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Professor Robyn Healy (PhD)

CHAIRPERSON OF IFFTI 
ASSOCIATE DEPUTY VICE-CHANCELLOR LEARNING, TEACHING AND QUALITY 
COLLEGE OF DESIGN AND SOCIAL CONTEXT 
RMIT UNIVERSITY  

2021 was a year that marked an important milestone for IFFTI with Pearl Academy, India staging the first 
digital conference Fashioning- Resurgence our time is NOW. The 23rd IFFTI conference and associated 
events was welcomed in bringing together the IFFTI community during challenging times, with stimu-
lating forums for sharing ideas, research, learning and teaching practices. 

The pattern of IFFTI’s annual face to face conferences was disrupted with the impact of COVID-19 (coro-
navirus) with the emergence of many government travel restrictions and local lockdowns. After the 
cancellation of 2020 IFFTI conference at Kent State University, USA we looked at other ways to engage 
with each other.  

IFFTI congratulates Pearl Academy, India for delivering IFFTI’s first online conference. An initiative pro-
posed by previous President Nandita Abraham, and passionately led by current President Aditi Sri-
vastava and her team including Antonio M. Grioli, Seema Mahajan and Neha Dimri. The conference 
addressed critical issues facing the fashion industry and enabled forums to contend with current and 
future practices explored by speculative, transformation and iterative propositions through the sub-
themes: The Emergent, The Urgent, and The Incumbent.  

Pearl Academy arranged a series of events in the build-up to the main conference, including research 
and education workshops, student events and awards, networking roundtables, industry presentations, 
delivered as digital events, mindful of different time zones and interests. For the main conference, in-
spiring keynote speakers included Orsola de Castro, Founder and Creative Director, Fashion Revolu-
tion, Ganesh Subramanian, Founder and CEO Stylumia, Pascal Brun, Head of Sustainability, H & M brand 
and Sunl Sethi, President Fashion Council of India, with presentations recorded and made available on 
the conference website. Pearl Academy explored new ways of engaging with the IFFTI community and 
the success of these activities will influence future conferences as we adopt the best use of online and 
face-to face experiences. 

Finally, I would like to thank the late Commodore Vijay Chaturvedi (Retd) Secretary- General of IFFTI, 
(this was his last conference) for his dedication and passion in supporting IFFTI over many years. He was 
highly respected by colleagues across the world, great friend and mentor to many.  

His legacy continues, ingrained in the workings of IFFTI, sharing practices and sustaining deep relation-
ships across the education community. 

PrefacePreface
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Antonio Maurzio Grioli

DEAN OF SCHOOL OF FASHION
PEARL ACADEMY, NEW DELHI

The 23rd Annual International Foundation of Fashion Technology Institutes (IFFTI) was held in India 
and was hosted by Pearl Academy. The theme of the annual conference was “Fashioning Resurgence: 
Our Time is Now”. A major goal of the conference was to bring together academicians, designers, 
experts and students from the industry for discussing transformative ideas and action in the field of 
Design, Education and Fashion Industry. The members of the conference exchanged and shared their 
experiences and research in the varied aspects of design, fashion, media and business. Discussion 
revolved around the practical challenges encountered and the solutions adopted by the industry. The 
conference explored the possibilities of three kinds of temporalities: The Emergent; The Urgent; and 
The Incumbent.

The 23rd IFFTI, Pearl Chapter was both stimulating and informative with the participation of an extremely 
experience set of invited speakers from all over the world. Delegates with a wide range of expertise 
were invited and conducted sessions in the domain of fashion and design. The conference consisted 
of invited sessions, and technical workshops along with discussions with eminent speakers covering a 
wide range of topics in the field of fashion, design, media and business. The conferences provided the 
opportunity to all attendees to meet and interact with one another.

Pearl Academy would like to thank each and every person involved, members of the program committees 
and reviewers for their valuable time and effort for making IFFTI, Pearl Chapter a huge success. Special 
thanks to the staff and faculties of Pearl Academy for supporting in smooth functioning of the conference 
in various capacitiess. We would also like to thank all the IIFFTI secretariat, research committee, member 
institutes, authors, reviewers for their valuable contribution towards the conference.

InroductionInroduction
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Abstract

“The industry is quite old fashioned so to say, and with every step in the value 
chain there is an opportunity to leverage technology and digital to improve 
processes. So that’s something we understand as Fashion-Tech, that we can 
use technology and digital in every step of our value chain from design to 
selling, B2B and end consumer, and make that more efficient and better and 
sustainable.” (PVH, 29 June 2020)
“Covid-19 will completely re-shape and re-focus the Fashion and as 
consequence the Fashion-Tech market, curricula and employability profiles” – 
Eng.D. Enrico Cozzoni (PhD), (Grado Zero June 2020).
In light of COVID-19, devastating impacts to the fashion industry have forced 
businesses to accelerate, change and evaluate options to transform and 
respond to many challenges and difficulties. It is acknowledged that Fashion-
Tech is operating in the context of a rapidly changing landscape for both the 
world, and fashion business and jobs. The integration between fashion and 
tech sectors has enabled a systemic shift in the fashion industry towards new 
business models, revenue streams, and improved sustainability and circularity. 
Fashion-tech when integrated across the full breadth of the supply chain 
leverages data is creating smarter and more sustainable products and services. 
In larger companies, fashion-tech incubators and start-ups are leading digital 
processes and upskilling, influencing and infiltrating within the business. The 
fashion designer having 3D design skills has become essential for current and 
future fashion-tech jobs. Finally, the focus on technical innovations for textiles 
and product development is directly linked to sustainable production and 
consumption.  This paper is presenting the first outcomes of FTAlliance, an 3 
year Erasmus + Knowledge exchange project based on academia-industries 
partnership (2020-2022) and  aimed to facilitate the flow of knowledge and 
co-creation within the Fashion-Tech sector and universities to boost students’ 
employability and innovation potential. The project consortium comprised 
twelve full partners and 1 associate partner from six countries: 5 fashion, 
design and engineering Higher Education Institutions (HEIs), 2 large fashion 
and apparel enterprises, 6 SMEs representing the Fashion-Tech ecosystem and 
the different supply chain segment and 1 Research Technology Organisation. 
Grappling with the concerns and global impact on the health, safety and 
vulnerability of employees and job stability, HEI partners worked in collaboration 
with industry partners to co-design different focus groups to discuss the future 
of Fashion-Tech. This paper shares research findings of these focus groups, 
outlining an integrated and embedded approach for interactions of HEIs with 
industry, guidelines on new pedagogical approaches and future job roles. 
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Introduction
For more than a decennium, an integration between fash-
ion and tech sectors is taken place. The digitalisation of the 
fashion industry is enabling a systemic shift in the fashion 
industry towards new business models, revenue streams, 
improved sustainability and circularity, but it also has an im-
pact on the job roles and company structures needed to 
make this transition successful. With Covid-19, this transi-
tion into new job roles and company structure has become 
even more urgent. ‘The pandemic has occurred at a mo-
ment when manufacturing technologies are leapfrogging 
forward. Particularly when compared to other manufactur-
ing industries, apparel production has a great deal of room 
to digitise and reap the benefits’. (Lund, S & Mekala, K 2021 
p 81).
The aim of FTAlliance, an Erasmus + 3-year academia-in-
dustries partnership project (2020-2022)1 was to further 
explore and build relationships and mutual understanding 
between HEIs and companies, to ensure the talent pool 
graduating from universities across Europe is equipped 
with the relevant high-level skills and profiles to respond 
to the current and emerging needs within the area of Fash-
ion-Tech.  The project is addressing to outline future direc-
tions of the industry and future job roles required. At the 
same time, it is exploring and defining guidelines on new 
educational approaches for HEIs course portfolios. Due to 
Covid-19 all mobility’s and visits had to be modified into 
digital workshop and meetings executed in May 2020. This 
paper shares the first research outcomes from the three fo-
cus groups series dedicated to future job roles, educational 
guidelines and pedagogical approaches.

Focus group set up and aims
FTalliance is building on a previous project “Education-
4Fashion-Tech: Interdisciplinary Curriculum for Fashion in 
the Digital Era” (E4FT) (2017-2020)2 with a focus on interdis-
ciplinary skills through both design, business and technol-
ogy-driven innovation learning modules (E4FT.eu, 2018). 
One of the aims of the FTalliance project was to gather feed-
back from industry on this Edu4FashionTech curriculum and 
secondly to discuss and scope future directions of the fash-
ion industry. What kind of new job roles in Fashion-Tech  are 
required? How can we define skills of the future to generate 
an understanding of the role of Fashion-Tech in employabil-
ity and future opportunities for graduates?
The three HEIs (UAL, HB and ESTIA) worked collaborative-
ly with one industry partner(s) from the consortium to de-
velop bespoke focus groups3 – each exploring a different 
subject specific theme elevating Fashion-Tech strengths of 
the industry partner(s). By exploring different territories and 
directions in Fashion-Tech, the consortium tried to capture 
the breath of new developments in Fashion-Tech. UAL and 

Methodology: four step 
ontological approach
From the outset, a four-step ontological approach was 
agreed and used to capture data on: 1) current state 
of Fashion-Tech 2) future directions of Fashion-Tech 3) 
transitions required to achieve future directions in Fashion-
Tech and 4) supporting Fashion-Tech roles and skills to assist 
transitions.  The insights were used to start an informed 
discussion on the relevance of the E4FT MA Fashion-Tech 
curriculum in order  to make any recommendations. Since 
each focus group addressed complementary perspectives 
on Fashion-Tech as described above, the rationale behind 
application of the 4-step ontological approach was to allow 
for flexibility of individual focus group design, while at the 
same time ensuring consistency in data collection and 
enabling better interpretation of results across all three 
focus groups. (table 1).

1FTalliance is aiming to facilitate the exchange, flow of knowledge and co-creation 
within the Fashion-Tech sector and universities to boost students’ employability and 
innovation potential. The project consortium comprised twelve full partners and 
1 associate partner from six countries: 5 fashion, design and engineering Higher 
Education institutions, 2 large fashion and apparel enterprise, 6 SMEs representing 
the Fashion-Tech ecosystem and the different supply chain segment and 1 Research 
Technology Organisation. https://fashiontechalliance.eu

2The University of Borås – Swedish School of Textiles, Politecnico di Milano – Dipar-
timento di Design (Polimi) and University of the Arts London – London College of 
Fashion formed a strategic partnership within the field of fashion-tech design in 
order to deliver a ‘Fashion-Tech MA Curriculum’.

3Thoughtful considerations around the focus groups changing to take place in a 
digital environment resulted in the re-design of a 1 day workshop into a staggered 
and episodic approach. It was agreed that the focus groups would be split into two 
or three digital episodes, which would facilitate the four-step framework narrative 
to be delivered across consecutive weeks. The episodic approach permitted data 
to be analysed between episodes, therefore it enabled time to reflect, inform and 
personalise focus group content based on learnings and emergent findings. One 
benefit of moving the focus groups to a digital environment meant that it allowed 
easy access for all Fashion-tech Alliance consortium members to join the focus 
groups as observers, moderators and presenters.

PVH developed a focus group approaching Fashion-Tech 
from a large global classical fashion company integrating 
Fashion-Tech across the value chain for core business. HB 
and We Love You (+ plus multiple SME guests with a techno-
logical background) focused on Fashion-Tech for disruptive 
business models. Finally, ESTIA and Decathlon addressed 
Fashion-Tech for functional wear with a focus on core busi-
ness and sustainability.  Each focus group involved industry 
representatives from the consortium – inviting at least one 
of the three professional figures among design, HR, man-
agement departments. 

Table 1- Application of a four-step ontological approach across the board of three 
focus groups.

The general approach for the focus groups was to define 
skills of the future. Secondly, to gain an understanding of 
the role of Fashion-Tech in employability and to have an 
understanding of the future opportunities this presents for 
graduates by exploring current and emergent future job 
roles.  Finally, to link, test and gain feedback on the E4FT MA 
Fashion-Tech Curriculum with industry activities to develop 
an adequate, industry informed Fashion-Tech curriculum.
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The current state of Fashion 
Tech in companies 
From the three focus groups with participants from 
industry and academia, the following conclusions can 
been made. The current landscape of Fashion-Tech shows 
an integration between fashion and tech sectors which is 
resulting in a systemic shift in the fashion industry towards 
three directions. On all levels, new business models are 
being introduced especially around revenue streams, and 
improved sustainability and circularity. Fashion-Tech when 
integrated across the full breadth of the supply chain 
leverages data to create smarter and more sustainable 
products and services.
In larger companies, Fashion-Tech incubators and start-ups 
are leading digital processes and upskilling, influencing 
and infiltrating within the normal business. The fashion 
designer having 3D design skills is considered a current 
and future Fashion-Tech requirement. Finally, there is an 
upcoming focus on technical innovations for textiles and 
product development such a biomaterials and/or a circular 
approach linked to sustainable production and more ethical 
and responsible consumption.

Future directions in Fashion-
Tech
Future directions in Fashion-Tech highlight a more 

fundamental 3D transformation for B2C and B2B 
experience. For example, the entire digitising of the 
design and development process will enable new types 
of customer experience in the future using technologies 
such as holograms, AI and 3D printing. It also enables 
new design processes such as digital avatars, digital 
prototyping, programmable models and patterns and data/ 
AI enabled design. On the level of future revenue streams 
the three most promising areas identified for Fashion-Tech 
are the ones based on the potential for capturing value 
from sustainable and circular business practices such as: 
subscription-based revenue streams, new eco-system/
platform enabled revenue streams and revenue streams 
based on selling data. 

Transformations required in 
Fashion-Tech
Finally, transformation required to achieve the future 
directions in Fashion-Tech was discussed especially in 
relation to future job roles. Collaboration & interdisciplinary 
skills were identified as important enablers for transformative 
change, creating links within flexible teams that are made 
of specialist and multi-disciplinary knowledge. Secondly, 
e-commerce was considered as a growth area within 
Fashion-Tech leapfrogging retail towards digital retail, 
which means that current roles may be lost and/or need 
to be repurposed in roles who have a 3D awareness to re-
imagine buying space, visual merchandising & design. At 
the same time, e-commerce will be a driving new business 
models for new ecosystem/platform enabling ‘mega-
revenue’ streams, including value capture based on selling 
data and subscriptions. These new directions are requiring 
job roles with skills such as data collection, interpretation 
and analysis, user experience. Lastly, the implementation 
of new technologies to transform the production process 
within the textile industry needs to integrate environmental 
& societal impacts. Therefore, sustainable knowledge is key.

New and emergent fashion-tech 
roles and skills/ 8 job families
From all focus groups, a list of more than fifty new and 
emergent skills and job roles were identified around eight 
job families. The first important roles addressed are roles 
with interdisciplinary skills that specifically act to create links 
within teams or bridges between roles. Interdisciplinary 
skills enable a collaborative approach of working across 
disciplines on a shared goal or objective. Agile approaches 
are highlighted as needed to enable interdisciplinary 
working within organisational structures such as cross-
discipline temporary teams to solve specific task. Roles 
identified are Chief Technology Officer, Digital Product 
Manager, Innovation Manager, Creative Technologist, 
Digital Knowledge Manager, Transformation Specialist, 
Transformation Manager, Growth Lead, Engineer/ Designer 
and Job Teacher/ Facilitator.

Future roles in fashion design with 3D skills are considered 
essential, especially because they enable a better 

Figure 1 - Example of the Skills radar used to relate identified capabilities and to 
ideate skills requires to support Fashion-tech business model transformation.

The application of a 4-step approach was perceived as 
meaningful for establishing relevant and engaging context 
for discussion of Future Fashion-Tech roles and skills with 
participating industry partners. In particular, it allowed to 
understand how corporate objectives behind current and 
future engagement with Fashion-Tech should be aligned 
with the development and investments into digital talents to 
support the fashion-tech business transformation journey. 
While generic guidelines and suggestions were provided 
for what each step should include, it was up to each 
individual HEI to adapt the methodology for their focus. 
The only requirement was to use ‘skills radar’ for identifying 
‘supporting roles and skills’ in step 4 of the 4-step ontological 
approach. 
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interaction between other areas of the business. However, 
traditional fashion skills are still important with an increased 
need for material and textile knowledge especially in the 
area of sustainability ranging from an understanding of 
around zero waste pattern cutting towards working within 
circular teams to develop new business models. More 
specialised design roles required are: UX Designer, Colour 
Designer, Industrial Designer (modelling 3D), 3D Modelling 
Specialist, 3D Modelling Lead, 3D and Visualisation Expert, 
Virtual 3D Imaging (updated from photographer), Avatar/
Human Body Specialist, Fit Specialist, AI Designer, AR/VR 
Expert, Holographic Specialist, Digital Product Tester, 3D 
Pattern Maker, Pattern Programmer / Designer, Zero Waste 
Pattern Maker / Designer.

Over the next years, Omnichannel and E-commerce will only 
accelerate resulting in an increasing importance of digital 
storytelling within the customer experience of the digital 
product. Developments in avatar and digital body fitting 
will enable a personalised e-commerce experience. As a 
result, the role of the user experience designer and related 
roles will also become more important.  Some concrete 
new roles mentioned are Expert in 3D E-commerce/ Digital 
Experience, User Experience Designer, Digital Experience 
Manager, Customer Experience Designer, Customer 
Success Managers, Vendor Integration Specialist, Co-
creation Platform Manager, Personal Tailor/ Virtual Seller.

A strong focus on technical innovations, digital innovations 
for textiles and product development, to support advanced 
sustainable production and consumption was identified. 
More and more there is an understanding that adapting 
Fashion-Tech on all levels can contribute to sustainable 
and circular solutions. Therefore, the following sustainable 
skills and roles are foreseen: Circular Design Pattern Expert, 
Chemical Designer (scientists), Chemical Engineer, Green 
Fabric Sourcer, Fabric Component Designer, Material 
Researcher, Material Innovation Manager / Ecosystem 
Innovation Manager of Components, Eco-fabrics Designer.
With the growth of incubator & start-up programmes, 
sometimes operating within a big company, entrepreneurial 
and innovation management, skills and roles are needed, 
such as leading with a visionary approach, pitching and 
developing nuanced ideas. Meta-design extends beyond 
traditional research and product development skills to 
include systems thinking skills. Roles within product design 
could evolve to become system designer roles such as 
Digital Product Manager, Systems designer, Innovation 
Manager (working with product development teams).

Data analysis and management & governance skills 
and roles is another area that is becoming increasing 
important. Some emergent Fashion-Tech roles would 
require knowledge in digital law related to data security, 
regulations and data protection. Data analyst’s roles also 
need to understand insights specifically related to Fashion 
& Fashion-Tech. Specific opportunities will start for data 
analysts working directly with AI experts and software 
developers to produce zero waste patterns for products 
based on user data. Concrete roles are Data Scientist 
(process automation, product creation), Data Analyst, 
Artificial Intelligence Expert, Software Developer.
Policymaking roles, such as Lobbyist and Policy Influencer, 

was highlighted as an important area. Policy experts at 
governmental, national and corporate levels will become 
key in shaping policies that facilitate business model 
innovation and collaboration between industry partners 
and between different teams within organisations. Finally, 
there is future potential for micro-manufacturing and local 
supply chains, resulting in new manufacturing skills and 
roles. Micro-manufacturing using 3D printing technologies 
would improve internal production processes. Micro-
manufacturing skills and roles, such as Micro Factory 
Manager, Head of Technology (Engineering) and 3D 
Printing Specialist, link to sustainability and supply chain 
management. .

Designing and piloting 
educational learning 
experiences based on E4FT 
Curriculum 
The last task of the focus groups was to map and validate the 
E4FT MA Fashion-Tech curriculum4 (Colombi and Teunissen, 
2020) establishing an education and research programme 
in this continuous transforming field, aimed to increase 
interdisciplinary skills through both design, business and 
technology-driven innovation learning modules.  The most 
crucial recommendation from the industry partners in the 
consortium was to enable navigation and selection of 
the learning units to enhance the learning flexibility, from 
multidisciplinary to interdisciplinary learning. In addition, 
interaction and engagement, a common glossary definition, 
direct companies’ involvement, real-world challenges, 
personalized learning, and openness in structure were 
recommended. Based on this feedback, POLIMI developed 
and proposed in collaboration with the partners a blended 
curriculum where this Fashion-Tech industry perspective 
was integrated into the MA curriculum E4FT5. This new 
integrated educational model  will  be tested through 3 
pilot learning experiences6 within the FTalliance project 
duration. The first one was designed and tested early 20217 

4The E4FT Fashion-Tech Curriculum, was developed as a two-year MA Fashion-Tech 
Design program with a modular and flexible structure. Divided into 3 Educational 
Sections of Focus (Design and Multimedia communication, Technology and 
Engineering and Human Social, Psychological and Economic context) and consisting 
of 18 units in total, the MA program offered the option of levelled education for 
learners with a different background in education and experience. More information 
via this link: https://www.e4ft.eu/ 

5The integrated Fashion-tech Curriculum model is fully described in the D1.1 of the 
Fashion-Tech Allliance project available an fully downloadable  at this link: https://
fashiontechalliance.eu/images/reports-and-publications/D11_Integrated_industry_
relevant_Fashion-Tech_Curriculum_Model_V3.pdf

6The learning experiences are conceived as cross-universities, international and 
interdisciplinary courses held digitally with a flexible timing and modular credits 
attribution, accounting for different academic calendars and structures. The 
asynchronous modules are delivered at the beginning of the course  to share 
theoretical pillars as multisciplinary contents for common showledge and will last 
from 2 to 3 weeks, meanwhile the synchronous challenge-based part will last from 
6 to 8 weeks. Accordingly, the course will deliver from a minimum of 6 ECTS to a 
maximum of 7.5 ECTS, depending on each University.  

7First released Learning experience “FTInterline: The virtual dimension of fashion 
design took place from 6th of January 2021 to 8 of March 2021. Structure, syllabus 
and results can be accessed via the link: 
https://fashiontechalliance.eu/en/the-project/main-goals
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and the second and third will be delivered in the autumn 
of 2021. The three courses are designed according to the 
following principles:
(i) They will include an industry perspective both in the 
definition and in the development of the courses.
(ii) They will take a digital educational approach through 
both traditional (e.g., students learning from teaching staff) 
and non-traditional interactions (e.g., student learning from 
professionals).
 (iii)  They will select and prioritis subject-specific pedagogical 
techniques adequate for the Fashion-Tech areas to be used 
across a variety of learning environments. 
   
The three courses are following the E4FT multi-disciplinary 
and interdisciplinary approach in learning and teamwork, 
but are delivered via a double learning experience. 
The course kicks off with a theoretical part focusing on 
content, knowledge, and information in emergent subject 
areas of Fashion-Tech (e.g., concepts, theories, principles, 
methodologies, methods, and tools). This is followed up by 
a challenge-based Learning-by-doing part, where students 
from different disciplines approach the challenge via similar 
goals, whilst at the same time explore and analysethe topic 
from their own subject specialism and discipline. As a 
result, there is more “integration and modification of the 
disciplinary contribution” (Stember, 1991) as well as more 
negotiations across the various disciplinary perspectives 
(Choi & Pak, 2006). The learning experiences deliver content 
and lectures across different disciplines and subject-areas, 
such as design, engineering, and business management 
and are released as Open Educational Resources (OERs)8 
(Miao, Mishra and McGreal, 2016). In addition, company 
expertise, knowledge, and competencies comes into 
curriculum through the real-world challenge briefs and 
through teaching and coaching activities from teaching staff 
and professionals. Finally, the course structure, designed 
with a high level of flexibility, enables personalized learning 
experiences tailored to the students’ specific needs and 
background. An atypical calendar structure supports 
students with different backgrounds to participate, whilst 
content was kept adaptable to stay on top of a constantly 
changing Fashion-Tech sector.  Based on the feedback, 
FTalliance developed this Fashion-Tech learning experience 
with a bespoke approach to accommodate individual 
pathways for students with different knowledge and skillsets 
to meet the industry requirements. As a result, students are 
learning general soft-skills (e.g., communication, teamwork 
and interpersonal abilities, creativity and cooperation, 
serendipity, and an open and innovative mindset) as well 
as wide variety of Fashion-Tech Subject-specific skills. (see 
figure 2).

Figure 2 - Overview of the Subject-specific Skills as resulting from the three focus 
groups   integrated into the three pilot courses

Pedagogical models and 
educational approaches to 
support innovative learning 
experience for future Fashion-
Tech talents

In addition, desk research was executed into specific 
innovative pedagogical models that could provide a solid 
methodology for the new Fashion-Tech educational model. 
Challenge-based learning (CBL), Flipped Classroom (FC), 
and Social Learning (SL) were selected as the most relevant 
models to enrich and enhance the Fashion-Tech learning9.
The first one, CBL is an engaging collaborative educational 
approach encouraging students’ learning through 
discovering and solving real-world challenges. Students 
are collaborating with all involved stakeholders (students, 
teachers, and industry experts) during the learning journey 
engaging with challenges via critical questioning, proposing 
evidence-based solutions, and documenting, sharing and 
reflecting on the experience (Nichols and Cator, 2009; 
Nichols et al., 2016). The active engagement followed 
by reflection empowers students in applying theoretical 
knowledge into practical situations and problem-solving 
contexts in the classroom and, later on, in the professional 
world (David, 2008). CBL methodology is comparable with 
Project-Based Learning (PBL) (Gallagher, 1997) and Design 
Thinking (Brown, 2008) approaches, but the benefit of the 

8A selection among the materials used for the first course was released in the shape 
of OERs. They include teaching, learning, and research materials in a digital video 
format focusing on presenting fashion-tech trends, methodological approaches 
to design next and far future scenarios, methodological approaches to assess and 
evaluate user experiences of fashion-tech garments/accessories, technical lectures 
related to digital transformation and sustainability impact, business oriented lectures 
related to new fashion-tech business and revenue streams models. OERs  have been 
shared in the public domain under an open license that permits no-cost access, 
use, adaptation, and redistribution by others with no or limited restrictions via the 
FTalliance website platform (https://fashiontechalliance.eu/en/open-resources/
videos) and FTalliance Youtube channel (https://www.youtube.com/channel/
UC5tPyM41mff3qX3CpWwWfMg/videos) to guarantee the widest reach toward 
interested stakeholders in the Fashion-tech sector.   

9The educational model/format  specifically applicable to Fashion-Tech education  is 
presented in the D2.1 Project Based Learning Modules https://fashiontechalliance.
eu/images/reports-and-publications/D2_1_Project_based_Learning_Modules.pdf 
The main features of the developed format/educational model are learning flexibility, 
from multidisciplinary to interdisciplinary learning, interaction and engagement, 
common glossary definition, companies’ involvement, real-world challenges, 
personalized learning, and openness.



15
CBL  pedagogical approach is that students develop a more 
profound, in depth subject-specific knowledge whilst  at the 
same time, boosting soft, replicable skills, and improving 
students’ attitudes towards learning.

