design: laser cutter, laser etching and laser engraving, bleaching, painting by bleaching, patching, sewing line 

decoration, embellishment and hand-making ornaments. 

Key words: Sustainability, Laser Technology, Denim Finishing Methods, Tapestry Design, Pattern Design
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1.I NTRODUCTION

1.1 Corporate social responsibility and sustainability in 
textile and fashion industries

There is an accurate definition of CSR(Corporate Social 
Responsibility) is “the integration of business operations and 
values whereby the interests of all stakeholders, including 
customers, employees, investors, and the environment are 
reflected in the organization’s policies and actions” and 
“the obligation of the firm to use its resources in ways to 
benefit society, through committed participation as a member 
of society, taking into account the society at large, and 
improving welfare of society at large independently of direct 
gains of the company” (Carol et al. 2004).

In current textile and fashion industries, the definition of 
CSR is well known for the business and enterprises, but it is 
a pity that the level of practice of CSR for most companies is 
still at an early stage. At the same time, no matter enterprises 
or investors, they usually focus on the amount of money what 
a company makes or how many honors an enterprise has.

Business and enterprises should put more attention 
on the dynamic integration between the corporate social 
responsibility and the longterm development strategy. Also, 
they should combine their competitive advantages with 
corporate sustainability (Herva, Marta, Antonio Álvarez, and 
Enrique Roca, 2014). Enterprise’s CSR is both a significant 
approach and an important content for company’s sustainable 
development. Only carry out the CSR sustainability in 
practice efficiently can managers make an enterprise survive 
and develop in the society instead of gaining honors through 

money easily. 
Compared with the developed countries, some developing 

countries, for example, China is obviously short of enough 
advanced science, technology, equipment and management 
mode, which make the apparel industries in China are in the 
dry tree state for a long time (Rong, Wan and Chen Ying, 
2003). In other words, the industrialization in China is still 
in the initial phase and all the advantages we have are large 
raw material sources and enough labor sources. It is difficult 
to compete with those developed countries and make more 
profits.  

It’s necessary to use the green energy resources and adopt 
the manufacturing technique and facilities with low waste and 
high recycle rate (Berkhout & Smith, 1999).  What’s more, 
the factories or enterprises should not use the poisonous raw 
materials and auxiliary materials (Jianpei, 1994-2014). They 
should produce the products reasonably, which is harmless to 
the environment and easy to recover and recycle by a clean 
and health way. And this way is a long journey, because in 
today’s textile and apparel market, companies are lack of 
impetus for sustainable manufacture or production and the 
environmental awareness of people is too weak to form the 
mainstream value (Rong, Wan and Chen Ying, 2003). The 
green and environmental products are usually marked high 
price so they may in an inferior position in Chinese intense 
market competition.   

1.2 Laser technology in textile and fashion sustainable 
design

The year 2015 is called “International Year of Light and 
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Light-based Technologies”, which proposes to commemorate 
the great achievements of light science and its huge 
contributions to industrial production sector (Bogue, 2015). 
Laser technology, as one of the most important light-based 
technologies, has rapidly developed an efficient and advanced 
method in industries and manufactures in different fields 
(Bogue, 2015). 

The application of lasers in contemporary industrial 
processing of materials is becoming more and more 
significant. Different laser sources decide what type of laser 
machines that the industries can mainly use. There are three 
remarkable laser technologies among the variable lasers 
produced now, which are CO2 gas laser, fiber laser and Nd: 
YAG laser (neodymium-doped yttrium aluminum garnet). 
Many different kinds of lasers can be applied to the textile 
manufacturing industry while CO2 lasers are mainly used 
among all the laser technologies with its various values 
(Yuan, Jiang, Newton, & Au, 2013). As a dry and clean 
technology, the CO2 laser is the most efficient and suitable 
laser for textile materials, which are not good at conducting 
heat and electricity, because textile materials can absorb the 
wavelength of CO2 laser easily (Yuan, Jiang, Newton, & Au, 
2013). 