Using this CBL pedagogical model, the three FTalliance’s 
courses learning experiences will be able to incorporate 
real-world issues, defined in collaboration with the Fashion-
Tech partner companies. Being set up as challenges, 
the courses are aiming to boost creative encounters 
and reciprocal exchanges among all the participants 
(students, teachers, experts from companies). Starting with 
a problem-based brief, students are invited to explore, 
investigate and analyse the complexities, interconnections, 
and ambiguities of the problem set. By merging different 
approaches in analysing and processing information such 
as researching, interviewing, planning out the process, 
managing time, organizing their work, thinking creatively, 
collaborating with other students, speaking and pitching, 
producing proof of concept and multimedia presentations, 
whilst also taking the initiative, students will develop a wide 
variety of applied skills. This integrated and interdisciplinary 
approach of CBL offers students an understanding on how 
to make connections across different subjects, whilst the 
teaching staff – in a coaching and mentoring role - provided 
guidance during the whole course.
Flipped Classroom (FC) was chosen as the second 
educational methodology for Fashion-Tech learning. FC 
introduces the subject area and the content before the actual 
classes start.   The live sessions in the classroom are used 
for questions and answers, exercises, creative assignments 
with guidance of the teachers to apply the knowledge that 
is previously acquired. The result is a dynamic, interactive 
learning environment that improves deep and long-term 
learning. (Mazur, 2009; Berrett, 2012). The FC approach has 
been used especially for the theoretical learning part of the 
3 courses to enhance the reflective and creative learning 
part and to boost interaction among students.  According 
to Bloom’s taxonomy, FC will enable students to (Bloom et 
al., 1956):
remember, understand: OERs and various learning support 
for basics content knowledge will be provided to students 
to be consulted before class (e.g., watching a video, 
answering questions, completing a reading assignment); 
analyse, evaluate, create: before class, specific exercises are 
proposed to apply key concepts to be carried by students 
interacting among peers;  
analyse, evaluate: during the CBL part, knowledge 
consolidation and evaluation happens through interactions 
with teaching staff. 
Finally, Social Learning Theory (SL) (Albert Bandura, 
1997) emphasizing that human behaviours are influenced 
by continuous reciprocal cognitive, behavioural, and 
environmental interactions, fits the Fashion-Tech learning 
experiences. SL is leveraging peer learning, interaction, and 
engagement among learner-teacher, learner-learner, and 
learner-content to ensure a connected student experience 
(Moore, 1989), to reach educational goals, and learn from 
the colleagues’ experiences and challenges.  Interaction is 
central to student engagement conceived as “the amount of 
physical and psychological energy that the student devotes 
to the academic experience” (Tinto, 2006; Astin, 1984). 
Many studies state that engagement results in student 

success, improved learning and achievement (Kahn, 2014; 
Zepke, 2014, Hoskins, 2012; Sinatra, Heddy, & Lombardi, 
2015) and is especially helpful for distant and online 
educational contexts where dropout is a problem.  In the 
FTAlliance learning experiences, the three methodologies 
(CBL, FC, SL) were endorsed with several digital tools, such 
as discussion forums, chats, digital classrooms, collaborative 
digital boards. The discussion forum is an essential tool to 
share and discuss assignments, exercises, and reflections 
among all participants (students, teachers, experts from 
companies), showing work and giving/receiving feedback. 
Collaborative digital boards (e.g. Miro, Mural, Conceptboard, 
Ziteboard, Whiteboard fox, Stormboard) allow students’ to 
co-create a shared and meaningful body of knowledge, to 
interact and to brainstorm, and to creatively co-design a 
product/service/system.  These visual digital whiteboards 
are helpful  as project management tools as well to control 
the workflow of activities, to map and visualize ideas in early 
creative stages, and as co-design tools, allowing groups to 
modify output and edit in real-time or asynchronously and 
to facilitate consensus buildings.
The integration of the three FL, SL, CBL pedagogical 
approaches into the courses, resulted in  learning output 
that do not focus on well finished Fashion-Tech end results 
but on proof of concepts and solutions with an  emphasis  
on the process: problematizing, reframing, and iterating in 
design, engineering, and business management domains 
(Cross, 2010).

Conclusion

The first outcomes of the FTalliance project (2020-2023) 
have generated a rich insight in future Fashion-Tech job 
roles and skills needed for future Fashion-Tech talent. The 
emerging landscape of job roles and subject-specific 
skills is   wider and more entangled then generally 
understood. The project piloted the first of the three 
learning experiences, testing the integrated E4FT Fashion-
Tech Curriculum across 5 HEIs built around the following 
key guidelines: learning flexibility, from multidisciplinary 
to interdisciplinary learning, interaction and engagement, 
common glossary definition, companies’ involvement, real-
world challenges, personalized learning, and openness. 
The first learning experience pilot was an excellent testbed 
to challenge and explore HEIs different backgrounds and 
disciplinary perspectives into a convergent and aligned 
educational approach. It confronted European HEIs with 
a lack of consistency in framework, delivery models, 
workload and timeliness. Knowledge exchange between 
industry and universities fostered the three courses with 
a direct commitment and contribution from industry 
as well as with integrated industry challenges into the 
courses. It raised awareness for the emerging Fashion-
Tech professional opportunities and invited fashion design 
students to integrate new technologies into designs, whilst 
engineering students were able to explore the fashion 
industry. Finally, it offered students an opportunity to access 
a rich, multidisciplinary curriculum aligned to the latest 
market requirements as well as an in depth understanding 
of the Fashion Tech market and industry needs. 
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Abstract

Each season, world-renowned football club, Manchester City Football Club 
(MCFC), produce replica kits, which consist of shirts, shorts and socks. Re-
designed annually to generate income, they have a limited commercial 
lifespan for the Club and unsold kits are redundant stock. In an aim to 
encourage greater sustainability, this research evaluates the potential value 
and benefits of upcycling the replica football shirts into hospital gowns for 
children under-going a surgical procedure in the Royal Manchester Children’s 
Hospital. Children undergoing surgery need to deal with the psychological 
challenges and pressures associated with a stay in hospital, and ‘Rekit’ began 
with the premise that wearing gowns made from MCFC football kits could 
distract from and reduce that stress for vulnerable patients and their parents, 
in an unfamiliar clinical setting. The aim of this research was to determine to 
what extent co-designed repurposed football kits into hospital gowns, would 
benefit children going into hospital for a surgical procedure.
A co-design methodology underpinned by theories of emotional design 
was developed and applied during the project. This involved an online focus 
group, in the form of a workshop involving medical practitioners and the 
parent of a vulnerable patient, as well as designers and academic researchers, 
as the final product was developed. All communications between these key 
stakeholders were undertaken online due to the restrictions of the COVID-19 
pandemic. 
This paper describes the co-design process and project end-product. It 
investigates both the functional requirements for the new design and explains 
how the re-designed surgical gown increased the sense of psychological and 
physical comfort for the vulnerable patients, compared to its predecessor. It 
further illustrates how universities in general, and the Manchester Fashion 
Institute in particular, can work innovatively during a pandemic to address 
a design challenge and clinical need by using academic research and its 
practical application to provide a sustainable garment solution.
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Introduction   
Gowns worn by hospital patients are generally designed 
generically to accommodate a wide variety of users. 
However, the wearers of such garments are not generic 
and present clinicians with diverse needs relating to their 
age, gender, physical profiles and clinical requirements 
(Jankovska and Park, 2019). 
In a bid to accommodate the needs of this wide variety of 
users, the design, and the potential redesign, of hospital 
gowns has been a subject of investigation and modification 
by researchers and practitioners for at least the past five 
decades, with the garment evolving from Cater’s ‘patient 
comfort gown’, in 1964 (United States Patent Office, 1966), 
through re-engineering suggested by designer Ben de 
Lisi and The UK Design Council (Hunter, 2015). Such 
redesign can be assessed using Lamb and Kallal’s (1992) 
FEA Consumer Needs Model, which evaluates garments 
from a functional, expressive and aesthetic perspective, 
as the process of redesign progresses through six stages, 
from problem identification; to preliminary ideas; design 
refinement; prototype development; and on to evaluation 
and implementation.
However, whilst attempts continue to be made to adapt 
hospital gowns by taking the FEA criteria into consideration, 
attention must also be given to the financial restraints placed 
on healthcare providers, with Laufman (2000) and Gordon 
& Gutterman (2013) noting that price is a key concern in 
hospital procurement processes. Therefore, utilising surplus 
pre-made garments as the basis for new hospital gowns, 
like redundant stock of replica football shirts, could offer 
a way of reducing costs for the NHS, as well as providing 
football clubs a channel by which they could use unsold kits 
in a positive and productive way.
Thus, this paper considers how replica shirts can be 
redesigned, using the FEA model, to make hospital gowns, 
which benefit healthcare providers, their patients, whilst 
also giving football clubs a way of being charitable and 
contributing to an overall goal of sustainability. 

Literature Review 
In 1992, Lamb and Kallal proposed a conceptual framework, 
the FEA Consumer Needs Model, which can be used 
to evaluate the merit of a garment’s design, or redesign. 
This model focuses on assessing a garment against three 
main criteria; namely functional, expressive and aesthetic 
qualities; and involves six process stages from problem 
identification to implementation (Lamb and Kallal, 1992) 
(Figure 1).

Figure 1: The FEA Consumer Needs Model. Source: Lamb, J. M. and Kallal, M. J. 
(1992) “A Conceptual Framework for Apparel Design,” Clothing and Textiles Research 
Journal, 10(2), pp. 42–47. 
 
In a review of literature that assessed the application of the 
FEA model in research, Orzada and Kallal (2021) found that 
the utility and strength of the model had been confirmed 
by the variety of conditions to which it had been applied, 
including design solutions for health and well-being. It 
was also noted that other authors had proposed criteria-
revisions and integrations to the original FEA, whereby 
components of the original framework had been either 
omitted, added to or integrated into newly proposed 
models. Therefore, the FEA model enables flexibility and 
adaptability over a range of contexts.
This model was applied to the design of hospital gowns by 
Cho (2006: 335), who found that “Aesthetic considerations 
may enhance a patient’s recovery process by lessening 
negative feelings of tension, stress anger, or psychological 
depression”. Likewise, Jankovska & Park (2019) referred to 
work by Li & Wong (2006) where they suggested that the 
redesign of the hospital gown could provide an overall 
positive hospital experience and contribute to overall 
patient well-being by providing “desired modesty and a 
sense of security” for the patient.
Functionally, Black and Torlei (2013) found that most 
hospital gowns used in the British National Health Service 
(NHS), and beyond, have a standard, all-purpose, functional 
construction. The garment is produced in limited sizes, 
designed to be unisex with a back opening secured with 
self-fabric ties, and intended to be laundered and reused 
by multiple wearers.  However, this current design offers 
little in the way of modesty or comfort for the wearer.
Further gown functionality and aesthetic appeal were 
considered by research undertaken by Cho (2006), Gordon 
and Guttmann (2013) and Chanmi, 2020. Cho (2006) found 
that functional aspects of existing hospital gowns do not 
accommodate numerous medical procedures and therefore 
pose functional issues for both the medical practitioner 
and the patient. This was again highlighted by Gordon & 
Gutterman (2013) as a key requirement in the redesign of 
the gown to ensure ease of use for both the wearer and 
the medical practitioner, whilst Chanmi’s (2020) research 
showed that if the redesign of a hospital gown considered 
both the physical and psychological needs of a patient, it 
could have a positive effect on their experiences during 
their hospital stay. Similarly, aesthetics elements have 
involved the visual appearance of a garment, with a Human 
Centred Design perspective recognising the contribution 
of three levels of effective visual processing (Norman 2004), 
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including the appearance of the product, how it needs to 
perform in a clinical setting and how it made the end user 
feel when wearing it. The use of emotive design is a critical 
consideration in determining the success of a product as 
emotions change the way individuals feel, behave and think 
(Norman 2004). 

Likewise, expressive elements have been related to the 
positive effects on patient well-being (Walsh and Kowanko 
2002; Gordon & Gutterman 2013; Cho, 2006). Walsh and 
Kowanko (2002) refer to the importance of preserving patient 
dignity in relation to effective hospital care and ensuring 
positive patient outcomes and (Gordon & Gutterman 2013) 
consider that there were key expressive  requirements in the 
redesign of the gown which included the sense of modesty, 
Cho (2006: 332) refers to patients feeling “psychologically 
uncomfortable”, while Hart & Bossert (1994) specifically 
refer to the stress and anxiety experienced by child patients 
in a hospital environment all of which could be alleviated 
through an effective gown redesign.
Yet, despite researchers like McDonald et al (2014) finding 
that inpatient clothing was an opportunity to improve 
the patient experience, there has been little in the way of 
successful and effective implementation of redesigned 
hospital gowns for patients. Highlighting this, Morton et al 
(2020: 469) referred to how the “dehumanising aspects of 
care” are symbolically represented by the hospital gown, 
whilst, equally, Oliver (2020) and Jafar (2020) considered 
the conflict between patient dignity and functional utility.
In addition, the majority of research in the area of hospital 
gown redesign has focused on adult patients with little 
consideration given to children in hospital, who face extra 
psychological anxieties, namely feelings of depression 
and fear associated with the experience of being admitted 
to a hospital, as well as the effects of the treatment for 
their illness (Hart and Bossert, 1994). Therefore, there is a 
heightened need to psychologically prepare a child for a 
clinical experience, especially for one involving surgery, 
which can be beneficial in the process of hospitalisation 
and recovery (Melamed, 1975).

Manchester City Football Club
For the current research, an opportunity to link redesign to 
psychological elements arose through a contact in world-
renowned football club, Manchester City Football Club 
(MCFC). Replica sportswear kits were a new sportswear 
product development that first entered the mainstream 
market in the 1950’s. Following this, Manchester-based 
garment manufacturer UMBRO became the first company 
to mass produce children’s replica kits in the early 1960’s 
(Stride 2020). 
Subsequent design copyright deals enabled football clubs 
to establish a protected revenue stream for their businesses. 
Such arrangements became a recognised and established 
commercial operation following the establishment of 
the UK Premier League Foundation in the early 1990’s 
(Stride 2020), when the UK Premier Leagues’ associated 
television contracts dramatically increased the income of 
UK football clubs. Currently all UK Premier League clubs 
now change the design of their home, away and third 

kits annually every season. Now, football clubs across the 
sector have commercial contracts with replica kit suppliers 
that are worth millions of pounds in revenue each year to 
their respective clubs, where they see their garments sold 
worldwide through numerous retail outlets. 
 

Sustainability
Responding to the negative impact that textile and garment 
sectors have on the environment, the UK’s Sustainable 
Waste Resource Action Plan for textiles (WRAP 2030) has 
called for system wide change to be a key goal, involving 
the development of end-of-life solutions to enable this 
sector to meet the government’s 2030 set targets. Similarly, 
research from the Ellen MacArthur Foundation (2017) has 
outlined how, over the last 15 years, clothing production 
has approximately doubled and that, in the UK alone, 
more garments are bought than any other European 
country. These garments are kept for less time before being 
discarded, creating landfill issues that have a negative 
effect on the environment. This garment over consumption 
has a far-reaching effect for the fashion and textile sector, 
with replica kits being just one part of this textile garment 
problem that need a positive end of life solution.
However, the literature review has shown that there are 
gaps in the research surrounding the effective design 
of children’s surgical gowns, as well as how to increase 
sustainability within the garment sector. Bringing these 
themes together , this project investigated the redesign 
and upcycling of end of season football kits for children 
undergoing surgical procedures in an NHS Hospital, to 
enable end of season redundant stock to be used and 
to help to eliminate the negative environmental impact 
of garment disposal in landfill. Therefore, by identifying 
users’ needs, the research reported here aims to develop a 
functional children’s surgical gown by upcycling an existing 
football shirt through the use of a user-centred design 
framework to identify its practicality in a clinical setting and 
its usability by the child patients. 

Methodology 
The research reported here is part of a larger project, with 
this phase involving participants from the university sector 
working alongside staff, and a representative parent of a 
patient, from the Royal Manchester Children’s Hospital, as 
the research progresses through the first four stages of the 
FEA framework (see Figure 1). 
Given the sensitive nature of the first phase of research, 
due to its involvement of vulnerable patients, strict 
adherence to ethical procedures was needed. Prior to 
the primary research being undertaken, approval for the 
study was given by the Faculty of Health, Psychology and 
Social Care University Research Ethics Committee (Ethics 
application 25938) and The Hospital Research Innovation 
and Development Department. Likewise, during the study, 
participants were given a written information sheet, which 
detailed the nature of the study and the reasons why it 
was being carried out. Participants gave written consent, 
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to participate in the study. During the process of gaining 
consent, participants were provided with an opportunity to 
ask questions and informed that they could withdraw from 
the study at any time if they wanted to. 
The research methodology started with a literature review 
and then primary data gathering through a focus group in a 
co-design workshop. Using a co-design approach, the “use 
phase is a significant consideration” (Gwilt, 2015:25) and 
it was therefore essential to engage with key stakeholders 
during the research stage to generate a collective body of 
data. In taking this approach, the agency of the designer 
on the process is no longer absolute and, through user 
contribution, there is the potential to not only identify 
essential garment functionality, but also to empower 
through participation, increase a sense of well-being and 
deepen emotional attachments to the garments (Gwilt, 
2015). Hence, the workshop was undertaken to facilitate 
discussions around the current provision for children’s 
hospital gowns and to develop an insight into the necessary 
and desired design features and functionalities required of 
paediatric theatre gowns. 
The co-design workshop was carried out online using 
Zoom due to the restrictions of the COVID-19 pandemic 
and a digital video recording was made to capture the 
feedback. A purposeful, non-random sampling approach 
was used for the recruitment of participants (Roberts et 
al., 2019), with each selected based on their knowledge 
and ability to provide insightful information through first-
hand experience of interactions with hospital gowns, 
either as a medical practitioner or parent of patient. As a 
result, the session involved twelve participants, six medical 
practitioners specialising in paediatric care, four research 
academics, and one parent of a child patient. 

Table 1: Co Design Workshop; list of participants by area 
of expertise
Participant Organisation  Area of Expertise
 1 NHS    Paediatric Clinician
2 NHS    Paediatric Clinician
3 NHS    Paediatric Nurse
4 NHS    Paediatric Nurse
5 NHS    Paediatric Nurse
6 NHS    Paediatric Nurse
7 Parent   Parent of Paediatric Patient
8 MMU   Academic
9                                                              MMU   
Academic
10 MMU   Academic
11 MMU   Technical Services
12 MMU   Technical Services

During the workshop, participants were shown a series 
of photographic images for five existing hospital gowns, 
an example of which is shown in Figure 2, and asked to 
evaluate the merits and required improvements of each 
against both aesthetic and functional criteria. The use of 
visual prompts within fieldwork is an approach borrowed 
from Pink’s (2007) work on visual ethnography, which 
advocates the use of images to inspire conversations and 
elicit a narrative response through “verbal descriptions and 
references to them” (2007:21). Participants were asked to 
verbally articulate individual responses and, where possible, 
evaluate their personal experiences of using the gowns.

Figure 2: Photographic images showing existing hospital gowns used during the co 
design workshop. Photographs courtesy of Manchester Metropolitan University

A series of questions based on the FEA model was devised 
to ensure parity across the assessment of each gown. 
These questions asked participants to identify positive 
aspects of the gowns, suggest improvements; comment 
on ease of donning and doffing; position, type and speed 
of fastenings and also offered an opportunity to provide 
additional commentary not covered by the set questions. 
The qualitative data was thematically analysed, which 
facilitated the research team to draw out recognisable and 
reoccurring ideas and topics (Glazer and Strauss, 1960). An 
inductive approach to analysis was applied, and themes 
were derived directly from the data collected. To facilitate 
this approach the research team viewed the workshop 
recordings a total of nine times on an individual basis, then 
brought their findings together to collectively identify and 
agree key themes. 
The use of thematic methods (Glaser and Strauss, 1968) 
supported the exploratory approach undertaken within 
the co design workshop and provided valuable insights 
into the end users functional, aesthetic and expressive 
needs in relation to the hospital gown. The themes that 
emerged from the data were then mapped on to Lamb and 
Kallal’s FEA Consumer Needs Model (1992), with each key 
observation placed within one, or more, of the three main 
categories outlined in the framework; functional, expressive 
and aesthetic qualities. The findings were then applied to 
the development of a prototype hospital gown for children, 
by using a replica football shirt that had been donated by 
MCFC as its foundation, with the only stipulation from the 
club being that the shirt logo must remain intact.
There were two main reasons for applying this approach. 
Firstly, it ensured the re-design process considered user 
needs and experiences, in addition to the aesthetic 
presentation of the gown; and, secondly, it provided 
flexibility in capturing data from all stakeholders, with no 
single consideration taking precedence.
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Findings, Analysis and Discus-
sion
The findings are presented to reflect the FEA framework, by 
identifying the participants’ responses to the functionality, 
aesthetic appearance and expressive capabilities of hospital 
gowns as the garments go through the process of redesign. 

Functionality
When the participants were asked to evaluate the five gowns 
that have previously been in use in the NHS, the discussion 
revealed common issues around garment functionality 
including; comfort, garment opening, fastening/closure 
mechanism and patient access during surgery and for 
pre- and post-operative procedures. There were multiple 
references to the exposing nature of a back opening gown 
with six of the participants highlighting issues of exposure 
associated with the wearing of these types of gowns. 
Participants expressed a need for a gown design that 
ensured complete coverage of the body with no “gaping” 
or risk of accidental exposure, with Participant 3 stating that 
‘We’ve had teenage girls walking down (the corridor) with 
their underwear showing or using another gown, so they’re 
wearing two gowns and using one as a dressing gown’. 
Side seam openings were also deemed unsuitable by the 
medical experts participating in the workshop, due to the 
potential risk of pressure sores/irritation when a patient is 
asleep and laying on their side. 
Through the workshop discussion, it was discovered that 
medical practitioner’s require access to specific areas of 
a patient’s body to perform necessary examinations and 
procedures on a frequent basis, both during theatre and 
pre/post operation, with Participant 1 observing that:
Virtually always we put tubes or wires on patient’s hands or 
arms so then we have that process of sometimes removing 
what is essentially a complete sleeve around that tube or 
wire or having to disconnect monitors. 
The key areas for medical interventions were identified 
by the medical experts to be hands, arms and abdomen. 
However, hospital gowns have “complex design 
requirements” as they need to accommodate the needs of 
both the clinical practitioners and the patients (Cho 2006: 
347). From a wearer’s perspective ease of access also had 
implications for personal dignity with Cogan, et al. (2019) 
stating that exposure of the body resulting in an increased 
sense of “discomfort, disempowerment and embarrassment 
at a time of potential vulnerability”. This was confirmed by 
Participant 2, who said “the gastrostomy goes in the middle 
of your abdomen so you have to either lift [the gown] all the 
way up or all the way down”. 
Participants were also asked to evaluate types of fastening, 
the data collected highlighted ties, Figure 3, are ineffectual 
and often cut off by patients if the knots become too tight to 
undo. It was also noted through the discussion that ties also 
presented issues with “pressure area care” Participant 4, if 
patients lie on them for an extended length of time.

Figure 3: Example of the self-fabric ties used on hospital gowns. Photographs 
courtesy of Manchester Metropolitan University

Aesthetics
In keeping with the findings of Cho (2006) and Jankovska 
& Park (2014), that consider the positive effect a gown’s 
aesthetic may have on patient well-being, the findings 
revealed aesthetics to be a consideration for all participants. 
When participants were asked to evaluate the aesthetic 
appearance of five existing gowns in the workshop, a range 
of negative perceptions were revealed. These were primarily 
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centred around outdated and age appropriateness of print 
designs 

The data revealed that many teenage patients are choosing 
to wear their own clothes rather than a hospital issue gown. 
It was suggested by Participant 1 that the paediatric gowns 
currently available are designed with ‘young children in 
mind’ and the surface ‘patterns on them appear childish to 
12–13-year-olds.’ Likewise, participant 6 commented that 
the overall design of the football shirt ‘looked so much nicer 
than the 1980’s fashion’ in reference to the current gown 
provision. 

The data also revealed that the clinical appearance of the 
gowns often triggered heightened feelings of anxiety 
within the paediatric patients, with Participant 2 stating 
‘they (the gowns) are associated with hospitals and medical 
procedures.

Participant 2 also revealed that gowns were often ‘difficult to 
get on the children’ prior to theatre procedures with many 
refusing to wear them because they ‘just don’t like the look 
of them’. From a clinical point of view, it was hypothesised by 
Participant 5 that children may be more inclined to ‘put the 
gowns on quickly and in good time’ if they were attracted 
to the aesthetic appearance, this in turn had the potential to 
improve the efficiency of theatre scheduling. 

Expressive
Lamb and Kallal’s FEA Model (1992) places importance 
on the expressive considerations of a garment, presenting 
them as equal to the physical attributes delivered through 
aesthetic and functional considerations. The expressive 
elements within a garment contribute to a user’s sense 
of status, values, roles and self-esteem (Lamb and Kallal, 
1992). The findings from this research exposed several 
negative connotations towards the current gown provision, 
with Participant 1 highlighting feelings of anxiety and 
distress, induced by the current gowns, were ‘common’ due 
to its unfamiliarity as a garment type, with boys in particular 
feeling ‘like they were wearing dresses.’ 

The retention of identity through clothes (Eicher & Roach-
Higgins, 1992) proved an important point to note within the 
current analysis and the findings substantiate claims that 
the football shit is a material object with the ability to “cut 
across time, place, age group and even language” (Heard, 
2017) with two participants stating that the football shirt, 
when used as a gown, would act as an enabler of dialogue 
between doctor and patient. Participant 2 noted that: 
Our theatres are quite a long way from our day case 
wards, so sometimes when you go to collect a patient you 
have quite a long chat with them on the way down, and 
sometimes you run out of chat.

The socially performative nature of material objects has 
been widely explored in academic literature, notably by 
Gell (1988) and Latour (2007) who present objects as agents 
and active participants in the course of social interactions 
(Latour, 2007: 70-71). The participants in this research were 
acutely aware of the potential a football shirt held to distract 
paediatric patients from the imminent medical procedures, 

with Participant 6 stating ‘you can talk about what they are 
wearing rather than the actual thing that’s going on’.
When mapping the research findings against Lamb and 
Kallal’s FEA model, it was discovered that many of the 
themes identified were not mutually exclusive to either the 
functional, expressive and aesthetic, with several of those 
identified having implications for multiple considerations.  
An example of such is the issue of patient access, certainly 
this has functional implications for medical practitioners 
as they require ease of access to the arms, hands and 
abdomen for medical procedures. However the same issue 
has very different implications for a patient, as through the 
performance of these procedures there is the potential to 
become exposed, thus leading to issues of modesty. Figure 
4 shows the correlations and overlapping nature of the 
emergent themes in the form of a matrix. In presenting the 
emergent themes as a matrix, this research proposes an 
extension to Lamb and Kallal’s FEA model, one that allows 
the duplication of themes to be readily acknowledged and 
demonstrate their affective capacity across the functional, 
expressive and aesthetic. 

Figure 4: FEA Matrix for children’s MCFC hospital gowns

Overall, the findings of this research reinforced the need 
to make adjustments to both the design and construction 
of the existing theatre gown provision. Additionally, the 
findings provided design practitioners with what could be 
deemed a wish list of requirements formulated by both 
medical professionals and, by proxy, wearers of the gown. 
The collaborative practices and co-design approach resulted 
in a prototype product that served the needs of multiple 
users and addressed the key functional requirements of: 
garment comfort, modesty, patient access and aesthetic 
considerations: age appropriateness and contemporary 
design, Figure 5.
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Figure 5: Technical drawing for the prototype children’s hospital gown. Image 
courtesy of Manchester Metropolitan University

The technical drawing then led to a final garment outcome, 
namely a paediatric hospital gown upcycled from a 
Manchester City Football Club replica shirt (Figure 6), which 
will be first tested for laundering functionality and patient 
usability in the next phase of the research.

Figure 6: Final garment outcome. Photographs courtesy of Manchester City Football 
Club.

The newly designed hospital gown was then hailed by 
MCFC in their club news, which provided readers with 
an embedded video detailing the research and the final 
garment (Manchester City Football Club, 2021).  

Conclusion
The research reported here considered the first four stages 
in the FEA framework and approached the redesign of 
the hospital gown from the perspective of its functionality, 
aesthetics and expressive elements. The main emergent 
themes from the first-phase workshop data were modesty 
and dignity, the location of garment opening, access to 
patient, appropriateness of aesthetic design and anxiety 
associated with the standard gown.
The findings in this research correlate to those of Chanmi 
(2020), Cho (2006) and Jankovska & Park (2019), who 
suggest that a redesign of hospital gowns had the potential 
to positively contribute to patient well-being through 
consideration of both the functional and aesthetic needs 
of the user. Additionally, the findings agree with Gordon & 
Gutterman (2013), in considering the ‘use’ of garments by 
medical practitioners as well as patient experience. 
Yet it is the use of the football shirt itself that allowed this 
research to expand on previous studies by extending the 
application of the FEA model (1992) to create a gown 
solution that responds to each element of the framework 
simultaneously. The redesigned paediatric hospital gown 
(as shown previously in Figure 6), utilising the football shirt, 
directly responds not only to the functional requirements of 
multiple users but is also sympathetic to their aesthetic and 
expressive needs.

As established through the co design workshop, to many 
paediatric patients, the football shirt is a recognisable 
and familiar material object (Gell, 1988) in an otherwise 
clinical setting and one that has the potential to speak 
directly to notions of self-esteem, status, roles and values 
as outlined by Lamb and Kallal (1992). Additionally, the 
data collected during the co design workshop highlighted 
the performative qualities of a football shirt, with many of 
the research participants citing the affective capacity of 
this garment in starting and sustaining conversations and 
providing a positive distraction from imminent medical 
procedures. 

Through the practice of upcycling redundant football shirts, 
the research also provides an innovative design solution 
that is sympathetic to material resources in the reuse of 
existing garments. The transformative design process 
applied within this project, results in a non-traditional use 
of the football shirt that extends the garment’s lifespan to 
promote themes of sustainability and longevity of use. In 
addition, with financial consideration being a major factor 
in relation to the implementation of any new hospital gown 
proposal, the collaboration with MCFC involved the shirts 
being donated to the initiative with limited extra outlays. 
This will “assure maximum utility with minimum direct cost” 
(Cho 2006) to the hospital.

The findings of this research have important practical 
implications for football teams as it offers a sustainable 
solution for redundant end of season stock whilst 
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providing an opportunity to develop their corporate social 
responsibility for their local communities.

Further research
The research is now progressing through Phase 2, with 
discussions involving manufactures from the textile team 
from HMP Prison Industries and the hospitals’ laundry 
services to ensure compliance with appropriate regulations. 
Once this is complete, the research will move on to the last 
two stages of the FEA framework, namely evaluation and 
implementation, before the findings are circulated to gain 
contributions from other football clubs and healthcare 
providers. 
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Abstract

The fashion and textiles sector is undergoing a moment of deep 
reflection. Technological innovations and improved environmental, social 
and ethical practices are transforming the global fashion and textiles 
industry, fundamentally changing how clothes are made, consumed 
and experienced. Simultaneously, society and consumer behaviour and 
expectations are changing. Conscious consumers are buying less but better 
and are wanting more meaningful experiences. Various industry reports 
(such as the Global Fashion Agenda, 2020) highlight the challenges, as well 
as opportunities, facing the industry. These challenge the global fashion 
and textiles education community to rethink how it prepares graduates for 
industry. What knowledge and skills will graduates need? As educators, 
how do we adapt and transform curriculum offerings to provide graduates 
opportunities for meaningful employment, meet the needs of industry 
whilst ensuring that we work within planetary boundaries and strive for best 
ethical and social practices. 
When considering future employability of graduates, three key 
considerations will inform and shape the fashion and textiles industry: (i) 
Sustainability and the shift to a circular fashion system requires new ways 
of working; (ii) A new material intelligence is needed that will support 
the analysis and development of the next generation of materials within 
a framework of sustainability, and (iii) Interdisciplinarity through a multi-
stakeholder approach to support ‘Age of entanglement’(Oxman, 2016) 
ways of working. 
This paper outlines the conceptual philosophy for the learning design of two 
core courses co-delivered to all first-year students in the School of Fashion 
and Textiles. These courses seek to scaffold and complement students’ 
discipline-specific learning of design (fashion design and textile design), 
enterprise (fashion enterprise) or technology (sustainable innovation). Both 
courses seek, in different ways, to promote interdisciplinary learning which 
enables students to develop shared language sets around sustainability 
and materials, and to recognise and establish relationships between 
disciplinary sectors.  Furthermore, it is argued that interdisciplinary courses 
can provide opportunities to explore diverse strategies for actioning 
sustainability locally and in connection to global issues.  
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Introduction 
For the fashion and textiles industry, new approaches 
and transformative actions to address and restore social 
and ecological systems are urgently needed. In 2021, the 
Fashion CEO Agenda (2021, p. 1) issued a call to action to 
all leaders to:

“Seize the opportunity to re-evaluate the lexicon of fashion… 
to devise a new approach to fashion that is progressive, 
purposeful and people-centred, one that restores and 
recovers from perturbation, creates meaningful, new jobs 
and ultimately increases resilience to mitigate the impact of 

crises in the future.”

For fashion and textiles educators our response to these calls 
for action will require imaginative and critical approaches 
that begin with examining not only what we teach, but how 
we teach. How do we prepare graduates for an industry and 
indeed world, that is uncertain, complex and in crisis? How 
do we contribute to a just society and influence industry 
to be more diverse, equitable, transparent and inclusive? 
Mathilda Tham (2015) suggests the need to explore fashion 
and textiles as interconnected wholes, in non-hierarchical 
ways, to bring into the public realm narratives of alternative 
fashion systems and new fashion that can open up diversity 
and with-er (replacing othering). This needs to happen 
across all aspects of the fashion and textiles value chain and 
importantly must begin with education and a questioning 
of pedagogical approaches. To do this Tham (2015, p. 236) 
advocates for research in exploring “pedagogies for textiles 
and fashion that start from individual and local values, 
interests and experiences.” 

In this paper, we discuss the pedagogy of two courses 
co-delivered to all-first year students in the School of 
Fashion and Textiles, RMIT University. These two courses 
were developed to support interdisciplinary learning and 
to scaffold and complement students’ discipline-specific 
learning of design (fashion design and textile design), 
enterprise (fashion enterprise) or technology (sustainable 
innovation). We offer this as an example of a transformative 
educational experience centred on place and materials that 
commences from the local and connects with the global. 
We draw on our first-hand perspectives of the courses and 
reflect on how the courses introduce and actively engage 
with intertwined concepts of sustainability, belonging and 
material intelligence to bring us towards more positive, 
sustainable futures.

Contextual settings
Fashion futures
The environmental, economic and political realities of 
the 21st century render the future of fashion and textiles 
uncertain. The Global Fashion Agenda Pulse of the 
Fashion Industry (2019) report highlights that consumers 
are increasingly aware and concerned about social and 
environmental responsibility in the fashion industry. As 
consumers become more conscious of their purchasing 
power, there are greater expectations and opportunities for 

companies to connect with consumers, raise awareness of 
sustainable fashion developments, and drive the switch to 
trusted brands that offer more ethically and environmentally 
responsible products and services (Global Fashion Agenda 
2019, pp. 11, 21). 

Ultimately, the future of fashion and textiles relies on 
changes from consumers and companies, as well as other 
stakeholders including fashion education institutes. The 
Pulse of the Fashion Industry report states that if changes are 
not made by companies at a faster rate to counterbalance 
the negative environmental and social impacts of the 
industry’s rapid growth, the industry will not be able to meet 
targets set by The Paris Agreement for reduced greenhouse 
gas emissions, or those of the United Nations Sustainable 
Development Goals (SDGs). The SDGs are seventeen areas 
where urgent global action is needed, including goals to 
combat climate change and its impacts (Goal 13); ensure 
sustainable consumption and production patterns (Goal 
12); and promote inclusive and sustainable economic 
growth, and decent work for all (Goal 8). 

For the global fashion and textiles industry, SDGs provide 
a useful framework to work with and are being addressed 
through forums including: 
• the Fashion Industry Charter for Climate Action (2018), 

which is part of the UN’s Climate Change strategy; 
• the G7 Fashion Pact (2019), made at the G7 Summit by 

32 major fashion brands committed to achieving net 
zero carbon emissions by 2050; 

• and a report issued in 2021 by the World Economic 
Forum, which identifies fashion and its supply chain as 
the planet’s third largest polluter, releasing 5% of the 
world’s greenhouse gas emissions, and suggesting 
strategies for improvement. 

Through its tracking of the industry’s social and 
environmental performance, the Pulse of the Fashion 
Industry report (Global Fashion Agenda, 2019) highlights 
improvements in recent years:

“Companies report that they are dedicated to sustainability, 
and they are investing in supplier relationships, supply chain 
traceability, an improved material mix and changes to their 

business model towards circularity.” 

However, this improvement is slowing as companies face 
increased challenges in scaling up proven measures across 
supply chains, in inventing and scaling transformative 
technologies, and in achieving tangible results from 
collaborative initiatives. While global targets emphasise the 
need to decouple economic growth from environmental 
degradation alongside promoting social, economic and 
political inclusion and equality, and safe and secure working 
environments (United Nations, 2021), most companies 
report that the required resources, capabilities, funding 
and advanced technologies are not yet established to a 
point that can enable this (Global Fashion Agenda, 2019). 
McKinsey’s 2020 report, affiliated with the Global Fashion 
Agenda, calculated that the fashion industry is set to 
overshoot its 2030 target for reducing emissions almost 
twofold. 
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COVID-19 has further amplified the growing crisis, marking 
the interconnectedness of our livelihoods and a state of 
vast uncertainty for global economies, businesses and 
humankind alike (Arici & Lehmann 2021). 
 
Uncertain futures
These complexities and shifting conditions – as well as the 
impact of the COVID-19 pandemic – are a challenge for 
educators to rethink how to best prepare graduates for 
a changing industry and global context. How can fashion 
and textiles educators adapt and transform curriculum 
offerings to provide graduates opportunities for meaningful 
employment, meet the needs of industry, and ensure that 
we work within planetary boundaries and strive for best 
ethical and social practices? What knowledge and skills do 
graduates of the future need?

Emeritus Professor Alex Moore (2012, p. 164) suggests that 
an unstable, uncertain world:

“Requires a curriculum for instability and uncertainty: 
one which recognises that there will be new problems, 
challenges and possibilities ahead, that the precise nature 
of these might be unpredictable, and that we require a 
curriculum that will prepare future citizens effectively both 

to respond to and to take advantage of them” 

Moore (2012, p. 165) proposes that when designing curricula 
for an uncertain future, we can begin by identifying what 
knowledge and skills are needed in order to take socially-
responsible action, as well as the ways that these knowledge 
and skills may need to be applied. He posits that future 
citizens can be better prepared for uncertain futures through 
responsive and responsible perspectives embedded 
into education, and opportunities to address likely future 
issues, alongside the development of transferable social 
and problem-solving skills for responding to unexpected 
challenges and opportunities (Moore 2012, pp. 164-5).

In this sense, the problems and targets set out by the Paris 
Agreement, United Nations SDGs and Global Fashion 
Agenda can be used as a guide for thinking through the 
kinds of responsive and responsible action graduates 
need to embody. The Paris Agreement (United Nations, 
2015) states that significant global economic and social 
transformation is needed in order to affect positive change, 
and The Global Fashion Agenda stresses that this must take 
the form of rapid collaborative, coordinated action across 
international borders and industry sectors. For graduates 
to find meaningful future employment they should be 
prepared for working together in an uncertain world, as 
well as equipped to deal with the increasing urgency and 
problem-solving roadblocks related to the issues detailed 
in current reports. 

Program and Curriculum 
Renewal 
In 2019, the School of Fashion and Textiles developed a 
proposal for the creation of an interconnected suite of 

program offerings within the School’s three disciplines 
of Design, Enterprise and Technology, aligned with the 
need to address uncertain fashion futures. This program 
suite was designed to empower students with the choice 
and mobility to move between disciplines, and increased 
flexibility by introducing multiple entry and exit points 
at the Bachelor, Honours and Masters level. Students can 
choose to undertake courses from other discipline areas or 
the university elective list as they customise their program 
and develop cross-disciplinary specialisations. 

The School’s proposal for renewal was based on 
better preparing students to meet challenges 
and opportunities facing the industry, as well as 
changing job roles. The School identified three key 
considerations for the future employability of graduates:  
(i) Sustainability and the shift to a circular fashion system 
require new ways of working, 
(ii) A new material intelligence to support the analyses and 
development of the next generation of materials within a 
framework of sustainability, and 
(iii) Interdisciplinarity through a multi-stakeholder approach 
to support ‘age of entanglement’ (Oxman, 2016) ways of 
working. 

In the 2020 survey on Australian employer satisfaction with 
recent graduates (QILT 2021, pp. 3, 34), employers were 
requested to report their satisfaction with graduates across 
five attribute domains: 

1. foundation skills around general literacy and 
communication skills, the ability to investigate and 
integrate knowledge, and think independently about 
problems; 

2. adaptive skills including the ability to develop 
innovative ideas, identify new opportunities, and adapt 
knowledge and skills to different contexts; 

3. collaborative skills for teamwork and interpersonal 
relationships, including understanding different points 
of view, and being able to interact with co-workers from 
different or multi-cultural backgrounds; 

4. technical skills for applying professional and technical 
knowledge and standards, including research skills to 
gather evidence, and work ethically; 

5. employability skills such as the ability to perform and 
innovate in the workplace through capacities for 
flexibility, time and project management, and initiative 
(QILT 2021, pp. 3, 34). 

Furthermore, in the UNESCO report entitled Learning: 
The Treasure Within (1996), four pillars of education 
are identified, each of which embed collaboration and 
communication – learning to know, learning to do, learning 
to live together, learning to be – which reflect the need for 
21st century skills that are adaptable for collective action 
and innovation in an uncertain future.

Cummins (cited in Moore 2012, p. 45) observes that 
21st century realities demand “enormous critical literacy 
and problem-solving abilities and the constant crossing 
of cultural and linguistic boundaries”, as current (and 
anticipated future) issues are environmental and social, as 
well as taking place across local and global contexts. As 
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part of its restructure, the School recognised a major shift 
away from the Euro-centric industry positioning, with Asia 
emerging as a highly influential region for fashion. This was 
a shift in the market, with growth in employer and student 
demand. It presented a need to transform the pedagogical 
approach to fashion and textiles education, with a move 
away from traditional curriculums leading to the shifting of 
long held perceptions of fashion, and opening up diverse 
practices where fashion is inclusive, diverse and decentred. 

Part of this approach to decentering fashion and textiles 
was working toward foundational course offerings that 
connect global and local perspectives, through the shared 
principles of the UN’s sustainable development goals and 
the local Australian perspective and values of ‘Bundyi Girri’. 
This concept of connecting local and global perspectives 
was to play a critical role in supporting the shifts in thinking 
needed for the curriculum. Significantly, the curriculum 
changes are supported and framed by RMIT University’s 
second Reconciliation Action Plan (2019-2020), and 
broader social and cultural shifts taking place in Australia 
that foreground the need for non-Indigenous people to 
actively engage in reconciliation.1 In the language of the 
Australian Indigenous Wiradjuri language group2, Bundyi 
poses a question “What is it we can share” and Girri roughly 
translates to “futures”, and so Bundyi Girri asks, “What is it we 
can share? Futures”. Conceived by Wiradjuri man Professor 
Mark McMillan and Doctor Peter West, the ‘Bundyi Girri’ 
project at RMIT University focuses on a commitment to 
share, and invites non-Indigenous people to develop the 
skills to actively engage in reconciliation and develop ways 
to be in relation with Indigenous peoples and Country. 

Approaching local and global perspectives through 
fashion and textiles curricula is a way to address the need 
for greater cultural awareness in teaching and learning 
approaches, as well as recognising that curricula are socially 
constructed. Moore (2012, p. 45) raises the question of 
which knowledge is privileged, and how cultural bias and 
social capital play a role in creating a sense of belonging (or 
lack of belonging) for students. He cites Cummins (Moore 
2012, p. 45) when arguing for the need to develop post-
colonial curricula that validates a broader range of cultural 
expertise and knowledge, and recognises that today’s 
world is one of global citizenship and intercultural contact. 
The School’s proposal for renewal reflected a commitment 
for greater cultural awareness and skills for cultural diversity 
and inclusivity to be embedded in curricula, as well as the 
significant role that place can play as a pedagogical tool. 

Through two new foundation courses designed for co-
delivery to all first-year students in the School, students and 
staff are invited to reflect on where they are personally located 
and where they gather – online, on campus, on First Nations 
lands – and the impacts of their words and actions on the 
communities and environment of these places. Embedding 
knowledge and reflection on the emplacement of fashion 
and textiles becomes a foundation for learning and working 
1In Australia, the sovereignty of Indigenous people was never ceded and there is no 
treaty for colonial occupation of the land. Thus, there is a need for non-Indigenous 
people to address how they live and work on the Country of Indigenous custodians.

2The use of which has been granted by elders in residence, boonwurrung elder 
n’arweet carolyn briggs and wurundjeri elder aunty di kerr, 

in industry. Conceptual tools, methods and approaches for 
working on complex problems are connected to place – to 
what resources are available, who benefits, and the ongoing 
impacts – and are framed as a way of preparing graduates 
with essential socially, culturally and environmentally 
responsible skills and knowledges. These two new courses 
are designed as a way to scaffold and complement first year 
students’ discipline- specific learning of design (fashion 
design and textile design), enterprise (fashion enterprise) 
or technology (sustainable innovation). Both courses seek, 
in different ways, to promote interdisciplinary learning, 
which enables students to develop shared language sets 
around sustainability and  materials, and to recognise and 
establish relationships between disciplinary sectors as they 
manifest locally and globally. These courses reflect Neri 
Oxman’s (2016) concept of an ‘age of entanglement’, which 
is underpinned by the claim that “knowledge can no longer 
be ascribed to, or produced within, disciplinary boundaries, 
but is entirely entangled”; interrelations between domains 
can lead to one inciting (r)evolution in another. Arguably, 
interrelations between local and global contexts can also 
lead to change, and so  establishing interdisciplinarity 
connections between domains at a foundation level, can be 
a way to equip students for collaborative action toward an 
ethical, sustainable and globally connected industry. 

The following sections discuss the two courses, framed 
by staff reflections of how interdisciplinarity supports 
diverse strategies for actioning sustainability locally and in 
connection to global issues and problems. 

Fashion, Textiles, Place and 
Story 
Acknowledging and validating a range of cultural expertise 
and knowledge to support a greater sense of belonging and 
connection for students is a starting point of this course. This 
approach is informed by research undertaken by Bronwyn 
Clarke and Rachel Wilson (2016) into the role of belonging 
in an Australian Higher Education undergraduate context, 
with the overall aim of developing strategies to support 
the participation and integration of students from diverse 
backgrounds, circumstances and cultures. This research, as 
well as case studies undertaken by Natalie Araújo (Araújo, 
et al. 2014), suggest the importance of establishing core 
competencies around sharing and collaboration early in 
the first year experience, linked to assessment or incentives 
for participation. 

‘Fashion, Textiles, Place and Story’ seeks to support Year 1 
students through a curriculum that encourages a sense of 
belonging during transition to university, as well as fostering 
connections to their industry and place within it. The course 
is introduced through the greeting-question Womin Djeka, 
which loosely translates from the Boon Wurrung and Woi 
Wurrung language of the Eastern Kulin nation (on whose 
lands RMIT University is located), as “Welcome. What is 
your purpose?”. At the outset of the course, students are 
invited to connect with and grow understanding through 
the places in which they are present. Course activities and 
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content welcome everyone into the school community 
and aim to familiarise students with online and on-
campus environments, learning on the lands of Australian 
Indigenous people, and issues (including sustainability) that 
are shared across the global fashion and textiles industry. 
Examining where we are – individually and as a collective – 
becomes a way of understanding the diverse socio-cultural, 
environmental, and disciplinary contexts in which we work. 

In this first phase of the course, students work collaboratively 
to co-construct knowledge and respond to questions 
around story-telling - one of the central themes in the 
course. How do they think stories can be shared and should 
be received? What responsibilities do they feel they 
have toward the stories of others? They create a shared 
interdisciplinary framework that reflects diverse ways of 
communicating, as well as outlining their collective values 
around acknowledging and respecting the stories of others. 
This acts as a guide for respectfully working with each other, 
and is reinforced as they write a personal Acknowledgement 
of Country, demonstrating understanding and respect for 
Australian Indigenous people. Class activities connect this 
growing cultural awareness with the United Nations SDGs 
and Good Life Goals by considering fashion and textiles 
practices for ethically and sustainably ‘Caring for Country’, 
and introducing the conceptual focus for the second stage 
of the course - dadirri – which is used by Ngangikurungkurr 
woman Miriam-Rose Ungunmerr, and loosely translates to a 
quality of inner, “deep listening and quiet, still awareness”.

The second stage of the course emphasises the value 
of collective knowledge, and exposes students to 
interdisciplinary perspectives and approaches to complex, 
global issues in fashion and textiles through a series of ‘Our 
Business’ workshops. Students co-design their learning 
experience by selecting which workshops they will attend, 
and begin to build belonging to their discipline and 
industry through opportunities to connect with different 
practitioners, researchers, local brands, industry guests, 
events and exhibitions. The workshops complement 
discipline-specific learning and enable students to 
recognise relationships between disciplinary sectors, and 
connect to an emergent community of practice. Students 
begin to identify their place within a diverse global industry, 
and learn that diverse strategies for addressing shared 
issues – such as actioning sustainability locally – are valued 
and connected to global issues and problems. 

As students reach the final phase of the course, they have 
a greater understanding of their place in connection to 
industry, discipline, and School communities. At this point, 
students are asked to reflect on the values and questions 
posed by Womin Djeka and Bundyi Girri: Why have they 
come to the field of fashion and textiles? What experiences, 
skills, knowledge, values and interests do they bring with 
them? What is their intent and purpose while they learn and 
work in their discipline? What kind of a shared future do they 
envision? It is assumed that every student begins their study 
from a unique personal perspective and that every person 
has a shared future, connected by their emplacement within 
local and global conditions. Reflecting on personal purpose 
is conceived as a way for students to set an intention for the 
positive impact and changes they would like to action in 

their community and environment, and to connect their own 
interests to broader shared issues and uncertain futures in 
fashion and textiles. Students share their intention with one 
another, and this becomes an opportunity to recognise the 
different perspectives, approaches, and experiences that 
each person brings to education and professional practice. 

In this final task, the value of the cultural and linguistic 
diversity of students, as “bearers of alternative knowledge, 
perspectives and life experiences” (Carroll & Ryan 2005, 
p. 9), is celebrated. Cultural awareness and competency, a 
global perspective, multi-linguality, and the ability to listen 
and share with others are established as foundation skills 
for operating in a global context and culturally diverse 
environments.

During these final stages, students engage in course-wide 
sessions to reflect on their discoveries through the course 
and to outline their future intentions. Currently this is carried 
out using an online brainstorming tool (respondents are 
anonymous), and shared group discussions of emergent 
themes. Examples from these brainstorms, carried out 
in the first iteration of the course (Semester 1 2020), are 
included below3:

Figure 1: ‘Fashion, Textiles, Place and Story’, Semester 1 2020, anonymous 
coursewide brainstorm, on what students enjoyed most in the course.

Figure 2: ‘Fashion, Textiles, Place and Story’, Semester 1 2020, anonymous 
coursewide brainstorm, on what students discovered through the course.

3HREC approval has been gained through RMIT University for use of this data.
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Early indications suggest that students most enjoy co-
designing their learning through the workshops in the 
second stage of the course; gain skills to reflect on their 
personal experiences and perspectives; and appreciate 
opportunities to share and learn from others. By the 
final phase of the course, students begin to identify their 
personal values and motivations for working in fashion and 
textiles; preferences for ways of working; and begin to set 
intentions for achieving their vision of a shared future in the 
field. Students report that through the course, they discover 
different ways that personal and socio-cultural stories, 
perspectives and values can be embedded in fashion and 
textiles, and gain practical strategies to explore this through 
their own work. 

Fashion and Textiles Materials 
The course ‘Fashion and Textiles Materials’ seeks to 
explore everyday fashion and textile materials and poses 
the question: how can we make considered choices? The 
course introduces students to fundamental principles 
and concepts related to textile fibres and fabrics within 
the context of sustainability and the global fashion and 
textile industry. There is a strong emphasis on developing 
knowledge associated with the language, properties, 
performance and manufacturing processes for a range of 
fashion and textile materials. 

When we designed the course, we asked the question: 
could we approach materials from a more personal and 
local perspective to deepen students’ engagement with 
everyday textiles and support development of their 
material intelligence? Glen Adamson (2018) speaks of the 
need for material intelligence as a skill long associated 
with craft that leads to deeper engagement and attention 
to the objects that surround us. Adamson argues our 
relationship to materials has become problematic because 
we are disconnected and fragmented from the physical 
processes of extraction, manufacture, and disposal of 
materials. We have effectively ‘othered’ our responsibility, 
leading to consumers, companies, and society having 
little understanding and taking little responsibility for the 
material choices we make. 

In taking a more personal approach, we also needed to 
consider how to deliver the course. Could we bring together 
the perspectives of science, engineering, design, and 
business? If graduates in industry do not work in isolation, 
we need to prepare graduates for a collaborative workplace. 
We were not expecting all students to learn everything 
about textiles, but rather to explore how they best learn, 
and find their area of interest. Taking an interdisciplinary 
approach opens up a dialogue on how individuals and 
disciplines can  engage and understand textiles. 

This also extended to staff. Previously, all programs within 
the school had delivered a ‘fibres to fabric’ course, each 
delivered from one disciplinary perspective. This led in part 
to siloing of knowledge and misunderstandings between 
disciplines. Therefore we were very conscious to bring staff 
together to share their content and approaches. This process 
of sharing was invaluable as it involved for the first time 
staff from design and technology discussing disciplinary 
approaches to bring theory and practice together, be it 
through lectures, and practical exercises in the laboratory 
(science) or studio play (design). These conversations were 
very rich and opened up a dialogue around the disciplinary 
versus interdisciplinary nature of textiles and blurring of 
boundaries. 