Since 1990s, laser technology has already appeared 
in textile manufacturing industries. With a rapid speed 
of scientific progress, this technology has a continuous 
improvement so that it can be used widely in textile and 
fashion areas (Yuan, Jiang, Newton, & Au, 2013). High 
efficiency and accurate operability are two main reasons 
that laser technology is widespread used (Brichtová, 2007). 
Laser treatments are high quality in textile fields and they are 
divided into three main types: laser etching, laser engraving 
and laser cutting (Esteves & Alonso, 2007). What’s more, 
endless potential of sustainability is the biggest feature of 
this technology in the long run (Yuan, Jiang, Newton, & Au, 
2013).

Usually, for traditional wet processes such as digital wax 
or ink, the demand of water is pretty high (Esteves & Alonso, 
2007). What’s more, inks, various kinds of chemicals and 
solvents are produced a lot in this process (Chan, Yuen, 
& Yeung, 2002). However, as a controlled process, laser 
technology can be operated precisely and it can provide 
a meaningfully beneficial environmental effect because it 

doesn’t need water, inks, chemicals and solvents (Esteves 
& Alonso, 2007). In the meanwhile, laser technology has 
relatively higher conducting speed besides generates little 
waste as well as less energy (Brichtová, 2007). 

1.3 Sustainable design in denim fabric and jeanswear
Denim is one of the most popular fabrics in today’s 

textile and apparel product market because of its special 
surface characteristic and structure. Jeanswear is regarded 
as having one of the worst environmental and ethical 
footprints. Reducing water consumption in denim processing 
is important. Guangdong which is called The Base of Jeans 
Industry in China has thousands of jeans industries. However, 
because many industries are short of enough advanced 
science, technology, equipment and management mode, 
they are not doing well in protecting the environment. As 
reported, rivers and other waterways near these factories are 
heavily polluted with chemicals used for dying, printing, 
bleaching and washing, even heavy metals can be found. 
Some estimates suggest that producing one pair of jeans 
requires more than 2,500 gallons of water, nearly a pound of 
chemicals and vast amounts of energy. 

Sustainable denim design and eco-jeans design are 
supposed to be the new jeans' revolution (Berkhout & 
Smith, 1999). Nowadays, more and more textile and fashion 
designers focus on the denim finishing methods. Designers 
have deep love for utilizing each characteristic of denim to 
explore some interesting founding (Dascalu, Acosta-Ortiz, 
Ortiz-Morales & Compean, 2000). At the same time, people 
are chasing more personalized lifestyle so it’s a must for 
designers to create unique designs which can meet people’s 
needs. Laser technology offers new possibilities for making 
production more simple and efficient with the minimal use of 
water, bleach and chemicals (Dascalu, Acosta-Ortiz, Ortiz-
Morales & Compean, 2000). 

2. DESIGN PROCESSES 

This tapestry design is a good attempt of sustainable and 
environmentally-friendly design for denim fabric. Though it 
is a textile design but it can also be used as further reference 
for jeans design in the future. 

The tapestry is made by two types of denim fabric. One 
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Adobe Photoshop which can measures the size of each part
in the sketch, designer can calculate the actual size of each
piece.

In this design I plan to use different methods to deal with
these two kinds of denim fabric so that I can get different
surface modification results. As a further reference for jeans
design, eight methods are chosen to apply to this design: laser
cutter, laser etching and laser engraving, bleaching, painting
by bleaching, patching, sewing line decoration, embellishment
and hand-making ornaments. The laser machine used for this
design is Universal Laser System Machine (Figure 3).

 
Some of surface modifications should be on purpose but 

some of them are going to be occasional. By this way, I can 
create lots of texture patterns that can show the best of these 
amazing effects. At the same time, some surface effects 
that I can never imagine but I did create can give me more 
inspirational ideas so that they can stimulate me to improve 
or modify my design better. For some surface modification 
methods, tests are needed to see if they have accurate settings, 
or if they can achieve my design purpose, or if they can 
match my design sketch, or if they can fit for the anticipation 
of designer.