The course was originally designed for up to 200 students 
as a one-hour lecture series delivered to all students, and a 
2-hour tutorial small group for practical hands-on learning. 
However, due to Covid-19 extended local lockdowns and 
the shift to online learning, the lectures were changed 
to small ‘bitesize’ modules with ‘micro lectures’ of 10-15 
minutes on a topic, plus reading materials, podcasts, videos 
and interactive exercises involving everyday textiles that a 
student had close at hand. This approach allowed us to be 
more experiential and responsive to student learning. The 
learning material was more diverse. Asking staff to give 
a 10 minute presentation on their expertise, rather than 
preparing a one hour presentation, also meant we could 
call on more people (internally and externally) to provide 
content. 

As we transition back to being on campus once more with 
face to face tutorial groups, we are mindful of not losing 
some of the qualities of the course delivered when we were 
online. We are intending to keep the module approach, 
as it allows us to add and update content in a very 
responsive way. We also want to bring in different voices, 
and perspectives of materials. It is no longer about a single 
person with expertise, instead it is about facilitating and 
bringing together multiple expertises, and ways of working 
relative to opportunity and capacity. 

Conclusion
These case studies are shared as an example of how 
foundation interdisciplinary education experiences can 
encourage students to make connections between their 
own experiences and interests, local and global places, 
communities, issues and actions; to build capacities 

Figure 3: ‘Fashion, Textiles, Place and Story’, Semester 1 2020, anonymous 
coursewide brainstorm, on why students want to practice in the field of fashion and 
textiles.
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for collaboration and communication; and intertwine 
sustainability, belonging and material intelligence as 
fundamental skills and knowledges for entering into an 
uncertain future. 

The initial rollout of the courses discussed here demonstrates 
that flexible options between and within courses are a 
way to increase student awareness of different ways that 
knowledges, experiences, skills and approaches can be 
applied to practice. As school-wide foundation courses, they 
have increased student choice and flexibility for navigating 
through course content, and provided opportunities for 
students to more deeply explore existing interests and 
specialisations as well as expand understandings of the 
broader context that they work into. By placing greater 
emphasis on students’ ability to customise a unique 
fashion and textiles experience and degree, and locating 
these experiences within global and local disciplinary 
frameworks, students can come to understand the value 
that they personally bring to the field, as well as potential 
opportunities for innovation, employment, and future-
focused socially and environmentally responsible action.

By starting from the individual and their lived experiences 
and local values – in our case, with an emphasis on 
developing students’ knowledge, skills and understanding 
through place and materials – foundation courses can be 
used as a way to connect and build a sense of belonging 
to community and a shared future. Embedding responsible 
and responsive skills and knowledges in foundation courses 
can be done by transforming fashion and textiles curriculum 
to cultivate opportunities for individual and collective action 
underpinned by ethical, inclusive and sustainable values, 
and connected to issues and problems and complexities 
in the world. There is a demonstrable need for graduates 
to have these 21st century skills and knowledge, and we 
have found that in order for students to gain experience 
in adaptable and responsive ways of working on complex 
issues, the course tasks and activities need to directly relate 
to challenges and changes in the discipline. Tasks need 
to promote skills for higher level thinking and problem-
solving, and encourage students’ ability to apply evaluative 
judgement, for example, by:

1. providing opportunities to innovate in response to 
future-focused problems and scenarios;

2. to improve through formative reviews, and peer or self 
assessment; 

3. to evaluate exemplars, and learn through engagement 
with industry. 

 
To develop the confidence and capacities needed 
for an uncertain future, students can benefit from 
feeling connected to their world – that they belong 
and are valued – and from opportunities to explore 
ways of improving and evolving their practice. 
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Abstract

Resolution, a twenty-minute film documenting the Arts & Humanities 
Research Council-funded project ‘S4S Designing a Sensibility for 
Sustainable Clothing’, considers the quietly activist potential of 
women’s everyday textiles and dress skills, knowledge, networks, 
and capacities to address our dangerous fashion system. An 
interdisciplinary project, S4S combines co-creative textile, 
participatory arts-based and social science research methods. 
The central aim is to investigate how stitch groups might shape, 
uncover, or draw out incipient sensibilities – ethics, mind-sets, 
imaginaries, values, qualities – to sustain sustainable fashion choices 
and behaviours by engaging in and reflecting on creative making, 
repurposing, and repair activities.
The film provides an accessible introduction to the project aims, 
methods, research team, participants, outputs, and findings. It explains 
how the refrain ‘think, feel, act’ underpinned the development of a 
set of research activities/tools: making workshops, wardrobe audits, 
videos, clothing diaries, and questionnaires to help participants 
reflect on their clothing choices and behaviours in embodied and 
affectual ways. Film footage shows a range of making activities, 
from spinning and dying yarn to deconstructive knitting and visible 
repair, repurposing charity shop finds, pattern cutting, and creating 
upcycled leather goods. While researchers consider the value of 
the project in a wider political, social, and environmental context, 
participants reflect on their own clothing behaviours, the degree to 
which, and how they might have changed. 
The S4S research team contributed to the UK Government’s 
Environmental Audit Committee Report Fixing Fashion: Clothing 
Consumption and Sustainability (2019). Contributing to debates on 
slow fashion, craftivism, and social making Resolution demonstrates 
how participatory fashion and textiles practices provide a valuable 
tool for informing policy on behaviour change. Resolution is 
accompanied by twenty nine short in-project films (3-5 mins); all 
films are available on the YouTube Channel: S4S: the project. 
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Introduction 
Aims and Objectives
The environmental, social, and psychological damage 
caused by fast fashion is now widely recognised (Cline, 
2012; Brooks, 2015). The UK House of Commons’ 
Environmental Audit Committee’s (EAC) Fixing Fashion 
Report draws on evidence from manufacturers, retailers, 
designers, academics, and activists to demonstrates to 
conclude that the ‘current exploitative and environmentally 
damaging model for fashion must change’ (HoC, 2019). 
While disappointingly none of the recommendations 
were implemented, (post)-pandemic the government is 
revising that decision ahead of the global Climate Change 
Conference, COP 26 (2021). More than ever before, it is 
essential that policy makers work with industry, academics, 
business, SMEs, activists, pressure groups, charities, 
investors, designers, craftspeople, and consumers to 
rethink the fashion system and our relationship with clothes. 
Resolution and the short in-project films screened at this 
conference suggest one way forward by showing work 
undertaken on the Arts and Humanities Research Council 
(AHRC)-funded project S4S: Designing a Sensibility for 
Sustainable Clothing (S4S, 2019a). They tell a story about 
how making and reflecting together in community textile 
groups can generate a new sensibility (mindset, ethic, 
approach) helping consumers to develop more sustainable 
clothing choices and, as such, provide an important resource 
informing policy on behaviour change (S4S, 2019b). 

S4S is an interdisciplinary collaboration between researchers 
in the social sciences and the humanities: politics academics 
at University of Exeter and fashion research practitioners at 
the University of Wolverhampton. Together with volunteer 
participants and a group of expert advisers they sought to 
co-create a range of research interventions to understand 
and evaluate approaches to instilling pro-environmental 
clothing behaviour change. The initial aims were:
1. To bring together expertise across multiple disciplines 
(fashion design, community engagement, political theory, 
craft, consumption, activism) to push the frontiers of 
knowledge on how to foster pro-environmental clothing 
choices.
2. To explore how a sensibility for sustainable clothing 
might emerge and evaluate the potential of arts methods, 
social design, co-production/co-creation to generate and 
sustain it. 
3. To share project methods and findings with policy 
makers, community groups, researchers, practitioners and 
the public in reports, presentations, publications, and at 
events and an exhibition.
Academics worked with a range of community organisations 
in Cornwall, UK and the British West Midlands, sustainable 
fashion designer Antiform (2021), the campaign and 
advocacy group Fashion Revolution (2021), and specialist 
fashion design and environmental advisors. 

After a simultaneous launch event in Cornwall and the West 
Midlands forty participants volunteers went on to attend 
between five and twenty full-day thematic workshops 
across a period of nine months (Figure 1) (Hackney et al, 
2019b). They also kept clothing diaries, contributed to 

the project films, and filled in questionnaires (Hackney et 
al, 2019a). Around twenty people engaged in wardrobe 
audits counting and reflecting on the garments they own, 
their meaning, and their clothing behaviour (Hackney et al, 
2021). The S4S team have contributed to the EAC’s Fixing 
Fashion Report (HEAC, 2019), developed a set of resources, 
an exhibition that has toured to London, the Midlands, 
and the South West, run workshops, presented papers, 
and published in academic and popular contexts. Films, 
resources, and publications are available on the project 
website (S4S, 2019a). 

Figure 1: Participant embellishes stained denim with goldwork stitching during 
Hanny’s (In)Visible Repair Workshops (https://www.youtube.com/watch?v=JYWc-
z8eGnw) 

Literature review 

The need to improve clothing sustainability has long been 
recognised by fashion activists, designers such as Katherine 
Hamnett, and academics (Black, 2012; Fletcher, 2007). 
Initiatives such as DEFRA’s (2011) Sustainable Clothing 
Roadmap, WRAP’s (2015) Sustainable Clothing Action 
Plan (SCAP), Fashion Revolution’s Transparency Index, and 
Fashion Roundtable’s work with the All Party Parliamentary 
Group on Ethics and Sustainability in Fashion have, more 
recently, been supplemented by research with and by the 
business sector, including London College of Fashion’s (LCF, 
2021) work with medium and small enterprises (MSEs) and 
the Walpole group’s Luxury Sustainability Report (2021). 

Consciousness raising is essential and the shock effect 
of films such as The True Cost (Morgan, 2015) and Stacey 
Dooley’s documentary Fashion’s Dirty Secrets (2018) has 
played a vital role in disseminating awareness of the social 
and environmental damage fast fashion systems cause. 
Such initiatives, however, are less helpful in providing 
strategies for change, particularly within the context of the 
accepted norms of everyday life. Extant research reveals 
the difficulty of reversing fast-fashion behaviours. Even 
those aware of fashion’s externalities can get caught in a 
value-behaviour gap since quality fast-fashion items are 
more readily available in the marketplace and out-compete 
eco-fashion (Moon et al, 2015; D’Souza, 2015). To date, 
relatively little research has been done examining how 
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change in consumer/user behaviour might address this 
situation. Kate Fletcher’s Craft of Use (2016) and Alison 
Gwilt’s (2014) work on repair led the way in investigating 
the value of creative repurposing and attitudes to repair, 
while Amy Twigger Holroyd’s Folk Fashion (2017), Hazel 
Clarke’s (2019) concept of ‘women’s wisdom’, and Sophie 
Woodward’s (2007) wardrobe ethnographies examine the 
potential and challenges involved in rethinking fashion 
grounded in women’s lived experience and knowledge of 
clothes. 

Developing the rich insights, methods, and findings of these 
authors, S4S research methods - or making interventions as 
we came to see them - were co-created with community 
groups. The intention was to build an informed community 
and crucially to understand how, why, and under what 
circumstances a sustainable clothing sensibility (mindset, 
attitude, values) promoting pro-environmental behaviour 
might be achieved. Thinking about sensibility is useful 
because it involves external (social) and internal (subjective) 
knowledge. It also acknowledges the importance of 
emotion as a driver of change in making sustainable 
fashion choices, as Otto Von Busch argued in his Global 
Fashion conference keynote (LCF, 2018). To effect change 
we must interrogate our relationship with clothing on 
many levels, locating it within wider formations of identity, 
community, socially constructed values, and psychological 
drives. Change involves investigating our intellectual and 
affectual relationship with fashion, its deep connections 
with individual identities that are themselves rooted in 
socio-cultural attachments (Kaiser, 2012). 

Method and methodology: think, feel, act [make, reflect, do]

S4S research methods were designed to follow but rework 
phases of the lifecycle of clothing from spinning yarn to 
repurposing garments (Kaiser, 2012). Participants were 
encouraged to rethink their relationship with the fashion 
system by engaging with material, sensory, and emotional 
practices generated within communities (Barthes, 
1990/1967; Hackney et al 2020). Drawing on theories of 
embodied research, they were invited to use their bodies 
to explore and generate knowledges (Spatz, 2017; Vachelli, 
2018). The principle combines an emphasis on activity and 
learning found in action-oriented research with a focus on 
the physical and emotional use of the body, feeling, and 
affect. 

A range of research activities: stitching workshops, 
questionnaires, clothing diaries, wardrobe audits, and 
short films were co-designed by the research team and 
participants. The conceptual framework ‘think, feel, act’ 
was embedded in project materials to prompt a reflective 
and reflexive response. Forty (twenty in Cornwall, UK and 
twenty in the West Midlands, UK) experiential one-day 
textile making workshops were devised to replace standard 
notions of production and consumption. These were 
organised thematically: Fluff-to-Fibre; (De)constructive, (Re)
constructive Knitting; Towards Zero Waste; Vintage Pattern 
Cutting; Make-Do-And-Mend; (In)Visible Mending (Figure 
2); Second-hand and Ethical and Re-make, Re-purpose, 
Upcycle. While the workshops were where the learning-

through-making aspects of the research took place, other 
tools such as a pre-and-post workshop questionnaire 
(sample size twenty eight) allowed us to monitor participants’ 
self-reported changes in the ways they ‘think, feel and act’ 
in relation to clothing and identify areas of change. The aim 
was to understand to what extent and how affective making 
might amplify  pro-environmental thinking about fashion 
and clothing, resulting in new sustained actions/behaviour 
change, and also the role of creativity and community 
played in this (Hackney et al, 2019b). 
 

Figure 2: Jack’s Visibly Mended Jeans made in (In)Visible Mending Workshops

S4S draws its theoretical and methodological underpinnings 
from five main research strands. First, it extends work on 
social design, co-design, and the relationship between 
crafts and material affect (Armstrong et al, 2014; Twigger 
Holroyd, 2017). Second, it contributes to the field of 
sustainable fashion (Fletcher & Tham, 2012). Third, it moves 
beyond dominant approaches to behaviour change (Shove 
et al, 2012) which have limited efficacy due to the value-
action gap (Hargreaves, 2011). Fourth it uses the concept 
of affect to understand how socio-political contexts and 
emotional responses shape learning and behaviour. 
Ideas, thoughts, and emotions literally attach themselves 
to how we understand and imagine the world around us, 
impacting action choices (Connolly, 2002; Ahmed, 2004). 
Finally, it extends understandings of fashion activism by 
developing the concept of ‘quiet activism’ (Hackney et al, 
2013 and 2016) whereby activism in the form of resistance to 
prevailing fashion norms (over consumption for instance) is 
achieved by establishing new norms through group activity, 
and embedding change within participants’ everyday lives.  

Clothes generate culturally resonant affective markers of 
popular aesthetics and symbolic meanings that determine 
how individuals communicate their identities to others 
(Schofield and Schmidt, 2005). Integral to understanding 
‘affect’ is recognition that emotions can be imagined as 
sticky markers which attach to things and ideas, shaping 
how they are absorbed into identities. As we unpick our 
garments, we must also unpick the layers of emotional 
attachments that underpin human responses to what might 
otherwise be seen to be ‘rational’ choices and actions and 
transfer them to more sustainable garments and behaviours. 
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Findings and analysis: from 
workshops to wardrobes and 
back again 
The S4S project produced a wealth of qualitative and some 
quantitative data, which is subject to ongoing analysis (see 
citations in this paper) and will inform a substantial book. 
One finding that emerged is that the research methods/
tools employed (workshops, clothing diaries etc.) were 
both informative and transformative (Heras and Tabera, 
2014), that is they both suggested what a sustainable 
clothing sensibility might comprise, and enabled it. 
Secondly, we noticed that while different methods/tools 
tended to reveal/enable different aspects of that sensibility 
and the conditions necessary to support it, together they 
constituted an affectual cycle of practice in which more 
sustainable approaches to clothing were reinforced, 
normalised, and could be sustained. This section briefly 
describes three methods: workshops, film, and wardrobe 
audits and summaries some findings. Further details can be 
found in the research publications cited here. 

Workshops: Conceived as research interventions, the 
workshop activities short-circuited, unpacked, and slowed 
down the flow of fast fashion by emphasising the quality, 
skill, labour, and environmental impacts conventionally 
hidden in mainstream discourse, encouraging participants 
to reframe their relationship with clothes. The Fluff-to-
Fibre workshops, for instance, invited them to engage with 
spinning, weaving, and natural dyeing practices (Hackney 
et al, 2020). Two interlinked themes emerged, fluidity 
and temporality. Fluidity recognises that a garment is 
comprised of fibres and is only temporary: open rather than 
closed, fluid rather than fixed, and available for reworking. 
Temporality encapsulates the way that a garment embodies 
many different processes over an extended period of time, 
including (but not limited to) making and dyeing the yarn, 
weaving, cutting, and stitching the fabric, retail, the life of the 
object beyond point of sale, and the memories that attach 
to it. Workshop discussion revealed that many participants 
actively wanted an alternative to easy consumption. The 
fluff-to-fibre workshops helped them build on culturally 
available resistances to fast fashion, providing new ideas 
and knowledges around fluidity and temporality to rethink 
how they engage with fashion as an open clothing system.

Film: Resolution, made by S4S film makers: R&A 
Collaborations and Nina Constable (R&A, 2021; Constable, 
2021), provides an overview of the project aims, methods, 
and findings. The twenty plus short in-project films, in 
contrast, were a research tool to promote reflexivity and 
encourage participants to develop their own subject 
position on, and approach to, sustainable clothing 
practices. Each film focuses on an activity, approach, object, 
or emergent theme: ‘Value’, ‘Ripple Effect’, ‘Jack’s Jumper’, 
‘Group Working’, ‘Reflections’, for instance (S4S, 2019b). 
Taken together, they articulate the triumphs, challenges, 
pleasures, and struggles of developing a sustainable 
clothing sensibility (Hackney et al, 2019a). Additionally, 
participants noted how the films served as an affectual 
reminder not only of what they did during the project but 

also how they felt. Getting that feeling back was crucial to 
sustaining sustainable clothing behaviour:  

It’s been a nice reminder of the journey actually and I think 
I probably will watch them to keep my momentum going 
myself. I think the changes have been made up here [points 
to head] so when I go and buy new clothes … I’m not 
necessarily going to go to those cheap chains anymore. 
So that’s kind of, that’s integrally changed … if I sustain it 
I’m going to get the feeling back again. (West Midlands 
participant, 2018) 

Figure 3: Sarah undertaking Wardrobe Audit & Clothing Count

Wardrobe Audits: Whether secondhand, gifted, modified, 
made, repurposed, or repaired, the significance of clothing 
as a signifier of self emerged as an important theme in S4S 
workshops and films. The wardrobe audits – interviews 
were conducted in participants’ homes (sometimes from 
inside their wardrobes) – provided an intimate space to talk 
about individual items and tell personal clothing stories. 
Above all, these were stories of self, revealing the deep and 
complex connections between an individual’s identity and 
its construction and performance through dress. A distinct 
sensibility grounded in the participant’s personality, history, 
interests, values, networks, and ambitions, emerged from 
each audit interview (Hackney et al, 2021). Abigail, for 
instance, has a rich and lively system for acquiring clothes, 
passing them on, and appreciating their meaningfulness, 
from regular swaps with sisters – a means of maintaining 
family connections and saving money – to charity shop finds. 
Her clothing sensibility combined a ‘heightened sensitivity’ 
to the wider ethical and sustainable responsibilities of her 
clothing choices with skilled and creative renovation, and 
a deep love of garments, particularly those gifted by her 
mother. S4S inspired Reclaiming Fashion, her business 
teaching young people dressmaking in environmentally 
friendly ways so they too can make sustainable clothing 
choices. Sarah, in contrast, who works in museums and 
heritage, drew on her knowledge of 1940s wartime 
rationing to limit her consumption via her own coupon 
scheme, helping her to ‘make do without’, as she put it, a 
contemporary response to wartime make-do-and-mend 
(Figure 3). 
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Discussion: developing a 
sensibility for sustainable 
clothing
Resolution and the short S4S films are essential viewing 
for those interested in developing sustainable approaches 
to fashion and clothing, and the challenges involved. The 
notion of forging a ‘sensibility’ for sustainable clothing – 
individually and collectively – is unique to S4S and central 
to its aim of promoting behaviour change. One thing 
we noticed was the enormous enthusiasm with which 
participants embraced the project and the strength of their 
commitment. While some dropped out forty remained 
throughout, a demanding ask of volunteers. Participants 
told us that the project’s focus on politics and creativity 
was important. While initially it was the creative stitching, 
upcycling, and pattern-cutting workshops that appealed, 
as the project developed discussions about the global 
environmental impact of fast fashion became increasingly 
important along with the sense of belonging to a 
community of like-minded people. Several observed that 
the project had ‘come at the right time’ for them, meaning 
a time of change or even crisis in their lives: the loss of a 
job, children leaving home, early retirement, for instance 
(Hackney et al, 2021). As Professor Saunders observes in 
Resolution, taking a social design perspective the project 
offered participants three things: tuition to expand textiles 
skills; a space and resources (studios, equipment such as 
sewing machines); and something to attach meaning to 
(repurposed, upcycled, repaired clothing). Participants 
were also encouraged to personalise S4S methods/ideas 
adapting them to their own lives. Some, for various reasons, 
began to bring their children to workshops: a young woman 
with dyslexia who was struggling with the school curriculum 
but loved making things; children without access to sewing 
classes at school; and a step-father who used the up-cycling 
embroidery sessions to bond with his new daughter (Figure 
4). The sustainable fashion brand Antiform ran an S4S 
intergenerational weekend workshop specially for families 
so that parents could up-cycle garments with their children, 
sharing skills and having fun (Hackney at al, 2019a; Antiform, 
2021). 

Figure 4: Stepfather and Daughter Stitching Together

Furthermore, shop-bought garments, which formerly had 

been perceived as closed and complete, were experienced 
as fluid and open to change and adaptation (Figure 5). This 
was particularly significant in the knitting workshops where, 
as Katie Hill comments in Resilience, even experienced 
knitters had been anxious about cutting into knitwear (see 
the film Jack’s Jumper, S4S 2019b). 

Figure 5: Mother and Daughter Discovering the Pleasure of Cutting-up and 
Repurposing Clothes

Conclusion: urgent change
In the face of climate emergency, pandemic, and austerity 
we have reached a time of crisis in which the fashion system, 
more than ever before, urgently needs to be reimagined, 
reconfigured, and changed. A highly complex, secretive, 
and exploitative capitalist system with overproduction 
at its heart change in the fashion industry, however, is 
extraordinarily difficult to achieve. Consumer behaviour 
is only one part of this system, but the recent upsurge in 
activism, commitment to humane values and ecological 
ways of living, particularly among young people, augurs 
hope for the future, as Professor Angela McRobbie recently 
pointed out (McRobbie, 2021). S4S provides a set of tools to 
help consumers (and potentially producers) think, feel, and 
act as active citizens and agents of change. A form of quiet 
activism that is social and subjective, can be performed in 
the wardrobe and the workplace, with friends, in community 
groups, in class, through online networks, or at home on the 
kitchen table, acquiring a sensibility for sustainable clothing 
changes our affective relationship with fashion in ways that 
are all the more effective for being embedded in the norms 
and behaviours of everyday lives (Hackney, 2013).    
(2,937 w)
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Abstract

Apparel designers can create beautiful garments which make us look taller, 
slimmer and radiant. However, there are also designers who focus on the 
function of a garment – how the garment might protect a firefighter from 
the hazards of their job, how protection incorporated in to a uniform helps 
football and ice hockey players and how coveralls can protect agricultural 
workers working with chemicals. This past year, the knowledge of design 
and textile science came together once again to solve the issue of and how 
to lower transmissions from a spreading pandemic. 

Since the COVID-19 outbreak in December 2019, more than 75,00,000 
infected cases and 1,650,000 deaths have been reported all over the world. 
The study shows that SARSCoV-2 virus mostly spread through the moisture 
droplets produced from a person exhaling, coughing, sneezing and talking. 
Face coverings have been proven effective in reduction of the spreading of 
this virus. In the U.S., the Centers for Disease Control and Prevention (CDC) 
has recommended to wear face coverings in all places where maintaining 
six feet of physical distancing is difficult. Due to the shortage of commercial 
N95 and surgical masks, which are critical supplies for the healthcare 
workers, CDC recommended to wear homemade facemasks. However, it 
was evident that the general public were not aware about proper scientific 
techniques to make and use these masks. Additionally, there was a huge 
shortage of masks in the market during this pandemic. Hence, there was a 
need to provide scientific knowledge and distribute the homemade textile-
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based masks globally to mitigate the spread of the virus. 
Primary aim of our present study was to provide scientific knowledge about 
homemade textile-based masks to a university city of 50,000 residents. 
Our objective was to train and educate the residents of this community 
about important factors associated with the making of masks at home and 
their proper use in the public setting. Our secondary goal was to produce 
masks in our department’s sewing lab under the protocol we developed 
and provide the masks to the community residents for proper protection. 
In order to fulfill the above aim, this study extensively reviewed relevant 
literature and summarized key findings on important factors of making masks 
at home and wearing these masks in public setting. Then, we communicated 
our key findings on each of these factors to the local residents through 
electronic media such as e-poster and YouTube videos. The second outreach 
was designing the mask for protection and easy assembly. Appropriate 
fabric was sourced and purchased through a government COVID grant 
program. This fabric was cut to size specifications, bundled together with 
either bias tape or elastic and instructions on proper assembly of the 
mask. These kits were distributed through University Extension Agents to 
volunteers throughout the state who would sew the masks. Completed 
masks were returned to us within two weeks, which were then distributed 
to the community residents via university philanthropic partners. 

It has been found that crucial factors of making masks at home and 
wearing these masks for protection are related to fabric selection, design, 
construction, handling and care. The fabric materials for the masks should 
be a multilayered system using fabric with at least 300 yarns per square 
inch. The layers include an outer later as a barrier to the outside airborne 
droplets coming from people’s sneezing and coughing, a middle layer that 
can absorb wearers’ droplets from sneezing and coughing, and an inner 
layer that is in contact with the wearers’ nose and mouth. Our research 
efforts helped to prepare ~1000 masks for the community residents and 
it had been distributed to the residents through university philanthropic 
partners including a local food pantry, fire departments and police units. 
This project was proven very beneficial to the community especially in the 
early stages of the pandemic when there was a huge shortage of masks in 
the market.  
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Homemade Textile-based 
Masks during COVID-19 
Pandemic - An Innovative 
Solutions to Meet Needs of the 
Residences in an US Community
Covid-19 started in December 2019 in Wuhan city, 
Central Hubei Province of China (Holshue et al., 2020; Liu 
& Saltman, 2020). After reporting about 40 cases of this 
unknown etiology, the World Health Organization (WHO) 
along with Chinese authorities started working together 
on this ‘viral pneumonia’. The concerned authorities soon 
established the unknown etiological agent as a new virus 
and temporarily named it “Novel Corona Virus” (2019-nCoV) 
(Roy et al., 2020). Later, the virus was renamed “Severe 
Acute Respiratory Syndrome-Coronavirus-2” (SARSCoV-2). 
Meanwhile, the first COVID-19 related death was announced 
by China of a 61-year-old man on January 11, who was 
exposed to the virus in a seafood market (WHO, 2020c). The 
infection spread across the world within a period of a few 
weeks. On January 30, 2020, WHO declared COVID-19 as 
public health emergency of International Concern (WHO, 
2020a, 2020d). The first death due to COVID-19 outside 
of China was reported in the Philippines on February 2. 
This new disease caused by SARSCoV-2 virus was named 
COVID-19 on 11th February by WHO. About 114 countries 
were affected when WHO declared COVID-19 a pandemic 
on 11th of March, one of the largest health emergencies 
happened globally after World War II (WHO, 2020d). 

The outer fringe of the envelope protein, which resembles 
crown (‘corona’ in Latin) and a family of enveloped RNA 
viruses was the reason to name the virus Corona (Burrell 
et al., 2017). This virus usually causes disease in mammals 
and birds and can cause mild upper respiratory infection 
in humans. Occasionally this virus was transmitted to 
the human body and caused respiratory illnesses like 
the Severe Acute Respiratory Syndrome (SARS) and the 
Middle-East Respiratory Syndrome (MERS) viruses (Roy et 
al., 2020). For the third time, the coronavirus has crossed 
species and infected humans (Perlman, 2020). In 2020, the 
virus has spread rapidly and has affected large groups of 
people, which in turn has caused fear and panic all over 
the world (Esmail, 2020). The new pathogen variant of the 
current outbreak emerged from coronaviruses related to a 
variety of SARS. This virus is originating from bats through 
high genetic recombination ability and close coexistence, 
which made it difficult to prevent this virus in many ways 
(Esmail, 2020; Uinarni et al., 2020).  

Since the coronavirus outbreak in December 2019, 
~75,000,000 infected cases have already been reported 
globally including a death toll of over 1,650,000. As of 
December 15, 2020, over 17,000,000 U.S. residents have 
been infected and nearly 315,000 residents have died 
directly due to respiratory infections caused by this virus 
(Worldometer, 2020, December 15).  

It has been found that this virus mostly spreads through 
the moisture droplets produced from a person exhaling, 

coughing, sneezing, and talking. These droplets are able 
to travel many feet through the air and linger on surfaces 
for several minutes to hours even after the person left. This 
virus can enter a new body directly through breathing or 
landing on mucus membranes such as eyes, nose, etc. 
(Abbott et al., 2020). The respiratory pathogen can be 
transmitted through three different routes; contact, droplet, 
and airborne spread. Contact transmission could also be 
directly transferred from a contaminated hand or could be 
transferred from a contaminated surface (Chua et al., 2020). 
Face coverings have been proved to be effective in reducing 
the spread of droplets while speaking, coughing, and 
sneezing. Face masks have been recommended for a long 
time for individuals having respiratory infections (Abbott 
et al., 2020). Moreover, it has been found that homemade 
masks have similar effectiveness of surgical masks in 
diffusing the air droplets, which could spread COVID-19 
(Fischer et al., 2020; Verma et al., 2020). 

As a result of the coronavirus pandemic, the Centers for 
Disease Control and Prevention (CDC) has recommended 
individuals to wear face coverings such as masks in all public 
settings where 6 feet of physical distance from other people 
is difficult to maintain (e.g., grocery stores and pharmacies) 
and/or where there is a high probability of significant 
community-based coronavirus transmission through 
airborne droplets from people’s sneezing, coughing, 
etc (WHO, 2020b). Of note, the CDC recommended that 
these masks used by average citizens should not be the 
commercially available surgical or N95 masks as these 
are critical supplies for our healthcare workers in this 
pandemic situation. Therefore, the CDC recommended that 
homemade masks made from commonly available textile-
based fabric materials could be worn in the public setting 
for the general public.

Although the CDC recommended wearing homemade 
textile-based masks to individuals, it can be hypothesized 
that the general public might not be aware of proper 
scientific techniques to make and use these masks. Providing 
this guidance to the general public about homemade masks 
is essential for effective protection from and mitigation of 
the spread of this virus. 

Aim
Primary aim of our present study is to provide scientific 
knowledge about homemade textile-based masks to a 
university community of 50,000 residents. Our objective 
was to train and educate the residents of this community 
about the important factors associated with the making of 
masks at home and their proper use in the public setting. 
Our secondary goal is to produce masks in our department’s 
sewing lab with the knowledge we gather and provide the 
masks to the community for proper protection.

Methodology
In order to fulfill the above aim, this study extensively 
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reviewed the relevant literature and summarized key 
findings on important factors of making masks at home 
and wearing these masks in public settings. Then, we 
communicated our key findings on each of these factors 
to the university community residents through electronic 
media. 

The second outreach was designing the mask for 
protection and easy assembly. Cut fabrics and kits were 
distributed among the volunteers through extension 
workers throughout the state to sew the masks. Completed 
masks were returned to us within two weeks, which were 
then distributed to the local medical center, COVID testing 
center, local first responders, and campus personnel 
working in the lab.  

Identification of Materials, 
Design and Proper Using of 
Face Mask
To identify the proper materials and design for making a 
face mask and also proper use of the masks, we broadly 
reviewed the related literature. For gathering the literature, 
we chose different search engines such as University library 
database, ProQuest, Google Scholar, etc. The keywords we 
used to find out the related literature are; “Homemade”, 
“Facemask”, “Design”, “Materials”, “Use”, and “COVID-19”. 
We then gathered and reviewed all the related literature. 
We grouped the literature into two different topic groups; 
the number of layers and materials, design and safely using 
the mask. We extensively reviewed how different literatures 
talk about the number of layers, materials, design, and 
proper use of the mask. We emphasized the testing results 
and evidence the literature provided while discussing the 
above-mentioned properties of the facemasks. 

Providing the Scientific 
Knowledge on How to Make 
Homemade Face Masks to the 
Community
The key findings on each of these factors were then 
provided to the university community residence through 
electronic media. Posters and videos were made about the 
fabrics, designs, and care for the masks in conjunction with 
university extension partners. These posters and videos 
were widely distributed by using the University Extension 
Facebook page and the University TV channel. 

Design and Assembly of Face 
Masks
The second part of our outreach was to design masks 

for protection and easy assembly. Instruction sheets 
were developed with images and descriptions. We also 
identified high thread count fabric and purchased it in bulk. 
Using the department’s high-speed automatic cutter as 
well as an electronic rotary cutter, we cut out the masks and 
bundled the fabric and twill tape in a package of 10 units. 
A call was put out for volunteers to stitch the masks and 
we distributed kits through extension workers throughout 
the state. We ensured that all the volunteers were fever-
free to ensure a safe working environment in the lab. After 
deciding the fabrics, ties, and design, a healthy seamster/
seamstress started the construction of the masks as per the 
methods described in the CDC guideline or other literature 
(ButtonCounter, 2018; Deaconess) (Figure 1). Completed 
masks were returned to us within two weeks and then were 
distributed to the local medical center, COVID testing 
center, local first responders, and campus personnel 
working in the labs. 

Figure 1. A Seamstress is Working on this Project

Results and Discussion
Based on the comprehensive literature review (Appropriate 
Donning & Doffing, 2020; CDC, 2020a; Instructional video 
for sewing the Olson mask (COVID-19), 2020; MakerMask, 
2020b; Robertson, 2020) this study found that crucial 
factors of making masks at home and wearing these masks 
in the public setting are related to fabric material selection, 
design, construction, handling, and care. 

Through our systematic review, this study found that fabric 
materials for the masks should be a multilayered fabric 
system, as per the guidelines by WHO, the non-medical 
fabric mask should have three layers (MakerMask, 2020a). 
An outer layer acting as a barrier to the outside airborne 
droplets coming from people’s sneezing, coughing, etc.; 
a middle layer that is sandwiched between the outer 
layer and inner layer which can absorb wearers’ droplets 
from sneezing, coughing, etc.; and, an inner layer that is 
in contact with wearers’ mouth and nose. The outer layer 
should be a tightly woven fabric (with at least 300 thread 
count) that is commonly used in an antimicrobial cotton 
pillowcase or nonwoven polypropylene reusable shopping 
bags; the middle layer should be a tightly constructed 
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cotton or cotton blended knitted or woven fabric and 
such fabrics are commonly used in T-shirts or men’s dress 
shirt; and, the inner layer should be a washable nonwoven 
fabric which is found in interfacing, coffee filters, or a 
polypropylene High-Efficiency Particulate Air (HEPA) filter. 
Songer (2020) in his article mentioned that for selecting 
the fabric for making the mask, the four important criteria 
are considered- material characteristics, breathability, 
water-resistance, and disinfection properties. Selection of 
spunbond nonwoven polypropylene (NWPP) which is used 
in commercial face masks is most important. Though the 
commercially used medical-grade NWPP for face masks 
are not widely available to the public now, the reusable 
grocery bags can be used as a source of spunbond SWPP 
for use in community masks. Bags constructed from 100% 
polypropylene or having “#5 PP” recycling indication can 
be used for the preparation of face masks. Fabrics that have 
laminated waterproof coating should not be used since 
these fabrics could compromise breathability. Reusable 
grocery bags are considered a top choice especially for the 
outer layer since these are designed to withstand washing 
and disinfection (Songer, 2020). 

From the design point of view, it is recommended that 
the color of the outer and inner layer fabrics should be 
different for proper identification to the wearers; and, all 
the three layers could be tied together on wearers’ face 
covering the mouth and nose using latex elastic or hair ties, 
shoelaces, stretchable bias tape if the wearer is allergic 
to latex elastic. CDC released instructions on making sew 
and non-sew masks (CDC, 2020a). MakerMask has given 
the following guideline on designing a face mask. Face 
masks are designed to cover the mouth and face to reduce 
the chances of penetration of the virus through breath. 
Selection of the right materials and design is important to 
achieve proper comfort, fit, and functionality. The face masks 
typically have three different parts; body, head ties or ear 
loops, and a flexible nose piece (MakerMask, 2020b). The 
body of the masks is typically made of three-layered fabrics. 
The suitable materials for each layer have been discussed 
in the previous section. Head ties or silicon-based can 
be used to hold the mask in the proper place. Head ties/ 
silicon bands are preferred over the ear loop since they are 
able to hold the mask in place more securely. Elastics are 
not preferred since they could have latex and can cause 
severe reactions in individuals who have latex allergies. A 
flexible nose piece is used to improve the fit of the mask. 
This helps to reduce the gaps between the face and mask 
and also reduce fogging of the glasses. The requirements 
for the nose piece are that they should be washable, rigid 
but flexible so that can be adjusted to the individuals’ faces 
(CDC, 2020a, 2020b; MakerMask, 2020b). This research 
further prepared a one-page e-leaflet to communicate the 
above-indicated recommendations to the residents of the 
university community. Furthermore, five different videos on 
fabric material selection, design, construction, handling, 
and care for the masks were prepared and uploaded on the 
website and also shared on social media to communicate 
to the residents. Till December 15, 2020 information in 
our prepared posters and videos has been accessed by 
~30,000 residents of the university community. 

Figure 2. Masks Produced Through this Project

It is recommended that the seamster/seamstress should 
be healthy and free of fever. Additionally, the seamster/ 
seamstress must carefully clean all the work surfaces of the 
sewing machine/equipment and wash hands thoroughly 
before starting the construction and should not touch 
his/her mouth or face during the construction. We have 
prepared around 1000 masks, which have been distributed 
to the local community (Figure 2). 

It is further recommended that the masks must be donned 
and doffed with care while handling by wearers. Wearers 
must don the masks with clean hands and doff without 
touching the exterior or interior of the masks in order 
to get proper protection from airborne droplets. After 
doffing, the masks should be left in an undisturbed area 
with the outside of the mask face up for 48-72 hours as 
current research has shown that virus has limited life on 
textile fabrics. All masks should be changed when wet 
(MakerMask, 2020a). In order to maintain the proper design 
of the masks, it is recommended to hand wash the masks; 
however, a machine wash (using hot water setting and 
gentle cycle, preferably using biodegradable color-free 
laundry detergent) and air-dry method could also be used. 
Proper take-off of a mask is also important in order to be 
safe from contamination. Mask should be washed regularly. 
Warmest water setting appropriate for the fabric used to 
make the mask should be used. Highest heat setting should 
be used in the dryer, leave the mask in the dryer until it is 
completely dried (Appropriate Donning & Doffing, 2020; 
CDC, 2020b, 2020c). 



46
Conclusion
The scientific knowledge developed and communicated 
in this study could create awareness about homemade 
masks and their uses among the residents of the university 
community. This kind of Corporate Social Responsibility 
(CSR) activity is beneficial for the community because 
properly prepared homemade textile-based facemasks 
could give similar protection to the commercial N95 and 
surgical mask. Fabric with a high thread count (300) can 
provide good protection against spreading the virus 
that causes COVID-19, which is available in different 
home textiles. Proper design is also important to get full 
protection from homemade facemasks, knowledge of 
which also has been provided to the community. This 
effort could mitigate the transmission of coronavirus from 
human to human and could help to build a safe healthy 
community during this pandemic situation. 
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Abstract

Generation-Z relies on their digital impact on social media rather than physical presence. The 
generation focusses on appearances for social media platforms like Instagram and Snapchat 
which involve creating looks with multiple layers of garments and accessories that are in-
trend. The frequency of interaction with social media database and ensuring uniqueness 
and newness of one’s appearance leads the generation into consuming massive quantities 
of apparel and accessories. This adds to tendencies of over consumption, which in turn lead 
to an increase in adverse environmental issues already caused by the fashion industry. 

On the other hand, Generation-Z has also evolved into a more aware consumer, conscious 
of the perils and impact of their excessive purchasing habits. They are constantly striving to 
create an equilibrium in creating new-ness for the ‘gram’ and being conscious sustainable 
consumers. The rise of the cognizant consumer, has led to more awareness about the 
organizations with which they engage, and they are strongly exercising their consumer 
choice. 

Fashion brands and labels capitalize on the situation and tap into social media platforms 
to access their target market, humanise their brand personality and maximize their profits 
at the same time. Consumerism is so rampantly perpetuated currently that fashion brands 
have needed to ramp up their marketing strategies, in the effort to create a language that is 
perceived as authentic to their brand’s values. Social media platforms are constantly adapting 
to new ways in which information (trends) is being presented to an appropriate audience. 
New forms of story-telling have been embraced by consumers and brands including 
disappearing or ephemeral content storytelling. With new social platforms emerging at a 
rapid pace there is the opportunity of discoverability for brands to find what works for them.  

The paper attempts to explore the dichotomy of social media marketing keeping in mind 
a ‘woke’ consumer who desires newness and simultaneously endeavours to champion the 
cause of environmental consciousness. An argument is presented that fashion brands have, 
and will continue to need to, innovate the manner in which information is disseminated to 
their consumer and how the feedback received thereof is incorporated in creating innovative 
and yet sustainable design. Key decision makers and more brand conscious consumers, 
Generation-Z is very aware of narrative corporates tell while making a choice. The paper 
intends to reveal and re-contextualise the notion of ‘creative newness’ and amalgamating 
the same with conscious purchasing intentions. 



49
Introduction

This research paper aims towards understanding 
Generation Z, importance of social media in their lives 
and its impact on customer purchase decisions especially 
with the aforementioned generation. The research has 
concentrated on the influence of social media on customer 
experience specifically highlighting the influence of social 
media on Gen Z’s buying decisions in the fashion industry.
Gen Z, the digital generation, has to balance the complex act 
of expressing their individuality in a unique fashion online, 
with its keen awareness of sustainability and preservation of 
the environment. For this generation every post online must 
express not only their unique fashion style, but also their 
values, principles and their conscious support of collective 
wellbeing of the world.

Currently social media is a part daily activities of the 
community. This age group has a tool that allows for very 
interactive sessions within various communities, where 
they can collaborate and create adjusting user-generated 
content globally.

This research will focus on Generation Z, looked upon as 
the ‘True Gen’’ of the internet, focus on a strong digital 
presence and how social media and they interact mutually 
and impact each other through this constant exchange. 
Interconnected globally and virtually in their digital-first 
world, Gen Z experience their physical and digital worlds 
as inextricably bound to each other from which they rarely 
“sign-out”.

Literature Review 

For Generation Z, the digital generation, to be able to 
access information very easily is an essential. Early exposure 
to the internet, mobile systems and to social networks 
has led this this generation to take for granted accessing 
many sources of information and integrating virtual and 
offline experiences. According to Dwi R et al (n.d.)“Since 
childhood, they have become accustomed to technology 
and accustomed to sophisticated and refined gadgets that 
have an effect on their personalities.” 

According to Poncelin C. (2021) To predict a fashion trend 
“street style” has now taken on great significance online 
with views of what people are wearing just a click away. This 
adds to consumer data and backs one’s intuitions on how 
niche trends reach the mass market.  

Shoenberger and Tandoc (2014) found that people use 
Facebook self-expression functions (such as posting 
pictures or updating status) in order to be in the “in” crowd, 
to receive responses from others, to encourage others, or 
to entertain. Viewing others’ profiles or commenting on a 
status suggests a social connection function of Facebook, 
which gratifies entertainment and expression of oneself. 

“This generation wants — everybody wants — to have a 

say. Everybody wants to be heard.” 

According to Foster, K (Foster K. Gen Z is more conservative 
than many realize — but the Instagram-fluent generation 
will revolutionize the right, Business Insider) the generation 
views online information as a two-way street. Their complete 
comfort in all things digital leads them into becoming very 
capable content creators themselves, and curating their own 
personal brand, while viewing other information through 
a very discerning lens. Fashion brands have scrambled to 
prepare themselves bracing themselves for this next breed 
of shoppers, who are about to enter the workforce and have 
become a formidable force in the economy.  

According to Letko, K. (2019) “In terms of ethical behaviour, 
fashion brands need to pay close attention to ensure that 
all of their business practices are both legal and moral. 
Fashion is an industry that can be very unethical, solely due 
to the fact that many fashion brands outsource and create 
factories in other countries in order to obtain cheap labor 
and materials that lead to a maximization of profits.” 

According to Khusainova G. (2020) For Gen Z consumers 
shopping is often not a simple matter of transaction, 
it’s a statement that represents their beliefs and values. 
According to Inside Retail (2020), 63% of these consumers 
want to know that their spending is ethical and prioritize 
companies that contribute to a social cause.

Finally, consumers increasingly expect brands to “take a 
stand.” The point is not to have a politically correct position 
on a broad range of topics. It is to choose the specific topics 
(or causes) that make sense for a brand and its consumers 
and to have something clear to say about those particular 
issues.  In a transparent world, younger consumers don’t 
distinguish between the ethics of a brand, the company 
that owns it, and its network of partners and suppliers. A 
company’s actions must match its ideals, and those ideals 
must permeate the entire stakeholder system. 

According to Francis T. & Hoefel F. (2018) Gen Z consumers 
are mostly well educated about brands and the realities 
behind them. When they are not, they know how to access 
information and develop a point of view quickly. If a brand 
advertises diversity but lacks diversity within its own ranks, 
for example, that contradiction will be noticed. In fact, 
members of the other generations we surveyed share this 
mind-set. 

Methodology

The research used a combination of Primary and Secondary 
data collection to approach the subject. An initial research 
was conducted through secondary sources which have 
been discussed in detail in the literature review section. 

The primary research was conducted with Gen-Z (born 
between 1995-2012) age group. The sample population 
comprises of recently graduated students, current college 
and current school students varying in age between 16-26 
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years. The research was conducted through a questionnaire 
which the students filled electronically and through 
scheduled interviews to further capture their insights. 
A sample size of 100 Gen-Z young adults both male and 
female were interviewed for the process. The questionnaire 
consisted of both open ended and closed ended questions. 
The collected data was then analyzed and tabulated in 
graphs for further discussions. 

Primary data collection

The primary data was collected from Gen Z for the following 
aspects:

Social media consumption pattern. In the pattern of Social 
Media consumption the following set of questions were 
asked:

1. Frequency if use 2. Preferred platform 3. Why is it preferred 
4. Expectations from the preferred platform 5. Consumption 
pattern of the medium 6. Impact of consumption patterns- 
social, digital, cause orientation 7. Preferred brands to 
follow 8. Social media influencers- following patterns. 

Peer Pressure and Social Interaction. For determining the 
peer pressure and social media interaction the following 
questions were asked:

1. Frequency of posting from an individual. 2. Content 
used for posting. 3. Types of social interactions where the 
students feel more reason to dress up 4. Consciousness 
about peer opinion. 5. Consciousness about their 
individualistic thoughts and opinions 6. Social issues that 
affect their opinion. 

Buying and consumption Pattern. The sample group was 
also asked about their buying and purchasing pattern. The 
following questions were asked for the same:

1. Frequency of buying new clothes 2. Usage before 
discarding a garment 3. Re-use of old garments. 4. 
Social issues and their impact on purchase decisions. 5. 
Consciousness as a consumer of fashion. 

Results and Key Findings

56% of our respondents were in the group of 19-22 while 
37% respondents were 23-26 and 5% of the respondents 
were 16-18 years of age.

Participants of this study were asked different questions 
to know whether they use social media and follow fashion 
through social media or not. The above graph clearly 
indicates that the social media platform most frequented 
by Gen Z is Instagram. Snapchat comes at a close-second 
as it is also a more visually oriented platform. 

Figure-2- Frequency of use of platform

This generation spends considerable time online 
researching and cross referencing information before 
purchasing. As social media platforms continue to push 
e-commerce into the spotlight, more and more online time 
is utilised for product research, brand engagement, and 
online purchases. Instagram, to take an example, gives 
the option of one-click shop features that allow users to 
purchase with a single click. 

The figure above elucidates that the majority of participants 
have a habit of using social networking sites for a 
considerable period of time by checking out all updates 
through social networking sites. We can surmise through 
our findings that this is a more mobile-friendly generation 
and this is a generation that relies heavily on their devices to 
acquire and deliver the information they need. 

The youngsters primarily use this platform to get Information 
about social trends and entertainment (87%). News and 
information (83% respondents) followed by celebrity style 
(82%) came in at a close second. 77% of respondents said 
that they gather information about friends and relatives 
and 75% respondents said that they gather information 
about social causes that resonate with them through the 
platform. Through this response we can clearly see that 
for this generation social media is the prime source of 
information gathering and most of them do not prefer 
traditional medium like television or newspaper to now get 
information.

Influencers who have become celebrities are the most 
followed people on instagram for the Indian Gen-Z 
diaspora followed by movie celebrities and sportspersons. 
Hollywood celebrities are also extensively followed by them. 
From the information gathered about the generation we can 
also say that they prefer following ‘real’ people rather than 
brands or organizations. According to the survey innovative 
content and lifestyle updates are the most common reasons 
why they follow a certain celebrity. Trends comes at a close 
third with 74% respondents mentioning it as a reason for 
them following an influencer followed by relatability of Figure-1 Preference of Social Media Platform
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the celebrity. This also might be a reason why the trend of 
paid partnerships with influencers is a popular marketing 
strategy for brands to reach out to this age group. 

Some of the more popular celebrities include Komal 
Pandey, Masoom Minawalla, Priyanka Chopra, Kylie Jenner, 
Deepika Padukone and Ranvir Singh. 

However, it is not that the generation would not follow brands 
at all. Majority of them would follow brands on social media 
for the same reasons as they pick and choose celebrities 
and influencers. The reasons being gathering information 
about trends and lifestyle followed by relatability and the 
social causes amplified by the brand. Mindful of the same 
many fashion brands like for example Gucci incorporates 
Gen Zers primarily as part of their social media marketing. 
As they research and understand the behaviours that 
resonates with this generation of consumers, they draw 
them to purchase from their brand. This generation also 
is a supporter of home-grown designers and Indi-labels 
and believe in promoting the same. When asked about the 
brands they like Torani, Sabyasachi and Raw Mango topped 
the list of Indian- Grown labels they follow. Gucci, Iris Van 
Herpen and Dior topped the list of international brands 
being followed by them. 

When asked whether the influence of social media affects 
their buying behaviour a whopping 60% of the respondents 
admit to the same while 31% respondents were not sure if 
that is true for them. Less than 10% of the respondents said 
that it did not affect their buying behaviour. The reason for 
the influence mostly includes the feeling of being a more 
informed shopper abreast with knowledge of latest trends 
(70%). This also helps them to become more confident 
shoppers. It is interesting to note however is that online 
shopping is the most preferred platform for them to shop. 

Figure-3- Social Media Influence on buying behavior

Peer Pressure and Social 
Interaction

In this section we are going to discuss how this age group 
interacts with their peers and also socially. It is interesting to 
note that social media is the 

Figure-4- Frequency of posting on social media

It is a peculiar find that while the generation spends 
between 1-3 hours a day on social media a majority (71%) 
of them say that they post rarely on their accounts. Only 
24% respondents say that they post once a week. This 
would also imply that the selected age group consumes 
more information than they are willing to post and use 
the platform as a net-gathering space for information 
collection. However, whenever they post online styled 
garments is what they prefer to show followed by lifestyle 
related images. Quite a few of them (17.7% mentioning any 
other) also share glimpses of their personal and everyday 
lives for consumption of mostly their family and peer group.
 

Figure-5 Topics on which social media postings are done

The generation is quite conscious of their social 
consciousness and their opinions especially the ones 
related to social causes or interests that they believe in. This 
extension of their thinking they also apply to the influencers 
and brands that they follow. More than half the respondents 
said that they would follow the brands or influencers who 
resonate with their personal beliefs and opinions. 

Figure-6 would you follow brands that follow your social cause.

When the respondents were asked how conscious are they 
when others perceive them most of them were extremely 
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conscious of the same. The same is reflected on the likert 
scale where 1 indicates least conscious and 5 indicates 
most conscious.

Figure-7 Likert scale of consciousness

The reasons most common reason that they stated is that 
they feel that their image should reflect their choices (66%) 
and that they are extremely conscious of the image that they 
portray on social media. They were also conscious of their 
lifestyle (27%) and the lifestyle that they show to the world. 
When talking about social issues and causes that affect 
them the most freedom th express freely, sustainability 
and environmental consciousness topped the list while 
livelihoods and LGBTQ issues came at a close second in 
terms of numbers. This also indicates that the generation is 
also very conscious of the social issues pertaining around 
them and give them more weightage than issues like 
politics which they are least interested. 

The generation is also making a conscious decision to 
make changes to their personal lifestyle as well. Some of 
the changes which the respondents said they are making 
in their lives include buying no animal tested products, 
only buying from brand that supports their social cause, 
supporting small businesses, adapting to 0 waste lifestyle 
and purchasing from environment conscious brands. 

Buying and Purchasing 
Decisions

The generation while being so inclined to posting and trend 
related information however does not believe in spending 
a lot of money to make these posts or do not feel the need 
to purchase new garments for posting about their life. A 
little more than half the respondents said that they do not 
like to make new purchases for posting and another quarter 
said that they rarely make a new purchase. 