Laser etching is a great way to give denim fabric a 
concrete and accurate surface pattern which can show every 
detail. This is very similar to the digital print method that 
can print surface patterns on the fabric except that laser etch 
can’t give every color of your original design to the fabric but 
only one color with different shades. Because laser etching 
is a physical surface modified method. Setting of the power 
of etching is important. Too much power will cause more 
serious destroy of fabric, while too less power will cause the 

shows blue color and the other one shows black color. The 
pattern on the tapestry is inspirited by the vast galaxy and 
luscious polar lights. This concept is expressed through using 
geometric patterns whose shapes resemble galaxy and polar 
lights. For example, some circle patterns mean different sizes 
of planets, the biggest circle one with triangle edge stands for 
the sun, long and stagger bright stripes mean polar light, little 
circles mean little stars with different sizes. Concept board 
and inspiration board are made by Adobe Photoshop so that 
they can guide all the motifs of design and give a previous 
feeling of the final product. The concept board and inspiration 
board are as follow (Figure 1):

                

According to my concept board, I sketched several layouts 
and calculated the size of every piece of pattern.  One of my 
sketch which has been decided is as follow (Figure 2):

 

The dimension of tapestry that the design was going to 
make is about 200 cm*80 cm*2cm. By using ruler tool in 

Figure 1 Concept Board and Inspiration Board

Figure 2 Sketch of Design

Figure 3. Universal Laser System Machine

Society·Economy in Fashion 447



engraving. The pattern should consist of single line so that
the laser lens can recognize and trace the line to engrave the
pattern on the fabric.  Then designer has to set the color of
each line to RGB blue color using Adobe Illustrator software
under the RGB color mode (Figure 5). In the same way,
designer needs to input the design files into the Universal
laser system control panel. Next, designer also need to make
sure the engraving speed is 100% and 500 PPI in the manual
control. After setting the correct power data, place the denim
fabric on a honeycomb cutting table in a cabinet and adjust
the accurate position of the pattern by Laser Focus View
function. At last, designer can conduct by clicking the Star
button to laser engraving the surface pattern on the denim
fabric. After washing the denim fabric engraved, it will show
great surface texture along the line by designing. Here is an
example of laser etching for denim fabric (Figure 6):

Laser cutting also needs right setting of power otherwise 
the laser can’t cut the denim fabric totally. It’s necessary to 
get the well-cut pieces by laser cutting thus the edge of them 
can be neat and clear without fuzzy threads. Too much power 
will cause much more laser energy to the denim fabric surface 

un-clearance of surface pattern. Only the accurate power can 
make the denim fabric get the best color.

The processes of laser etching for denim fabric are as 
follows. Firstly, designer create a design pattern for laser 
etching and then designer has to convert the color mode of 
pattern to the greyscale using Adobe Photoshop or Adobe 
Illustrator software. Designer can adjust the contrast and 
levels to make the pattern clearer.  Thirdly, designer needs to 
input the design files into the Universal laser system control 
panel. Next, designer need to make sure the etching speed is 
100% and 500 PPI in the manual control option because the 
fastest speed and specific PPI can guarantee the efficiency 
of working according to the time management of design. 
After setting the correct power data, place the denim fabric 
on a honeycomb cutting table in a cabinet. Designer needs to 
adjust the accurate position of the pattern so that the pattern 
can be etched the right place on the fabric. Laser Focus 
View function can help a lot when designer try to find the 
best location identification of the laser etching area. At last, 
designer can conduct by clicking the Star button to laser etch 
the surface pattern on the denim fabric. Here is an example of 
laser etching for denim fabric (Figure 4):

      

For laser engraving, the power of it is also very critic. 
Laser engraving can give denim fabric very beautiful broken 
effect. However, too much power will cause much more 
laser energy to the denim fabric surface so that the fabric can 
easily get broken. At the same time, too less power will not 
allow the effect to be showed clearly after washing. Only the 
accurate power can give the denim fabric best effect.