Figure-8 buying for posting on social media

The same decision of buying less is value a lot of them 

incorporate in their personal lives as well. A little more than a 
quarter respondents said that they purchase new garments 
in more than 2 months while another quarter indicated that 
they make purchases only once in a month. 

Figure-9 Frequency of purchase of new clothes

The generation may be sustainability-minded, but they 
also are under constant pressure to reinvent their look 
constantly as they are the most photographed generation 
yet. Their frugal purchasing behaviour ensures they invest 
in a product or service that offers much value so as to justify 
the purchase. They are not unfamiliar to the idea of wear 
clothing that’s though good quality and fashionable, has 
been sourced from clothing rentals or  try-before-you-buy 
shopping experiences.

Generation Z wants individuality but is conscious of the 
waste the fashion industry is generating. Although they 
care about what their peers think of them Gen Z is budget-
conscious generation.

Figure-10 Frequency of repeating a garment

As is evident in the figure above though Gen Z has grown 
up alongside influencer culture and felt the tremendous 
pressure of social media presence, they want reinvent 
their wardrobe, but without doing damage to the 
environment. Though decision to shop sustainably is 
often complicated by high price points of sustainable 
products and quick accessibility to fast fashion brands 
the generation is constantly dabbling into new forays of 
purchase. They realise they have access to a vast inventory 
of pre-loved streetwear, vintage designer wear and one-
of-a-kind creations that allows them to build their unique 
personality without compromising on their stance towards 
sustainability.  The financial incentive to sell their garments, 
rather than leaving them unused in a wardrobe or sending 
them to a landfill is being looked on as an attractive option. 
There is a growing trend toward giving clothes a second life 
via recycling and upcycling which supports Gen Z’s view on 
thoughtful purchasing and focus on quality. 
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Figure-11 Recycling old garments to create new look

Gen Z are not only turning away from unsustainable brands 
but are embracing and willing to pay more for sustainable 
products. Generation z has the power to tackle the fast 
fashion issue and the tools available to drive awareness 
towards more sustainable brands. Social media is a hugely 
important channel that can be used to start conversations, 
raise awareness and show support for people doing the 
same.  Shopping second hand works as no new natural 
resources are used and recirculation leads to a conscious 
and creative re-working of existing materials.

The same according to them also impacts their buying 
decisions as seen in the figure below:

Figure-12 Do social causes affect purchasing decisions.

One third of the respondents said that it directly affects 
their purchasing behavior while a little more than half 
of them said that it depends, however there is a strong 
consideration about  brand ethics and values and their own 
values that they take into consideration while making the 
decision. 

Conclusion

Through our research it became evident that Gen Z 
endeavours to balance their environmental conscience 
with their desire to make a unique style statement. They 
are authentic as they want to refresh our understanding 
of corporate responsibility. Conscious consumerism leads 
them to research in-depth a brand’s positioning and 
perspective. There is a shift in spending behaviour with this 
generation that businesses need to be aware of, rethinking 
and re-balancing how they address social issues and work 
ethics. 

The age group is highly informed, discerning and self-reliant 
and he/she wants to express their opinions, collaborate 
with brands and co-create. Businesses will need to become 
transparent and authentic to this generation as they are 
very alert to any signs of spurious hype. Desiring from 
retailers, values and principles tailored for them individually 
to create an experience that is unique, Gen Z is very much 
in the driver’s seat. 

Young people have always embodied the zeitgeist of their 
societies, profoundly influencing trends and behaviour 
alike. The influence of Gen Z—the first generation of true 
digital natives—is now radiating outward, with the search 
for truth at the centre of its characteristic behaviour and 
consumption patterns. Technology has given young 
people an unprecedented degree of connectivity among 
themselves and with the rest of the population. That 
makes generational shifts more important and speeds up 
technological trends as well. For companies, this shift will 
bring both challenges and equally attractive opportunities. 
And remember: the first step in capturing any opportunity 
is being open to it.

Simply committing to a cause is no longer enough. Brands 
have to walk the talk, or otherwise be under the watchful 
eye of the internet community. 

Gen Z shoppers gravitate towards collaboration. They want 
to interact with brands that understand them, they want to 
be heard and become a part of the creative process. For 
consumers, marketing and work ethics are converging. 
Companies must therefore not only identify clearly the 
topics on which they will take positions but also ensure that 
everyone throughout the value chain gets on board. For the 
same reason, companies ought to think carefully about the 
marketing agents who represent their brands and products. 
Remember too that consumers increasingly understand 
that some companies subsidize their influencers.



54
References

• Rega Dwi M, Rama Yulistyana P, Muhammad Ryan 
W, Setyo Riyanto Social Media and Generation Z 
Management Study Program,Faculty of  Economics & 
Business ,Universitas Mercu Buana 

• Poncelin, C. (2021), How to stay ahead of fashion 
trends in the era of social media, Blog available 
at https://www.heuritech.com/blog/articles/
trends-on-social-media/ accessed on 30th June 
2021.  

• B. Beth, (n.d.) Social media and Comparison, How 
am I Doing? The Relationship of Social Comparison 
and Competitiveness on Social Media Use. Florsida 
Southern College 

• Letko K. (2019) Influencer Marketing: How Generation 
Z is Sparking a Fashion Marketing Revolution 
University of South Florida   

• Khusainova G. (2020) Don’t Get Left Behind: 
Gen Z Wants A Different Shopping Experience, 
Forbes available at https://www.forbes.com/
sites/gulnazkhusainova/2020/09/07/dont-get-
left-behind-gen-z-wants-a-different-shopping-
experience/?sh=2d9580ebfaf0 accessed on 30th June 
2021.  

• Francis T. & Hoefel F. (2018) ‘True Gen’: Gen Z and 
its implications for Companies, Article McKinsy & 
Company available at https://www.mckinsey.com/
industries/consumer-packaged-goods/our-insights/
true-gen-generation-z-and-its-implications-for-
companies accessed on June 30,2021.  

• Ellen Brantemo, Hanna Carlstedt & Hanna Wilhelmsson 
(2020) Sustainable conscious fashion consumption 
from the perspective of Generation Z - With a focus on 
motivations.  

• Bachelor Thesis  

• Manyami S.,Swarnalatha M. & Alapati P. (2018) Impact 
of Social Media on current Fashion Trends among 
Youth, Department of Apparel & Textiles, College of 
Home Science, PJTSAU, Hyderabad, Telangana, India. 

• Rebeka-Anna Pop Zsuzsa Saplacan and Mónika-Anetta 
Alt (2020) “Social Media Goes Green—The Impact of 
Social Media on Green Cosmetics Purchase Motivation 
and Intention” Faculty of Economics and Business 
Administration, Babes, -Bolyai University, 400000 Cluj-
Napoca, Romania;  

• Stephenson L.(2009), From Blogs to Twitter, Fashion 
World Rushes to Tap into Social media.WWD: 
Women’sWear Daily, 197(131),1-1MULL,Retrieved 
from EBSCO host.  

• Pasquarelli, A. and Schultz, E. J. (2019). ‘New Kids on 

the Block: Move over Gen Z, Generation Alpha is the 
one to watch’. Advertising Age, 90(2), p. 22-22. 



55

How to implement a 
sustainable fashion 

curriculum at 
textile universities 

via e-learning – 
preliminary results of 

the European research 
project Fashion DIET 

Author/s
Dirk Höfer 
University of Education Freiburg, Germany 

Anne-Marie Grundmeier
University of Education Freiburg, Germany 

Deniz Köksal
Reutlingen University, Germany 
Jochen Strähle 
Reutlingen University, Germany

Mirela Blaga 
Gheorghe Asachi Technical University, Iaşi, Romania

Zlatina Kazlacheva
Trakia University, Stara Zagora, Bulgaria

Zlatin Zlatev 
Trakia University, Stara Zagora, Bulgaria

Keywords  

E-learning
Web-based tool
Guiding principle
ESD module

Abstract
A strong demand to transform the textile and fashion industry towards sustainability 
imposes a continuous implementation of the guiding principle Education for 
Sustainable Development (ESD) in education and industry. To reach this goal, 
the European research project “Fashion DIET – Sustainable Fashion Curriculum 
at Textile Universities in Europe. Development, Implementation and Evaluation 
of a Teaching Module for Educators”, co-funded by the Erasmus+ Programme 
of the European Union (2020-1-DE01-KA203-005657), aims to generate an 
ESD module for university lecturers and research-based teaching and learning 
material, provided via an e-learning portal.
First, an online questionnaire was rolled out to define university lecturers’ attitudes 
towards and needs for ESD contents and methods. The feedback questionnaire 
allowed selecting the most important data for the elaboration of an action- and 
research-oriented further education module for ESD in textile education, which 
will be accessible by an information & e-learning portal. The e-learning portal can 
be used as a web-based tool to apply and evaluate the project’s outcomes, e.g. 
the further education module and teaching and learning material for educators. 
Furthermore, it provides country-specific data for the fashion and textile industry 
and its market. By all means, the portal represents the web-based platform to 
support the dissemination of ESD as a guiding principle.
Fashion DIET explores the use of e-learning in enhancing teaching and learning 
on ESD by educating the educators and enabling them as multipliers for a 
sustainable textile and fashion industry. On a higher level the European project 
strengthens the quality and relevance of the learning offer in education towards 
the latest developments in textile research and innovation in terms of a more 
sustainable fashion. 
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Introduction
The 2030 Agenda for Sustainable Development, adopted 
by all 193 United Nations Member States in 2015, launched 
17 sustainable development goals (SDGs) (United Nations 
General Assembly, 2015). With the definition of SDG 
goal no. 12 on responsible production and consumption, 
the Agenda created a strong momentum for promoting 
Education for Sustainable Development (ESD) to empower 
people to change the way they think and work towards a 
sustainable future (UNESCO, 2014). In order to accomplish 
this ambitious goal, e-learning can be regarded as a 
contribution and a pivotal tool, particularly against the 
background that a) another SDG goal (no. 4) targets on 
“quality education” and b) the COVID-19 pandemic caused 
the closing of classrooms all over the world and forced 1.5 
billion students and 63 million educators to suddenly modify 
their face-to-face academic practices (Valverde et al., 2020; 
UNESCO COVID-19 Educational Disruption and Response, 
2020). In order to pave the way for ESD, the implementation 
of e-learning appears to be one central requirement. Latest 
research has shown that e-learning systems offer promising 
avenues for better learning outcomes (Goyal, 2012). This 
requires a thorough understanding of critical success 
factors such as online learning adoption, continuation, 
use intention, and learning outcomes. In other words, the 
e-learning platform is highly dependent on successful 
acceptance, continuation use, and the achievement of 
desired outcomes of the ESD (Panigrahi, Srivastava and 
Sharma, 2018). On the one hand, the implementation 
of e-learning can be considered as a strategic approach 
to contribute to ESD in higher education. On the other 
hand, implementing e-learning provides tools that deliver 
and promote teaching and learning about sustainable 
development in an innovative and wide-ranging way 
(Castle and McGuire, 2010). Moreover, e-learning becomes 
particularly prevalent when it is established to advance or 
expand the range of target groups for higher education. In 
this manner, national, ethnic and demographic boundaries 
or other limiting framework conditions for global education 
can be dismantled (Otto and Becker, 2019). However it 
is noteworthy that cultural differences are critical for the 
success of adoption and use, hence need close attention 
when developing the e-learning platform, which will be 
available across different countries worldwide (Panigrahi, 
Srivastava and Sharma, 2018).
The devastating environmental and social implications 
of the fast fashion and textile industry make it of high 
relevance to integrate the targets of the SDGs into the 
entire textile value chain, i.e. production, consumption and 
disposal sites, to make it fully sustainable and positive for 
people and the ecosystem (Bick, Halsey and Ekenga, 2018). 
The upcoming transformation of the textile and fashion 
industry towards sustainability demands nothing less than a 
continuous implementation of the guiding principle of ESD 
- not only in education but also in the industry (Grundmeier, 
2017; Fletcher and Williams, 2013). However, despite some 
modest progress, until today the fashion industry has not yet 
taken its environmental and social responsibilities seriously 
enough, although for the first time, sustainability tops 
the list of major challenges facing this branch (McKinsey, 
2019). Contradicting to sustainable development goals, the 

McKinsey Global Fashion Index predicts that the fashion 
industry will continue to grow at 3 to 4 per cent in 2020 
(McKinsey, 2021). While the challenges of the fast fashion 
and textile industry become even more complex, there 
is a strong demand for meaningful action and regulatory 
compliance (Baier, Rausch and Wagner, 2020). Fashion 
players, their assortments and organisations, but also textile 
and fashion researchers in Europe are under pressure to 
address the growing demand for a sustainable textile chain 
and fashion market (Boström and Micheletti, 2016; Köksal et 
al., 2017). As according to SDG goal no. 12 only the informed 
educators and students can make well-founded decisions 
today and in the future, ESD in the context of fashion and 
textiles belongs as a guiding principle into the curricula 
of universities and further education institutions (National 
Action Plan on Education for Sustainable Development, 
Federal Ministry of Education and Research Germany, 
2017). However, university lecturers as well as trainers in 
companies and teachers are not yet sufficiently sensitised 
and didactically and methodically trained to teach ESD in 
the textile and fashion sector and thus to act as multipliers 
for the younger generation – students and pupils. 
In order to implement a sustainable fashion curriculum 
at textile universities in Europe, the European research 
project Fashion DIET aims to generate an ESD module 
for university lecturers and research-based teaching and 
learning material, provided via an e-learning portal. The 
project will continuously implement ESD over the next years 
in organisations of education and in the textile and fashion 
industry as a guiding principle. To reach this ambitious goal, 
the comprehensive didactic content and methodology of 
the Fashion DIET Project will be jointly elaborated between 
four institutions of higher education: The University of 
Education Freiburg (coordinator), Reutlingen University, 
George Asachi Technical University of Iaşi in Romania and 

Trakia University of Stara Zagora in Bulgaria. 

Methodological approach 
A qualitative-quantitative online questionnaire was 
conducted with Google Forms (Google Inc.) to identify 
the attitudes and the needs for contents and methods 
of university lecturers. The data were processed by chi-
square (χ2) analysis method (Mitkov, 2011) using the 
software product Statistica 12 (Stat Soft Inc.). In a following 
step, the data was used to generate a new curriculum for 
a sustainable textile chain and fashion market at textile 
universities in Europe, i.e. an ESD module comprising 42 
lectures. Learning, teaching and training activities (LTTs) 
with lecturers at the George Asachi Technical University 
in Iaşi, Romania were run over a period of three days to 
inform the developmental status of the ESD module and 
test the adoption and use of the e-learning platform. 
Accordingly, a major project website was developed, which 
forms the access-point to the respective information & e-
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learning platform and will be informed on a continuous 
basis in accordance with the project objectives. 

Figure 1: Screenshot of website / web-portal of the Fashion-DIET project. 
Available at: https://fashiondiet.eu

Results and Discussion
Qualitative-quantitative online questionnaire 

A qualitative-quantitative online questionnaire was piloted 
in the three partner countries. The roll-out received a 
sample size of more than 122 responses. Questions 
addressed aspects such as perceived usefulness and 
experiences and opinions on ESD. The results showed 
that the issues related to the lecturers’ experiences are of 
great importance, including aspects such as implementing 
sustainability in design training, green fashion retail or slow 
fashion strategies. The most important questions of the 
questionnaire are listed in Table 1.

Q1.2 How many years of experience do you have in professional 
higher education?

Q2.1 What does sustainability mean to you in the context of fashion 
and textile?

Q2.2 Commitment to ESD (Education for Sustainable Develop-
ment)

Q3 What are the most important reasons to implement sustain-
ability aspects to your curricula?

Q5 How many years of experience do you have in implementing 
sustainability aspects to your curricula?

Q6 If you already implement sustainability aspects in your lec-
tures, what is your primary target?

Q7.1
What are major obstacles that prevent you from implement-
ing ESD (Education for Sustainable Development) in your 
curricula?

Q9 Do you develop sustainability related competencies at your 
higher education institute?

Q12
In general, what are your suggestions we should take care of 
when developing an ESD Module for implementing sustain-
ability aspects in your curricula?

Table 1: Selected questions of qualitative-quantitative online questionnaire according 
to pilot test (Q = question number of questionnaire). Weight coefficients above 0.6 
were selected.

Structure of the ESD Module 
Lecturers were asked about their primary targets, if they 
already implement sustainability aspects in their lectures. 
The answers of the respondents to this question related to 

the purpose of teaching aspects of sustainability are shown 
in Figure 2. 

Figure 2. Answers of respondents of three countries on the purpose of teaching 
aspects of sustainability (Q6). Five-step Likert scale to evaluate the grade of consent 
- 1: strongly disagree to 5: strongly agree. DE: Germany, RO: Romania, BG: Bulgaria.

Furthermore, to the highest extent (14%) the respondents 
wished to apply a dictionary of terminology and waste-free 
technologies. In the second place, 9% of the respondents 
ranked aspects such as consumer education in textiles, 
design, improving critical thinking, and citizen activity. 
The application of new methods of training in fashion was 
assigned with the lowest importance (less than 6%).
Former consumer opinion surveys on EU consumer 
attitudes to sustainability and supply chain transparency in 
the fashion industry revealed that over 70% of respondents 
allocated the impact on the environment and the reduction 
of industrial waste as important in the application of 
sustainability aspects in textile production (Fashion 
Revolution, 2020). This is in line with the results obtained 
with the Fashion DIET questionnaire.
Furthermore, the results of our survey confirm and 
supplement recent findings of Shafie and Kamis (2019). In 
this study, the authors conducted interviews with experts 
of the clothing industry and lecturers in the fashion field 
about sustainability in fashion, consumer attitudes and 
behaviours concerning sustainable fashion. The interview 
partners stated that mainly the four factors resources, price, 
awareness on both sides – manufacturer and consumer – 
and the manufacturer’s responsibility affect the production 
and design of sustainable clothing. Consumers today are 
aware of environmental issues and the need to adopt 
sustainable behaviour also in the use of clothing. On the 
one hand, they make a strong demand for the industry to 
produce eco-friendly clothing; on the other hand, they want 
these eco-friendly clothes with a fashionable design and at 
a cheap price (YouGov®, 2019). Thus, the problem can only 
be solved when the industry responds to the consumers’ 
demand for affordable eco-friendly and well-designed 
clothing. 
It is noteworthy that the Fashion DIET project takes a strict 
holistic view on sustainability with respect to both the 
producer’s and the consumer’s side. This systemic view is 
irrevocable as the steady increase of sustainable consumer 
behaviour leads companies more and more to strengthen 
their efforts to become socially and ecologically more 
sustainable. The project’s view is strongly supported by a 
recent study of Baier, Rausch and Wagner (2020), where 
the authors defined drivers of a sustainable apparel and 
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sportswear consumption using a Kano model to investigate 
the relationship between the performance or the existence 
of product or service attributes and customer satisfaction. 
With this approach the authors concluded that social, 
economic, and political aspects in the application of 
sustainability in fashion and textile production are important 
for both companies and consumers. The authors reasoned 
that the consumers would require more information and 
better education to adopt more sustainable habits. In view of 
the Fashion DIET project, we therefore target to educate the 
educators, lecturers, teachers and trainers along the textile 
supply chain in order to inform the young generation about 
the latest aspects on sustainability and to raise awareness 
by implementing ESD in textile education.
The feedback questionnaire allowed selecting the most 
important data for the elaboration of an action- and 
research-oriented further education module for ESD in 
textile education. The module is divided into three parts, 
each comprising 14 lectures and two credit points. The 
topics follow the project’s holistic approach, covering both 
a sustainable production and consumption (Figure 3).

Figure 3. Structure of the ESD Module

Learning, Teaching and Training Activities 

By means of the first learning, teaching and training event at 
the George Asachi Technical University the developmental 
status of the further education module was tested and 
evaluated by about 70 lecturers. Within the course of three 
days, presentations, workshops and feedback discussions 
took place, which covered the following topics: 
• Introduction into the project´s main goals and outcomes
• ESD as a guiding principle in the textile and fashion 

sector
• Selected aspects of sustainability and health in the 

textile chain
• Selected aspects of sustainable fashion design and 

textile technologies
• Sustainable textiles and fashion in the EU market with 

case studies of the partner countries
• Overview on sustainability and entrepreneurship in the 

EU market 
• Working with the ESD Module

• Introduction into and working with the information & 
e-learning portal

Consequences for the Course Content

A sustainable future in terms of fashion consumption 
needs conscious and collaborative consumers through a 
continuous implementation of the guiding principle of ESD 
in education and industry. Therefore, ESD and sustainability-
oriented consumer education in the context of fashion and 
textiles belong as cross-sectional competences and guiding 
principles in university courses for the textile and fashion 
industry as well as in teacher training, because only informed 
educators and learners can take innovative action and make 
well-founded decisions. The curriculum to be developed 
should reflect the current situation of the European textile 
and clothing industry in production countries such as 
Bulgaria and Romania and the opportunities for local action 
in consumer countries such as Germany as case studies in 
Europe. A sustainable transformation of the textile industry 
is impossible without a continuous preoccupation with ESD 
in the sense of developing “design competence” (German: 
Gestaltungskompetenz) in all educational contexts (de 
Haan, 2010). 
The participants’ feedback by means of group discussions 
within the LTT and a questionnaire was used to revise the 
ESD module’s content and methodology and to prepare 
content posting on an information & e-learning portal. 
Given the latest outcomes of the workshops during the 
event and subsequent intensive analysis of the participants’ 
critical input, we have been able to propose a uniform and 
internationally accepted structure of the ESD module, which 
includes critical dimensions for cross-country alignment 
(Table 2).

Course Types Classic lecture, seminar lecture, interactive online 
teaching

Text-based 
delivery

PowerPoint presentation with teaching content for 
90 minutes

Objectives Teaching and learning objectives of the course

Skills Improvement of professional and interdisciplinary 
competences

Question bank Questions for review and discussion

Further research 
/ Supportive 
material

Reference to the F+TRC (Fashion + Textile Resource 
Centre)

Table 2: Proposal for ESD Module Structure

The web-based tool serves to elaborate, test and evaluate 
the project’s outcomes, e.g. the ESD module and research-
based comprehensive teaching and learning material for 
vocational colleges and secondary schools. Since the first 
occurrence of e-learning in the mid-1990s, the technology 
has been widely used to foster sustainable development 
(Corbeil and Corbeil, 2015; Otto and Becker, 2018; 
Panigrahi, Srivastava and Sharma, 2018). 
Information and e-learning portal
From a pure teaching perspective, e-learning has 
been discussed as a highly beneficial method to offer 
pedagogical and practical benefits to all supply chain 
participants (Gunn, 2010). This involves lecturers, students 
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and employees in the textile and fashion industry. Through 
sustainability education programmes, e.g. for employees, 
it would thus be possible not only to raise awareness and 
train colleagues in the sustainability of the company, but 
also to involve teams in the implementation of the transition 
towards production and consumption mindsets (Otto and 
Becker, 2018).
In this respect, we used the latest outcomes from the 
workshops during the event to inform our major project 
website available at https://fashiondiet.eu, which is the 
key access point to the information & e-learning platform 
(Figure 1). The module provides the respective courses 
that follow an internationally accepted structure for course 
development (Table 2), as well as all respective interactive 
and physical teaching materials including manuals, 
podcasts, and supportive literature. 

Course-Name

Semester

Duration of 
Course

Type of 
Course

Compulsory Course / Elective Course / Compulsory 
Elective Course

Course Level Bachelor / Master

Admission 
Requirements

Language English

Type of 
Course Lecture / Seminaristic Lecture / Interactive E-learning

Course Coor-
dinator Responsible Project Member

ECTS-Credits

Total Work 
Load Hours

Usability of 
Course

Learning Out-
comes

Table 3: Proposal for ESD Course Structure

Another distinct feature of the information & e-learning 
portal is the fashion and textile database F+TRC (Fashion 
+ Textile Resource Centre), which will provide a worldwide 
collection of relevant sources to inform the e-learning 
platform with supportive material. In fact, the need for such 
a database has been discussed as highly critical for the 
adoption and use of the e-learning platform and it turns 
out that this is still a major problem in most of the higher-
education fashion schools to find access to relevant, valid, 
and reliable information. In alignment with the project 
work stream, the F+TRC database will be embedded to the 
major project website available at https://fashiondiet.eu 
and will be accessible for lecturers, teachers, and students. 
Ultimately, the portal serves (1) the web-based platform to 
ensure the dissemination of ESD as a guiding principle and 
(2) a one-stop-access-point for the target group to gather 
relevant information pertaining to ESD. With the end of the 
project, the information and e-learning portal intends to 

educate the educators and enable them as multipliers. This 
approach strongly enhances the quality and international 
standing of European higher education and its contribution 
to society, which is the main objective of the Erasmus+ 
Programme.

Conclusions

The European project Fashion-DIET strengthens the quality 
and relevance of the learning offer in education towards 
the latest developments in textile research and innovation 
in terms of a more sustainable textile chain and fashion 
market. The project´s main outputs comprise: (1) the set 
up of a further education module (2) the development 
of an information & e-learning portal, including access 
to a database, and (3) the provision of research-based 
comprehensive teaching and learning material under the 
guiding principle of ESD on a country-specific and regional 
basis in order to mitigate the devastating human and 
environmental risks of the fast fashion industry. For the first 
time, it comprises the holistic ESD view of both production 
and consumption of textiles and clothing. The project 
explores the use of e-learning in enhancing teaching and 
learning on ESD in educational institutes by educating the 
educators and enabling them as multipliers for a more 
sustainable textile and fashion industry.
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Abstract

This paper offers an exploratory journey on the experimentation that 
explores atmospheric space’s spatial, emotional, and narrative capabilities. 
The experiment’s approach investigated atmospheric space’s ability to 
act as a catalyst for storytelling and collective imagination as the source 
of inspiration to the creative process for design project development, 
particularly for fashion design in this context. This paper also opens up 
the possibility of a novel approach to fashion technique methods using 
the Process of Interiorisation. This methodological approach will open 
up a line of research inquiry specific to fashion design. By exploring 
blind-draping and blind-drafting, this experiment investigated how 
space without area triggers emotions and memories that played vital 
roles in the interiorisation process to stimulate one’s imagination. The 
methodology challenged the traditional fashion-making method, where 
visual is always necessary, and it is uncommon to externalise emotions 
into a garment. With that context, this paper offers possibilities for new 
ways to address fashion technique methods. The method will strongly 
emphasise the process rather than the final product. The findings from 
this intense experiential process led to discovering new phenomenology 
theory of Atmospheric Space, Collective Unconscious, Conceptual 
Space, and the Emergence of Imagination, all of which contributed to 
the creative output into a fashion design collection. Simultaneously, 
they ground the theoretical frameworks for the methodology and 
pedagogy. This paper presents analyses of the data collected and 
questions related to the student-teacher engagement process, creating 
possible fashion narratives into a wearable garment. I adopted evocative 
autoethnography as a qualitative research methodology, alongside 
theoretical references, and present a relatively descriptive style that 
demonstrates my reflexivity, perceptions, and insights gained during 
this experimentation process with students’ subjects. This research 
proposes new concepts and meanings, experiencing new methods and 
approaches, putting material, theoretical framework, and sense-making 
into design philosophy, injecting unique methodology into the novel 
design process.
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Introduction
Background of the study
This paper uses the journal format to record the evocative 
autoethnography approach (Ellis, 1997) to explore the 
reflections, insights, and findings during my fashion 
technique class teaching. The paper adopts a descriptive 
style in the form of a personal reflection to document how 
the experimentation has transformed the way I teach and 
examine the pedagogy that underpins my teaching practice. 
This journal aims to explore the process of inquiry and the 
experimentation of pedagogical method of instruction that 
I began to develop using the novel design process that 
drew on the theoretical underpinnings of the a/r/togoraphy 
(Irwin & De Cosson, 2004) research methodology. This 
asked that my identity embodied the multiple roles of artist, 
researcher, and teacher. It offers a new way of thinking on 
the creative processes within myself and the participant. 