The processes of laser engraving is similar with laser 
etching. Firstly, designer create a design pattern for laser 

Figure 4 Laser Etching on Denim Fabric (Front and Back Side) 

Figure 5 File Setting for Laser Engraving (RGB Blue, 0.001 pt. stroke)

Figure 6 Sample of Laser Engraving on Denim Fabric 
(Front and Back Side) 
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so that the fabric can easily get fired. Too less power will not
cut the denim fabric totally.

The processes of laser cutting for denim fabric is very
similar with laser engraving.  Designer also needs to create a
design patter that consists of single line so that the laser lens
can recognize and trace the line to engrave the pattern on the
fabric.  The difference is that designer has to set the color of
each line to RGB red color using Adobe Illustrator software
under the RGB color mode instead of RGB blue color (Figure
7). The rest of processes are the same with laser engraving.
Here is an example of laser etching for denim fabric (Figure
8):

To achieve the best effect, no matter laser cutting, laser 
etching or engraving test, designer need to use different 
settings which can give different levels of intensities to deal 
with the denim fabric. After getting all the samples, designer 
has to make a comparison among the samples so that the 
desirable samples can be selected and the specific setting data 
can be recorded for further reference and use. A collection of 
laser etching samples which are used to test the best setting of 

laser etching are shown as follows (Figure 9, 10, 11): 
 

Combining with painting as well as tie-dyeing skills, 
Bleaching is a magic way to design the surface of denim 
fabric.  The bleaching chosen in this design is household 
bleaching. By adding different yields of water, the 
concentration of the bleach can be modulated so that it can 

Figure 7 File Setting for Laser Cutting (RGB Red, 0.001 pt stroke)

Figure 8 Sample of Laser Cutting on Denim Fabric

Figure 9. Layout of Universal Laser System Control Panel
 (Lion Picture is from Online)

Figure 10. Setting Page

Figure 11. Sample of Laser Engraving
Combining with painting as well as tie-dy

Society·Economy in Fashion 449



bleach the denim fabric more or less. Brushes of different 
sizes are used to draw, or splash, or brush, or sprinkle, either 
by design or accident. The painting process is like drawing 
by watercolor, freely and easily but the result is amazing and 
beautiful. 

Also, design can combine tie-dyeing skills with bleaching. 
Tie-dyeing is a traditional textile dyeing technique which 
shows strong folk art styles. Tie-dyeing is also a special 
method to print flower patterns on the fabric (Ateljevic & 
Doorne, 2003). As the name suggests, this process is divided 
into two parts: tie and dye. Tie refers to making the fabric into 
certain shapes by pinching, creasing and flanging it according 
to the flower patterns (Ying, 2013). Then, they are going to be 
sewed or tied tightly together to make a bunch of knots. The 
aim of tying the knots is to dye the untied part while retaining 
the original color of the knotted parts. The tighter the knots 
are tied, the better the effect of the color printing will be 
achieved. After tying the denim fabric, designer can dip them 
into the bleaching for suitable time. 

After painting or tie-dyeing, designer needs to wash them 
to remove the extra bleaching in case those fabrics become 
yellower color. 

In addition, even all the pieces are made according to the 
design sketch, after getting all the pieces, designer still need 
to lay out all the pieces of denim fabric by before-mentioned 
ways on the ground and then adjust them again and again 
till the whole layout looks like in a comfortable and color-
balanced state. The stitch glue can help to stick all the piece 
together temporarily so that it easier to use sewing machine to 
sew them together. 

It’s worth noting that most pieces of denim fabric have 
specific sewing lines which can add more details.

The pictures of final product and details are as follow 
(Figure 12, 13). 

 

Some sketch and surface patterns that are used in this 
design (Figure 14, 15, 16).

Figure 12 
Details of Final Product

Figure 13 
Final Product

Figure 14 Sketch and Surface Patterns for Laser Etching
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Figure 15 Surface Patterns for Laser Engraving

Figure 16 Surface Patterns for Laser Cutting
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