This paper will feature the main areas of the initial 
experimentation that I have done with my students: 
the methodology of using the Process of Interiorisation 
(Newmark, 2014) of emotions adopted in developing the 
Blind-draping technique. I will explain the terminology 
and its fundamental importance in the latter part and my 
findings and insights that theorised the process, such as 
Conceptual space, Memories, Emotions, and Imagination. 
I will explain each area in detail and how the process has 
evolved in these new design approaches.

Context of the previous study
The initial experimentation is a novel technique that I 
have developed in my fashion technique class, Blind-
draping (see Figure 1), the creative output of Process of 
Interiorisation (POI) coined in my terms to contextualise the 
technique. It requires the student or designer to close their 
eyes while draping using the POI (see Figure 2). It differs 
from the usual draping method, which is usually a typical 
realisation envisioned using a design sketch as a basis. 
However, blind-draping requires the designer to tap into 
their episodic memory that will evoke the emotion or vice 
versa and externalise the inner thoughts experience to a 
physical product using the blind-draping technique.

Figure 2: Process of Interiorisation (POI)

By doing this experiment, I have challenged the traditional 
fashion-making method, where visual is always a necessity, 
and it is uncommon to externalise emotions into a drape. 
The fruition of the experiment and its findings have led me 
to probe further the potentials that can be done creatively 
in a traditional fashion technique. 
 With that context, this journal offers possibilities 
for new ways to address fashion technique methods. The 
next part of the paper will focus on the journey of the 
experimentation that I did with my student. The method 
will strongly emphasise the process rather than the final 
product. Hence the creative output would be unplanned. 
Working on this experimentation, I do not have a specific 
research question;  instead, this journal will open up a line 
of research inquiry that is open to experimentation as part 
of my practice while hoping to develop a specific fashion 
pedagogy through this experimentation.

The Case-study Experimentation
The sample size was a huge concern and limitation for me. 
The experimentation would require the participants to have 
close contact with me for the term, and the progress of their 
work needs to be shared more than the usual contact hours. 
The participants also need to be comfortable sharing their 
inner thoughts with me as the process requires them to 
observe their inner self and thoughts. Hence, I did not want 
to pick the participants on my own accord. Out of a class of 
20 students, only one student was interested in working with 
me on the experimentation using the proposed method. I 
was contemplating asking another couple of students to 
work with, but I decided not to so that my experimentation 
would not be a coerced study. Hence I have decided to start 
the experimentation with that student, S.

The experimentation primarily fits into Yin’s (2014) 
case study research method, which I have adopted. Yin 
explained that the researcher would have little to no 
influence over the behavioural occurrences. The purpose 
of the experimentation is to investigate the contemporary 
phenomenon in its real-world context. I acknowledge the 
limitation of this single-case case study research method, 
and I foresee the bias shown as a teacher. However, I Figure 1: Students doing Blind-draping (with eye closed)
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also recognise the strength of this research method to 
be appropriate for the experimentation as it requires an 
extensive in-depth analysis of the qualitative data collected 
by the participant. I was further analysing that data as 
the researcher to underpin the findings, where I then 
theorised this into a process that could potentially be a 
novel fashion research methodology. This study requires 
me to reflect on how I facilitated the whole process. Hence, 
I have drawn upon the autoethnography methodology, 
a research process where the researcher becomes the 
phenomenon under investigation (Ellis & Bochner, 2000). 
Autoethnography draws on dualism and locates personal 
experience within the broader group. It does not fall 
within the more conventional academic writing styles. The 
following account will undertake a narrative journaling style 
and offer my reflexivity, perceptions, and insights gained 
during this experimentation with S.

The Methodology
The start-off point – finding the process

It was the start of the second week of the term of the second 
academic semester. The Year 1 fashion studio project is a 
six-week project, with the submission on the 7th week. The 
theme of the project is Streetwear, which is standardised 
across the entire class. Students are allowed to take their 
view of the project as long as the proposals are related to 
the given theme. The first interaction with S was getting to 
know what she already started with, so I proceeded to ask 
her to share what she has done so far since the term began 
in week 1. I sat down with her as she shared her research 
for the project as she flipped through her creative process 
journal (CPJ). It was a couple of pages with pictures she 
took at the basketball courts and skateboard park, and 
she had some interviews done with the players, which she 
noted in the CPJ. Another couple of pages were images of 
designers clothing that were inspired by Streetwear. After 
she finished, she mentioned that she was still lost. She did 
not know how to translate her research into designs.
 
After her sharing, I looked back at her CPJ again. At that 
moment, my mind was trying to process and think what 
could I offer her, what was the process she should be going 
through that she had not done and needed to be done. As 
an educator, it was vital for me to locate that missing gap 
and offer a constructive process for her advancement. After 
flipping through the repeated pages for almost 10 minutes, 
I picked out a significant gap that could be a potential 
approach, and it was indeed a starting point for the entire 
process. A while back, I came across the approach to 
qualitative research on interpretative phenomenological 
analysis (Smith et al., 2009). I am not using the methodology 
for this paper in particular; however, it has given me insights 
about exploring experience by simply being immersed in 
it rather than explicitly being aware of it. The gap S was 
missing from her research is self-experience on the street 
itself, as it will be the most relevant to the theme. I started 
to verbalise my thoughts and scribbling on the paper with 
her listening attentively. The method’s primary focus is 
taking away the visual sense and paying attention to the 
surroundings by hearing.

Image B . Initial scribbles on the immersion process
Figure 3: Initial scribbles on the immersion process

The initial penned (see Figure 3) illustrated thoughts that I 
had, starting with the first step by choosing a specific street 
location, then closing the eyes, listening to the surroundings 
for 15-20 minutes, and recording the soundscape using a 
recorder. The second step was to open the eyes and reflect 
on the spot by drawing or writing. After a deep thought, 
I decided to bring back the Process of Interiorisation for 
the subsequent step. I explained that the process would 
be slightly different from the previous experimentation, 
as there was no episodic memory here. Instead, I asked 
her to use her experience to go through the POI. With 
these, I broke down into two different cycles: Cycle one 
encompasses steps 1 and 2, and cycle two is the Process of 
Interiorisation. S understood what I said as she was also one 
of my participants from my previous study; however, she 
looked a little nervous. I told her I did not know what would 
happen but let the experience inform her. She said that she 
would try to do the experimentation over that weekend. The 
following week, S shared with me her experience, which 
I will elaborate on later. This led me to my findings and 
the final process of this pedagogy. The following account 
narrates what S has experienced in the space. 

Embodying the process in the 
space
During the consultation, S took me through her journey 
in that experience during that specific moment of the 
immersion process. She began to recall her experience in 
that space she chose to do the experiment, Cineleisure, 
doing cycle one and shared with me what she saw in her 
mind during the immersion process. S mentioned she was 
scared, and when she started and then felt very weird; 
however, she managed to calm herself down to wholly 
immersed herself in that situation. 

“I started to concentrate and then calm myself down, and I 
started to like to empty my mind, and just hear the sound, 
and then the first time, I saw there is a beach and ice cream 
with a DJ playing music. I don’t know, maybe the DJ playing 
music is because of the sound like there’s music.. kind of. 
And then there’s also a bunch of girls laughing. And then 
there’s a baby crawling. Maybe it’s because of the sound.”
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She verbalised her thoughts to me. As she was sharing, it 
started to get darker; what she was experiencing was much 
negativity.

“[…]suddenly teenagers wearing black cap standing 
near me and then like trying to scold me,[…]and then I’m 
standing like, in front of a door. And then changes again 
into like buildings—tall buildings like that. And then like that 
feeling of uncomfortable and like you’re just alone there. 
Like just.. you.”

She went on to talk about what happened in her mind, 
and when the 20 minutes of immersion ended, she felt 
exhausted. While she was sharing with me, I was studying 
her CPJ and analysing what she had recorded. She had 
penned down more than she said, as I believed that the 
first experience will always be the purest in the state of 
mind compared to her recollecting the state she was in. S 
continued sharing what happened, and she told me she 
could not understand why there was so much negativity 
happening in her mind. I could not explain either, but I did 
not probe further and let her continue. Feeling baffled, she 
left Cineleisure and walked away. As she walked, she saw 
a less crowded street around the ION Orchard area and 
decided to do the process again. She told me she wanted 
to see whether the same images would appear in her mind 
the second time. I asked her what happened there.

“[…]it turns out to be like there’s someone like, like, like no 
face, but there’s the silhouette.. I saw someone’s feeling 
like that.. like that loneliness like er.. like maybe because of 
the sound like crowded and all the cars and all the sound. 
I started to like saw someone’s like just, you know like 
someone standing just alone and feeling alone..” 

She had difficulties expressing herself in words. She had 
her hand gestures, attempting very hard to make me 
understand what she saw in her mind. She continued 
describing her experience in ION. While I was listening to 
her, I was also analysing what she had recorded in her CPJ. 
All of a sudden,  I was shocked by what I read. I stopped her 
and pointed on her CPJ, and asked her,

“What is this?!” I exclaimed, pointing to her writing. 

“I don’t know! because there’s a girl shouting...” S exclaimed.

“Why did u say a young girl is rape?” I was very shocked at 
this, and I asked her.  

“I don’t know. Seriously. Like, There’s no a positive view.” 
She said. 

“Do you see this view?” I asked her again as I wanted an 
answer, pointing to the “rape girl” statement she wrote. 

“I didn’t see exactly 100% but all the silhouette, like, there’s 
no face, but I know there’s a girl.” She reassured me that 
what she saw and concluded that she had the vision of the 
girl being raped.

At this point, many questions were raised in my mind. I 
wanted to find the answers to why S is seeing all the negativity 

that was happening. However, I had the assumption that 
something might have happened in the past that made her 
see all these negativity in her mind. There are certainly traces 
of negative occurrences in her mind, which I thought could 
be related to Sigmund Freud’s theory of the unconscious 
mind.  Freud (1963) mentioned that the contents of the 
unconscious mind are where desires were repressed and 
memories of painful childhood exist. However, before 
assuming my thoughts on her, I decided to ask her, 

“Why do you think you see all these? Is there any memories 
involved?”

She told me she did not know. These images just appeared 
in her mind, and she had no explanation of how it happened 
as well. At that point, my mind was equally perplexed. The 
questions about “is she lying to me? Is she not opening up 
to me for not telling me her past?” popped up in my head. 
But it does not make sense because she had opened up 
to me on my previous study and recounted the unpleasant 
events she went through when she was young. But it was 
not anything related to rape. So I went back to my drawing 
board and started to put the findings into perspective.

Findings
Analysing the data

As the researcher, I was intrigued and overwhelmed after 
reading and listening to S share her experiences. There are 
questions that I wanted to ask and to find the answers to. 
So I was obsessed looking at her drawings and her writing 
from cycles one and two (See Image 1, 2, 3, 4, 5 in Appendix 
1), attempting to interpret what they mean, trying to make 
sense of what she had experienced in her mind. However, 
Edmund Husserl (cited in Smith et al., 2009) reasoned that 
experience should be examined in a way that it occurs and 
on its terms. This explained that this phenomenological 
occurrence is the study of the lived experience directly 
before reflection. Thus, It would not make any sense to me 
as S’s experience would only exist in the embodied mind 
of the subject - herself. Hence, I decided to embed my 
researcher-teacher self by looking at her experience from 
a different angle.
 
I began entering S’s world and entered a phase of active 
engagement with the data. After repeatedly re-reading the 
data, I reached the initial analysis stage by contextualising 
the data into two main components. Firstly, looking into the 
immersion process, I tabulated the main keywords into a 
table (Figure 4) of two sites experiences. I have classified 
them under Location: ‘Town area’, which took place in 
Cineleisure and Ion area respectively and the other venue 
is ‘Heartland’, which is in Toa Payoh. The two different 
locations have shown a distinctive difference in emotions 
and feelings that S perceived. For instance, in town,  S felt 
the negativity of feeling “disturbed, uncomfortable, lonely, 
miserable, etc.” whereas, in the heartland, she felt the 
opposite: “happiness, calm and peace”.
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Figure 4: Initial keywords from the transcript

The difference in locations plays an essential role in the 
process; the distinctive feelings she has gotten from the 
site illustrate how different spaces could significantly 
affect one’s felt body. Hermann Schmitz (2012/2016), a 
German philosopher that is best known as the founder of 
New Phenomenology, defined the felt body of a person 
as the epitome of everything that one can perceive as 
belonging to oneself, in the vicinity – not always within the 
boundaries – of one’s material body. When S was in that 
space, the occurrences around her would transform her 
felt body and affect her differently according to different 
spaces. This evidence was apparent from the table ( see 
Figure 4). In town, she felt negative energy, but there was 
calm and positivity in the heartland area. Upon gathering 
the data, I contextualised her experience in the space into a 
diagram, which I named cycle one as Process of Immersion 
(see Figure 5). I felt there was a need to understand the 
delineation of this process before I further narrate the 
details of the subsequent process.

The Methodology
Process of Immersion
Atmospheric Space

I borrowed Schmitz’s (2012/2016) concept of atmospheric 
space to formulate this process. The Process of Immersion 
(Figure 5) illustrates how the researcher should carry out the 
site immersion process. The researcher needs to locate a 
site to carry out the process and wholly immersed themself 
in that atmospheric space. In this setting, atmosphere refers 
to a sensorial and affective quality widespread in space. It is 
the particular shade or tone that determines how one feels 
about their surroundings. The referred space, in Schmitz 
context, are spaces without area, particularly space of 
sound that is traversed by the rhythmic and tonal movement 
suggestions of the sound. Examples are piercing noise, 
diminishing echo, the synaesthetic mass properties of the 
sound as a far-reaching, sonorous resonance of a gong or a 
shrill, sharp whistle, etc. This notion of atmospheric space is 
vital for the starting point.

The process requires the researcher to close their eyes 
to begin to immerse themself in the space at the chosen 
site. By closing one’s eyes, the researcher will use their 
other senses, predominantly auditory in this instance. The 
immersive experience allows the researcher’s auditory sense 
to collect the data from the space, such as the soundscape, 
movements of people, and any form of emotion or feelings 
gathered at that particular site and time. Hence, I theorised 
that the researcher, at this occurrence, will act as the 
apparatus of the material body to absorb and internalise the 
external experience of the atmospheric space. This process 
is imperative for the following interiorisation process as the 
Process of Immersion is the first step for the researcher to 
inaugurate the interiorisation process.

Collective Unconscious
Here, I refer to S as the researcher applying the Process 
of Immersion, as the experience she had belonged only 
to her. When she was in the process, she embodied the 
researcher-self to be wholly immersed in that location. This 
space allows unexpected thoughts to happen in her mind 
unconsciously. However, analysing what S shared during 
her immersion process, none of the occurrences made 
sense to her. She had no clue why she saw those thoughts 
in her mind, especially the dark silhouette and the raped 
girl. I have illustrated the process using the table (see Table 
1), which contains a short extract from her interview.

The extract illustrates the exploratory comments and the 
emergent themes that I analysed from her data. I infer that 
what she was experiencing happened in her unconscious 
mind. She mentioned that she “calm herself down and 
empty her mind and just hear the sound”. As she had no 
past thoughts from her life experience, it seems that there 
is a possibility that her personal unconscious, a compilation 
of feelings, emotions, behaviours, and memories, had 
informed her conscious thoughts. Personal unconscious 
called complexes (Jung, 1969/2001) are profoundly 
affected by the collective unconscious, primarily made 
up of archetypes that suggest the presence of definite 
forms in mind (Jung, 1933/1973). They are present always 
and everywhere. In Jungian terms, the psyche can bring 
into enigmatic imagery and consciousness dissociated Figure 5: Process of Immersion



66
complexes to accommodate or compensate conscious life. 
When unconscious content breaks into consciousness, it 
can lead to an increase in one’s development. The psyches 
possibly caused the various scenes that S saw in her 
unconscious mind in the collective unconscious.

Table 1: Analysing emergent themes from interview extract

The four main archetypes by Jung are the Self, Persona, the 
Shadow and the Anima/Animus, with the self-comprises the 
whole psyche. I tapped onto the first three to give examples 
of the correlations of S’s experience. I contextualised my 
analysis into a diagram (see Figure 6) to better understand 
the relations with the archetypes. 

Self

Persona Shadow
Black Silhouette

Loneliness
young girl rape

car accident

feeling scared

Wealthy woman
Fancy restaurant

At the museum staring
painting of a woman

Mother & Father

Old woman
smiling saying
“you can do this”

Rose Blooming

big hugs

big tree

The negative feelings 
represents the insecu-
rity in herself.  These 
also represents the 
wildness, chaos and 
the unknown. 

Older fig

u

r es represents the
supraordinate personality.
B ig tree represent the
overlooking of powerful
and being on top. B looming
and hugs represents the
positiveness in herself 

The masks sometimes 
she needs to put on. 
S taring into a paint-

ing, could possibly 
her artist mask. 

Wealthy and fancy 
might possibly be the 

aesthetic front she 
needs to put on.

 

Figure 6: Analysing the correlation of S experience in Jung archetypes

The notion of space without area is a fundamental element 
that informs her subconscious mind. I would expand on the 
area-less space of sound in this notion of space, as S was 
only using her auditory sense to collect her data. The table 
(see Figure 4, pg. 12) has shown contrasting keywords from 
two different locations. I listened to S’s audio recording for 

both places to immerse myself in that site (Scan QR 1, QR 
2 in Appendix 2). From what I hear from, in town, there are 
sounds of the traffics, car honking, fast-paced footsteps, 
loud noises in the background, people talking non-stop, 
etc. After listening to it, I felt a sense of unease. It seemed 
like many things were happening simultaneously, incredibly 
the loud, thumping noise that made me uncomfortable. In 
the heartland, lesser background sounds are happening; 
people are talking, but it is not as loud. There were songs 
in the background, bicycles bells ringing, voices of children 
laughing, playing, and running about, etc. The contrasting 
sounds explain why S was having different extreme feelings 
when she was in these different spaces. Hence, I could infer 
that sounds affect her unconscious mind. However, what 
happened in her unconscious mind will be a mystery still 
at this point.

Emergent themes Original Transcript Exploratory comments

Memories 1: Is there a memories 
that come into you like 
personal memory? Or 
is just based on what 
happened? 

Contradictory in her 
words: If there is no 
memories from past 
involves, what does she 
meant by memory of 
what she used to feel.

S: there’s no memories. 
But there is a memory of 
what I used to feel.

I: like the past esperi-
ence before. It’s just the 
feeling is it?

Imagination S: Yeah, imagination but 
from the past feelings  I 
used to feel.

I: Do you think the 
feeling that you used to 
feel that evoke allt these 
images? Or do you think 
that these images come 
in first and then you start 
to feel what you feel?

Again contradictory: If 
feelings come before 
she saw the images, 
something would have 
trigger the feelings first. 
What was the trigger? 
Memories?

Feelings S: No nono. So the 
feelings first, and then 
images.

Table 2: Analysing emergent themes from S’s POI

Next, I analysed the occurrence in her mind and the key 
points that emerged while in that process. Extracting part 
of the interview transcript as well as looking at her drawings 
and writing in her CPJ (See Image 1, 2, 3,4, 5 in Appendix 
1), I collated some of the data onto the table (see Table 
2), the emergent themes are memories, imaginations and 
feelings. Still, it seems that imagination comprises the whole 
psyche. Jung mentioned that the collective unconscious is 
concerned with the present and the future development 
rather than delving into the past. As such, there might be 
a correlation in how each has led or triggered her feelings 
and imagination. 

Process of Interiorisation
Conceptual Space

After the immersion process, I drafted out the new process 
of interiorisation to introduce a new element to the process 
from the previous POI. I refined it to give more intensity to 
the process. 

The updated Process of Interiorisation (Figure 7) 
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encompasses the Process of Immersion as the central 
factor to start the POI. From the diagram above, the shaded 
component of the process activates both emotions and 
memories. This was shown in S’s experience when she felt 
the feelings she used to feel. Even though she mentioned 
there are no specific memories, the emotions were from 
her past experiences. However, what was unclear was the 
collective unconscious. It is difficult to evaluate or assess a 
student’s cognitive functions if imagination is involved as 
an educator. Here I borrowed Margaret Boden’s concept of 
“conceptual space” to explain S’s complexes. Boden (2009) 
explained that conceptual space consists of several ‘quality 
dimensions’ such as spatial dimensions, temperature, 
weight, etc. It can represent various kinds of information 
in the space, and anything is possible, but only the artist 
will perceive what has happened. One will embody their 
artist-self to experience and gather this information and 
explore the creativity sparked in the conceptual space. It 
will, therefore, contribute to the emergence of imagination, 
which I have referred to as the “phenomenological space 
of the unconscious mind”. The internalised process will be 
externalised as a creative output, which is S’s streetwear 
design. The artist could determine the modality of the 
creative output, and it will take the form of the product that 
the artist wishes to create based on the relevance to the 
design project.

Figure 7: New version- Process of Interiorisation (POI)

Emergence of imagination
However, it was challenging to define imagination in S’s 
experience. Here, I draw on Greogory Currie and Ian 
Ravenscroft (2002) ’s definitions of imagination. They 
distinguish creative imagination (infusing thoughts in an 
unpredictable and unorthodox way), sensory imagination 
(perception-like experiences in the absence of appropriate 
stimuli), and recreative imagination (possibility to perceive 
or learn about the world from a viewpoint far from that of 

thought). Imagination is a mixed assemblage of processes 
involving the impression-idea-relationship and memory; 
they all belong to mental processes, whether receptive 
or productive. This is important for the artist to explore 
the mental spaces as it covers all domain of thoughts and 
enables human beings to come up with ideas that are 
new, surprising and valuable; they enable us to be creative 
(Boden, 2009).
 
Based on this experimentation with S, the Process of 
Immersion is a starting point, and this plays a vital role in 
the Process of Interiorisation. POI (cycle 2) needs to be 
carried out in a space whereby there are no distractions 
from the exterior surrounding. In contrast, the immersion 
process (cycle 1) requires the exteriority of the space to 
inform the interiority of the felt body. At the same time, 
POI is the process of internalisation towards a projection 
outcome. Once the researcher succumbs to that state, the 
interiorisation process will then be able to take place.

S shared how she did her POI at the comfort of her 
bedroom and took me through her process of playing the 
soundscape she had recorded at the site. She also chose a 
song (“When the party’s was over” by Billie Eilish) based on 
her on-site (Town) experience that she could relate to when 
she was in that space (Scan QR 3 in Appendix 2). She sat on 
her bed and closed her eyes, and began the interiorisation 
process. The memory stated in the POI diagram refers to 
the memories of what she experienced at the immersion 
site. However, this process could also evoke any specific 
memories, mostly episodic memory. She then described 
the difference in her experience on the site and at home:

“[…]I closed my eyes. This feeling when I was in that place. 
It’s the feeling like something is happening to me. But when 
I try to listen again and mixes another song and I do it at 
home and then like, I get the difference. I feel like I saw all 
these stuff is getting into someone like someone suffered as 
I suffered before.” 

She meant that during the POI, she was the viewer, looking 
at someone experiencing what she experienced earlier 
on the site. Whereas at the site itself, she was the victim. 
She repeatedly mentioned that she could “see” feelings. I 
again clarified if any memories were evoked while she was 
in POI, but she affirmed that no past personal memories 
were being evoked. However, she mentioned that there are 
feelings she used to feel, there were no images, but there 
are feelings. Wilson (2002) stated that the unconscious 
mind consists of mental processes that are unreachable to 
consciousness but influence judgment, emotions, or actions. 
The mental processes involved in gaining knowledge and 
comprehension, which encompasses imagination and 
perception, present a high level of creativity and originality. 
Imagination plays a central role in creative processes on 
Kant’s account (cited in Liao & Tamar, 2019):

“when imagination aims at the aesthetic, it is allowed to 
engage in free play beyond the understanding available to 
oneself. The unconstrained imagination can thereby take 
raw materials and produce outputs that transcend concepts 
that one possesses.”
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In this term, in her conceptual space, S had allowed her 
imagination to run wild in her unconscious mind and 
engaged in that time and space beyond her control. Hence 
she was able to creatively externalised her ideas into an 
output.

Creative Output
Realisation – Automatism drawing/Blind-drafting

The entire process that S went through go down to this final 
step. Referring to the Process of Interiorisation diagram (see 
Figure 7, pg. 18), the last stage would be the materialisation 
of the creative output after the emergence of imagination. 
Imagination is the source of the creative output, which could 
be externalised to take any form of physical product through 
the artist’s realisation. In this specific Streetwear project, 
S demonstrated a few creative outputs to externalise her 
imagination; one of the main outputs is expressing using 
automatic drawing. Automatism ( Encyclopaedia Britannic, 
2014) is a technique founded by  French surrealist writer 
Andre Breton, which was later pioneered by the surrealist 
artist Andre Masson,  into the automatic drawing that 
expresses art from the unconscious mind as a part of the 
creative process. I had introduced automatism drawing to 
S in my previous experiment, and she felt that this method 
could better express her inner thoughts and emotions.  To 
extend the automatism drawing towards the final physical 
product, a garment, I facilitated S to explore blind-drafting. 
As defined earlier in this paper, drafting is a method of 
drawing patterns on paper; blind-drafting suggests that 
drafting is done with eyes closed (see Figure 8). 

Figure 8: S blind-drafting with eye closed

By having her eyes closed, she externalised her thoughts 
in automatic drawing through the unconscious movement, 
eliminating the artistic process’s conscious control. Taking 
away the visuals allows her to bring back her state of mind 
into that initial atmospheric space. S utilised the drawn lines 
on the paper to become part of a more significant pattern 

of the entire garment. With these drafted lines, S had the 
option to realise these into the physical product using the 
technique she wanted. She has opted to use the drawn 
lines, turning them into a surface graphic manipulation with 
a mixture of materials (See Image 6, 7 in Appendix 1). 

S came to me with a selection of fabrics and asked for my 
opinion on which one she should use. However, I asked her 
to think back on what had happened in that conceptual 
space by asking herself questions such as, “What do you 
think the black silhouette would wear if you were to design 
for him/her?”, “What would you be dressing the girl that was 
raped?”. Then she put her materials into the perspective of 
the process and list out by annotating the correlation of the 
story and the fabrics (Figure 9). Figure 10 was the chosen 
material that she had used for her final garments. The 
process of selecting her materials for the garments made 
a closure for the entire experience, as she stated in her CPJ 
the reason she chose the fabric. 

Figure 9: List of materials in S’s CPJ

Figure 10: Final material chosen

As an educator, I try facilitating S in her process, finding 
the answer instead of giving her the answer. S managed to 
finish the final designs from concept to realisation of the 
garments using the processes that were developed along 
with the experimentation. She also adopted automatic 
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writing, penning her story into a graphic artwork for her 
design (see Figure 11).

 Figure 11: S’s automatic writing for graphic artwork

What surprised me, there was a slight twist on her story from 
the one she had shared initially with me. In this automatic 
writing, there seemed to be an interaction between herself 
and the character in her mind. It had seemed that her 
unconscious mind had led her imagination to recreate a 
new narrative. It was very interesting for me as a researcher 
to witness the developed method has been used in multiple 
ways as an approach. This novel approach allows her inner 
self to inform and inspire the creative output of a fashion 
garment and gives more meaning to the product, as her 
story in mind living in a physical item. Though the main 
objective of POI is to focus on the process rather than on 
the outcome, the outcome also plays an essential part as a 
closure to the interiorisation process.

Conclusion
At this point, I would put on my teacher’s hat to sum 
the pedagogical implication of the methodology. The 
experiential learning process that S went through has 
allowed her to experience through her reflection on doing. 
This method is an active process that kept S engaged 
throughout the entire process, which gave her a platform 
for learning.  I draw upon John Dewey (1934)  notion of 
experience, which refers to the experience as the process 
of the doing and when a work is finished and met its 
fulfilment, be it in art form or evolvement of an organism 
in a satisfactory way. There must be a particular connection 
between the artist and the perceiver in the aesthetic 
experience, which involves the emotions, the movement 
manifest and complex interaction. Dewey states that there 
is no drawn distinction in substance and form, representing 
the culmination of the artist’s creative efforts and the quality 
of having form. Hence the artwork (S’s garments) is the 
experienced object, not the object itself. The method is an 
approach that has “no right ways of thinking”, students have 
to learn and apply. They are encouraged to work things out 
for themselves, and they are facilitated to and through their 
learning rather than being taught.

Throughout the process of research and developing on 
the POI, it has become clear to me that the theoretical 

findings have been instrumental in the methodology, which 
is both a research method for fashion students as well as 
a pedagogical method to allow students to connect their 
senses, imagination and emotions more systematically. The 
method has allowed me to challenge the unknown areas 
and makes me believe anything is possible. I believe that 
this qualitative method’s values can help designers better 
understand the importance of personal feelings and 
emotions in the unconscious mind could potentially be the 
primary source of the design approach. However, I also 
acknowledged a limitation in this methodology, as it is not 
a “one size fits all” method. It might only work for some. This 
POI method is not an ending; there is always potentially 
new findings when one uses this approach.  I believe I 
have reached my main objective of this experimentation: 
to explore the inquiry process and develop a pedagogical 
method that enhances the students’ experiential learning.
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Appendices
Appendix 1

S’s works in her creative process journal

Image 1. Drawing and writing of immersion process from Cineleisure

Image 2. Drawing and writing of immersion process from Ion Orchard

Image 3. Drawing and writing from POI (Town area)

Image 4. Drawing and writing of immersion process from 
Toa payoh

Image 5. Drawing and writing from POI (Heartland)

Image 6. Blind drafted lines, turned into surface graphic 
fabric manipulation
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Image 7. Blind drafted lines, turned into surface graphic 
fabric manipulation (details view)

Appendix 2
QR codes
Scan to listen

QR 1. Recorded soundscape of the site – Cineleisure

QR 2. Recorded soundscape of the site - Toa Payoh

QR 2. When’s the party’s over - Billie Eilish
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Abstract

This workshop explores the potential of lies, hyperbole and fake news as 
a framework for testing new forms of innovative design thinking aimed 
at creating a more progressive fashion industry post-Covid. 

Universities produce cohorts of conscientious practitioners seeking to 
‘right fashion’s wrongs’; designers who challenge convention by asking 
what might be possible if we expand our thinking beyond existing 
methods. If these practitioners can imagine alternatives, why is the 
industry incapable of implementing them? What if, despite our best 
intentions, it is our approach to ‘doing the right thing’ which is wrong?
In the wake of US presidential elections and the UK’s decision to leave 
the EU, we have come to understand a more complex ecology of truth; 
one in which being right is often wrong. In today’s political landscape lies 
proliferate, diverting attention, challenging convention, and proposing 
alternatives. These lies set in motion a series of chain reactions through 
which reality becomes increasingly difficult to grasp. 

The effectiveness of the lie depends upon two key players: those that 
create it (the breakers), and those that enact it (the gamers). This workshop 
explores this dynamic in two parts. Firstly, participants (the breakers) are 
split into groups, taking into consideration their individual backgrounds 
and areas of interest. The breakers collectively author a lie addressing 
the state of the fashion industry in 2070, presenting this in the form of a 
fake news article. Secondly, the facilitators (the gamers) work alongside 
participants to generate a believable set of events which could result 
in the article becoming reality, taking into consideration changes in the 
socio-political, environmental, and technological landscape.

Through this workshop, we hope to better understand the environment 
conducive to innovative fashion thinking. With the intention of further 
developing these methods as pedagogical practices for collaboration 
and exchange between academia and industry.



74
Workshop aims & objectives:
• Explore the potential of lies as a framework for ‘far 

future’ fashion thinking aimed at shaping a more 
progressive future for our discipline. 

• Explore gamification as a tool to foster unrestrained 
dialogue between participants.

• Develop new pedagogical practices for non-hierarchical 
methods of collaboration and exchange between the 
participants. 

Workshop overview:
Within the workshop, lies are presented as a gateway 
to speculative thinking and a means of non-hierarchical 
exchange between participants. The format draws upon 
existing speculative design tools (see fig. 1) to support 
probable / possible mapping in response to Fake News 
articles generated by workshop participants. The workshop 
will also utilize a gameshow design similar to ‘Have I 
got News for You’ (Link), where a series of text-based 
provocations offer a way into speculative scenario setting 
to engage the imagination of its participants.

Figure 1: PPPP. Illustration by Dunne & Raby, Speculative Everything: Design, Fiction 
and social dreaming (pg.5)

By doing this experiment, I have challenged the traditional 
The rationale and findings to date from an early prototype 
version of the workshop demonstrate that in encouraging 
the dismissal of truths, correct answers and instances of 
best practice, the format establishes a ‘level playing field’ 
amongst participants of varying backgrounds and thus 
addresses the imbalance/s which typically exist between 
student (amateur) and industry (expert) exchanges.

The workshop will begin with an Ice-breaker exercise, 
inviting participants to map instances of current best 
practice and existing forms of fashion innovation within their 
respective fields to an adapted version of Dunne and Raby’s 
(2013) PPPP diagram (see fig. 2) Responses will be mapped 
across the ‘probable’ tier – providing a baseline upon which 
to reflect following the workshop’s two activities. 

Figure 2: EXT Possible / Probable mapping template

Activity #1 of the workshop invites participants to 
collectively author a ‘Fake News’ article addressing the state 
of the fashion industry in 2070. Participants will be asked to 
respond to a series of prompt cards adopting the redacted 
headline format featured within the missing words round 
of ‘Have I Got News for You’ (see fig. 3) presenting a series 
of text-based provocations aligned to four industry pillars: 
Designer, Manufacturer, Retailer and Consumer. As within 
the gameshow, participants will be invited to complete 
the headline, sparking conversation while also aiding 
participants in the creation of their own ‘far future’ scenario. 

Figure 3: Have I Got News for You, Missing words round

The industry pillars align to activity #2, where participants 
are asked to map a believable set of events which could lead 
to the article becoming reality, taking into consideration the 
necessary changes in the socio-political, environmental, 
and technological landscape and the impact these might 
have upon future industry practice within these four sectors. 
Following completion of the second activity, participants 
will be given the opportunity to reflect upon their responses 
to both tiers of the mapping exercise. A series of prompts 
from the facilitators will encourage participants to consider 
how the format impacted upon on group dynamic and 
their ability to suspend disbelief on current practice and 
consider alternatives. Both groups will then reconvene to 
share findings and reflections. 

Participants: 
Number of Participants: 10-14 [Max] split into 2 groups. 

Participants will be asked to submit a short blurb explaining 
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their professional practice, academic role or interests prior 
to the workshop. This is so we can ensure the groups are 
well mixed in relation to experience, discipline etc. 

The workshop is to be delivered by the authors, each 
facilitating one group. 

Resources:
1. Zoom: Main room with breakout rooms for each group. 
2. Mural: Including templates of probable / possible 
mapping and Fake New template to be completed by 
participants. 

Workshop Breakdown: 
Total time: 2hrs
Introduction [5 mins] 
Workshop facilitators (Luke & Kathy) to introduce Workshop 
context, format and resources. 
Split into breakout rooms using Zoom.

Ice-breaker [10 minutes] 
Mapping instances of good practice happened today – 
drawing on group’s personal and professional knowledge 
to populate ‘Probable’ tier. 

Activity 1: Generate Fake News 
Article [45mins]

Objectives:
• Create future fashion headlines using prompt cards. 
• Create Fake new article using the template (See fig. 4). 
• Write future scenario for the fashion industry in 2070 

(See fig. 5). 

  Figure 4: Fake News Mural template

Fig 5. Fake News article (previous workshop example)

Comfort Break [5 mins]

Activity 2: Speculative Mapping 
Exercise [35 mins]

Objectives:
• Work collaboratively to populate ‘possible’ tier based 

on Fake News article. 
• Collaboratively fill in template on Mural [online 

platform] [See fig.6] 

Fig 6. Probable / possible mapping template

Regroup & reflect [20 mins]
All participants rejoin main room to share findings and 
reflections.  

References:
• Dunne, A. and Raby, F. (2013) Speculative Everything: 

Design, fiction and social dreaming MIT Press.
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Abstract

The traditional model of circularity originated to tackle the aspects of environmental 
damages by advocating the integration of sustainable business practices. This 
approach gained global acceptance as a phenomenon to achieve sustainability. 
Further, the pace of technological advancements gave impetus to a new approach 
of considering Circular Economy as a driving force for economic development 
that operationalizes the business activities in a way, that complement the concept 
of sustainable development .Indian fashion & textiles industry is one of the core 
manufacturing industries which contribute to 7% of industry output in value terms, 2% 
of India’s GDP and to 12% of the country’s export earnings while giving employment 
with over 45 million people directly. However, along with these benefits the industry 
has its own negatives. Concurrent fast fashion has given rise to manufacturing, 
while creating low-life products.  It is estimated that at the current level of post-
production global solid waste generation and end-of-use, fashion industry’s waste 
is expected to be 148 million tons, 60% increase from 2015 to 2030.  In India, textile 
waste is considered to be third largest source of solid waste in urban localities. 
Considering India is a global hub of apparel production, it is bound to generate 
clearly a substantial quantity of fashion & textile waste. However, the researches 
on circularity with respect to Indian businesses do not account fashion & textiles 
industry significantly. Given the importance of fashion & textile industry for Indian 
economic growth and India becoming a go to destination for global apparel reverse 
cycle; it is relevant to analyze the extent of circularity incorporated in Indian fashion 
& textile industry. The research paper is aimed at mapping the actions undertaken 
and initiated by Indian fashion & textiles businesses for transition to a circular 
economy against a comprehensive circularity framework ‘ReSOLVE’ (Regenerate, 
Share, Optimise, Loop, Virtualise, and Exchange) by conducting literature review 
through content analysis of selected papers and available information in public 
domain for relevant companies. The key findings of the study indicate that fashion 
& textiles industry actions pertaining to circular economy has so far been limited in 
India. The practices adopted are isolate and disintegrated. Some of the key areas 
were identified where the focus of the industry and policymakers was needed for 
evolution and integration in order to achieve the circularity. A major limitation of this 
study is that the sample only represents the companies for which data is available 
in public domain thus some findings cannot be generalized to all. To the author’s 
knowledge, this paper is the first of its kind to investigate the circularity in Indian 
fashion & textiles industry against a comprehensive framework.
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Introduction 
The traditional model of circularity originated to tackle 
the aspects of environmental damages by advocating 
the integration of sustainable business practices. This 
approach gained global acceptance as a phenomenon to 
achieve sustainability. Further, the pace of technological 
advancements gave impetus to a new approach of 
considering Circular Economy as a driving force for 
economic development that operationalizes the business 
activities in a way, that complement the concept of 
sustainable development (Ghisellini et al., 2016; Murray et 
al., 2017).

Most of the apparel industry today works on a traditional 
linear business model that embraces a take-make-waste 
rationale with more than half of it resulting in landfills. 
(Domina and Koch, 1999, 2016; Hawley, 2006a,b; EMF, 
2013; EMF, 2017; Sahni and Chopra, 2019).  It is becoming 
increasingly evident that the current linear model has 
poor chances of successfully implementing principles of 
sustainable growth. The circular economy model is meant 
to be restorative and regenerative involving principles 
of repair, reuse, recycling or repurposing to extend the 
product lifecycle and further incorporating renewable 
energy resources and precision technologies to optimize 
the resource usage.

The urgency for the transition towards adopting principles 
of circular economy has been acknowledged by global 
brands, retailers, innovators, government agencies as 
well as consumers in order to achieve sustainability and 
minimizing the negative environmental and social impacts 
of textile and fashion industry.

Reducing, reusing and recycling were part of the Indian 
ethos long before the 3Rs became the mantra for 
sustainable development globally. However, as a $2.6 
trillion economy, the need to have a national framework 
for efficiently managing resources was realized (Dixit, 
2019). Indian fashion & textiles industry is one of the core 
manufacturing industries which contribute to 7% of industry 
output in value terms, 2% of India’s GDP and to 12% of the 
country’s export earnings while giving employment with 
over 45 million people directly (MOT, 2019-20). In India, 
textile waste is considered to be third largest source of 
solid waste in urban localities. Considering India is a global 
hub of apparel production, it is bound to generate clearly 
a substantial quantity of fashion & textile waste. As per 
Shah, 2019 Indians increased their spending on clothes by 
181% in just 8 years. However, the researches on circularity 
with respect to Indian businesses do not account fashion 
& textiles industry significantly (EMAF, 2013; Modak, 2021). 
In 2018, Intellecap has launched the Circular Apparel 
Innovation Factory (CAIF) in partnership with the DOEN 
Foundation, Netherlands. CAIF is an industry led platform 
with a mission to build the capabilities and creating an 
ecosystem to search, seed, support, and scale circular 
textile and apparel innovations in India (Business Standard, 
2019a).  Given the importance of fashion & textile industry 
for Indian economic growth and India becoming a go to 
destination for global apparel reverse cycle (BIR, 2017); it 

Literature Review
Circular economy and circular business models

The Circular Economy (CE) has become a “go-to concept” 
that has caught the attention of all sectors of society in 
the recent years, including academia, businesses, NGOs 
and governments. The CE concept is of great interest to 
both scholars and practitioners because it is viewed as an 
operationalization for businesses to implement the much-
discussed concept of sustainable development (Ghisellini 
et al., 2016; Murray et al., 2017). 

Kirchherr et.al, 2017 comprehensively and systematically 
investigated 114 CE definitions and proposed “ CE as an 
economic system that replaces the ‘end-of-life’ concept with 
reducing, alternatively reusing, recycling and recovering 
materials in production/distribution and consumption 
processes. It operates at the micro level (products, 
companies, consumers), meso level (eco-industrial parks) 
and macro level (city, region, nation and beyond), with 
the aim to accomplish sustainable development, thus 
simultaneously creating environmental quality, economic 
prosperity and social equity, to the benefit of current and 
future generations. It is enabled by novel business models 
and responsible consumers.”

The fashion industry is backlashed with an ever increasing 
textile waste, as fast production and consumption of 
clothing has led to a perception from consumers that 
clothes are disposable (Allwood et al., 2006; Andersen, 
2017). The cost implications of depletion of resources and 
associated disposal cost has made it necessary for fashion 
industry to explore the sustainable approach to address 
resource scarcity and end of life-cycle waste management 
(Sandvik and Stubbs, 2019, EMF, 2017). 

The approach to circularity encompasses the whole value 
chain of the industry – changing the way textile products 
are designed, produced, shipped, bought, used and 
recycled (Mathew, 2018). Business models encompassing 
“circularity” thinking focus on retaining the value of 
existing materials through perpetual cycles. The circularity 
strategies in fashion industry may address opportunities like 
managing demand, designing products for disassembly or 
recyclability, providing services to extend a product’s life, 
to ensure that materials are traceable back to the source 
so there is a guarantee of the recycling process, not only 
increase the use of recycled materials but to make sure 
their products and fabrics are designed and produced to 
be “recyclable” (Truscott, 2020). Although the circularity 

is relevant to analyze the extent of circularity incorporated 
in Indian fashion & textile industry. The research paper 
uses a comprehensive circularity framework ‘ReSOLVE’ 
(Regenerate, Share, Optimise, Loop, Virtualise, and 
Exchange) developed by Ellen MacArthur Foundation  
(2015a,b) for analyzing the actions taken and strategies 
adopted by Indian fashion & textiles businesses for transition 
to a circular economy. The study locates circular elements in 
various Indian fashion and textile businesses to map their fit 
with respect to the actions in ReSOLVE framework.
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The ReSOLVE framework offers a mechanism to businesses 
for generating strategic models to achieve circularity. Each 
of ReSOLVE actions represents a major circular business 
opportunity, enabled by the technology revolution these 
actions correspond to an increased utilization of physical 
assets, prolonged lifecycles, and transition of resources 
from limited to renewable usages. These integrated actions 
strengthen and accelerate the performance of the each 
other.

The ReSOLVE framework has been acknowledged as a 
tool for businesses to initiate multiple actions that support 
the transition towards circular economy. The study locates 
circular elements in various Indian fashion and textile 
businesses to map their fit with respect to the actions in 
ReSOLVE framework. Table 1 gives a meticulous depiction 
about the framework’s components.

Activity Description
Regenerate use renewable energy and materials 

retain and regenerate health of ecosystems

return recovered biological resources to the biosphere

Share enhancing product utility by sharing the use, access or 
ownership

extending product life through reuse, maintenance (e.g. 
repair, refurbish) or design for durability

Optimize optimisation of resource use through increasing 
performance or outsourcing ac- tivities

remove waste in production and supply chain

Loop close material loops by remanufacturing, repurposing, 
recycling or recovering

Virtualize dematerialize products or services through digital 
appliances

Exchange employ new technologies, materials or processes

According to the purpose of this study, the study was 
divided into three stages. In the first stage literature review 
was conducted to identify the frameworks conceptualizing 
the core principles of circularity into designing a circular 
business models. This research paper uses the ReSOLVE 
framework developed by Ellen MacArthur Foundation 
(2015a,b). ReSOLVE framework structures the business 
models based on their action taken wherein each action 
reinforces and accelerates the performance of the other 
actions, creating a strong compounding effect. 
In the second stage innovative business models were 
explored related to Indian fashion industry. A broad web 
based search was conducted to identify the published 
papers, reports and news articles mentioning circular 
economy, circularity, waste management, recycling, and 
closing the loop. The focus was kept on the Indian origin 
companies, brands, fashion labels which are talking about 
circularity in their content. 

In the third stage the available information in public 
domain for identified companies were thoroughly 
evaluated and based on the content of implementation 
and the claimed actions an adoptive table is created 
mapping their actions with ReSOLVE framework strategies.

 

This study attempts to put the emphasis on business actions 
rather than the rhetoric of circularity. The mapping with 
ReSOLVE framework is not with the purpose of creating a 
to-do list for businesses to achieve circularity but to connect 
their actions with the framework where each action in itself 
represents a major circular business opportunity. The study 
explores the exhaustive secondary data of Indian business 
models related to textile and fashion industry wherein 
circularity and sustainability is claimed to be a driving factor 
and distinguishes their business actions according to the 
ReSOLVE framework in Table 2.
Annexure 1 is a compilation of few cases from Indian 
fashion and textile industry that focus on various circular 
actions (information in the annexure are as supplied by the 
organizations through discussions and company reports).

The research finds that the status of current businesses 
indicates that in past decade the businesses have 
acknowledged the importance of actions required for 
transition towards circularity. This has created various 
business opportunities. Last five years have witnessed 
the birth of startups and brands linked to the end of the 
product lifecycle and post-production waste management. 
Fig.1 shows the year wise emergence of companies 
focusing on business models encompassing circularity.

Table 1: ReSOLVE Framework 
Source: ReSOLVE framework adapted from EMF (2015 a,b)

concept is most often reduced to the recycling of materials 
in closed loops, reduction and reuse of products are also its 
integral strategies (Isaac, 2018). 

Ellen MacArthur Foundation proposed in 2015 a,b that the 
circular economy should be based on the following three 
principles:
• Preserve and enhance natural capital by controlling finite 
stocks and balancing renewable resource flows
• Optimise resource yields by circulating products, 
components, and materials at the highest utility at all times 
in both technical and biological cycles 
• Foster system effectiveness by revealing and designing 
out negative externalities, such as water, air, soil, and noise 
pollution; climate change; toxins; congestion; and negative 
health effects related to resource use.

The three principals were translated into the ReSOLVE 
framework by the Ellen MacArthur Foundation, which 
includes Regenerate, Share, Optimize, Loop, Virtualize, and 
Exchange, a total of six circular economy business models.

ReSOLVE

Research Methodology

Analysis

Findings and Discussion
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Reusing and recycling textiles and clothing has traditionally 
been domestic craft in India. Various indicators establish that 
the textile and fashion industry has started to acknowledge 
and endorse the circular economy through serious intent 
and not just as a temporary sentiment. The transition is 
set to remarkably impact and configure the core value 
system of the industry over the coming years. Industry 
led initiatives like CAIF will also require favorable policies 
to create and support an ecosystem to sustain innovative 
business models in order to achieve circularity. The actions 
presented in ReSOLVE framework have offered a myriad of 
opportunities to businesses to improve. There needs to be 
an integrated and simultaneous approach if the benefits 
of circular economy solutions are to be captured by entire 
sector. Business models having core idea towards actions 
pertaining to ‘Regenerate’ and ‘Optimise’ will enable in 
creating an ecosystem of integration with existing models 
of other actions bringing them closer to achieving their 
goals in their circular journey.
A major limitation of this study is that the sample only 
represents the companies for which data is available in 
public domain thus some findings cannot be generalized 
to all. To the author’s knowledge, this paper is the first of its 
kind to investigate the circularity in Indian fashion & textiles 
industry against a ReSOLVE framework. Future of achieving 
circularity will depend on experimenting and crafting an 
ecosystem based approach rather than implementing 
only solution based approach such as recycling, else it will 
provide only limited environmental benefits. Therefore 
businesses need to adopt and implement actions creating 
a satisfactory transition towards truly circular economy. 

There are many examples of new businesses acting towards 
circularity by extending product life-cycle through renting, 
re-use and upcycling and reducing waste by moving the 
material back into the system. Recycling and upcycling via 
design interventions is found to be the prominent strategy. 
The study finds that no concrete attempts have been made 
to implement the initiatives creating reverse logistic of take 
back accompanied by upcycling and recycling strategies 
by different brands. 
There is clear evidence that industrial setups like ABFRL, 
Arvind Ltd, Birla Cellulose have been successful in 
movement towards various actions as per the ReSOLVE 
framework. Companies like Geetanjali woolens and Usha 
Yarns shows in ‘Loop’ action. Being an industrial setup 
incorporating ‘Regenerate’ action in their business model 
will bring them a step closer to achieving circularity.
Fig.2 depicts the number of circular initiatives being 
incorporated by companies in their business model vis-a 
vis their year of establishment.  The businesses established 
after 2005 have undertaken two or less actions regarding 
circularity creating an extent of opportunity and scope 
for generation of various new models to enable them to 
achieve more actions towards circularity.

As mentioned in Table 2, there are few examples of 
organized industrial businesses where the transition 
towards alternative renewable energy or resource 
efficiency has been considered as a part of business model. 
Majority of businesses due to their extent and scope have 

Figure 1: Year wise emergence of companies adopting circular action; Source: Authors’ 
derivation from Table 2

Figure 3: ReSOLVE actions; Source: Authors’ derivation from Table 2.

Figure 2: Circular actions incorporated by companies vis-à-vis year of establishment; 
Source: Authors’ derivation from Table 2

Conclusion

not undertaken any action in this regard. Renting and 
second hand clothing is gaining popularity with increase 
in penetration of digital technologies and growing base of 
social media users. Innovative technologies have created 
possibilities of shifting towards virtualization of various 
business actions. Businesses focusing towards ‘Regenerate’ 
action of ReSOLVE framework for textile and fashion industry 
are limited. Fig. 3 depicts ‘Share’ and ‘Virtualize’ has been 
a major to do action for new businesses established 2010 
onwards.

‘Exchange’ is gaining popularity however the systematic 
integration of ‘Optimise’ action with others across multiple 
functions internally or externally is still an open opportunity 
for businesses to act upon.
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Table 2: Actions taken by different businesses according to the 
ReSOLVE framework

REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Businesses Business Type Year of 
establishment

Use renewable energy and materials and establish a recycling energy 
system or mechanism to restoring or protecting ecosystems

Reuse/Secondhand, practices to continue product life cycle 
and maximize product usage through maintenance, repair, 
design for durability, Upgradability

Optimize product performance and eliminate waste gas 
from the production process and supply chain

keeping components and 
materials in closed loops. 
The higher priority is given 
to inner loops.

delivers particular utility 
virtually instead of 
materially by applying 
innovative digital tools 
so as to save resources, 
online shopping

focused on 
replacing old 
materials with 
advanced 
renewable 
materials and/or 
with applying new 
technologies

use renewable 
energy and 
materials 

retain and regenerate 
health of ecosystems

return recovered 
biological resources to 
the biosphere

enhancing product utility 
by sharing the use, access 
or ownership

extending product life 
through reuse, second hand, 
maintenance (e.g. repair, 
refurbish) or design for 
durability

optimisation of resource 
use through increasing 
performance or outsourcing 
ac- tivities

remove waste in 
production and supply 
chain; related to 
leveraging big data, 
automation, remote 
sensing, and steering

ABFRL Fashion Retail Co. 1997 Yes Yes Yes Nil Nil Yes Yes Yes Yes Yes

Arvind Ltd. Textile Manufacturer 1931 Yes Nil Yes Nil Nil Yes Yes Yes Yes Yes

AltMat Textile Manufacturer 2017 Nil Nil Nil Nil Nil Nil Nil Nil Nil agriculture waste 
into  natural fibers 
and yarns.

Bareek Menswear Label 2017 Nil Nil Nil Nil Nil Nil Nil Nil Online shopping Nil

Bekar Fashion Brand 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling - Nil

BigThinx Fashion tech 
company

2015 Nil Nil Nil Nil Nil Yes Nil YES Nil

Birla Cellulose Textile Manufacturer 1997 Yes Yes Yes Nil Nil Yes Recycling Nil Yes

BS Apparel Textile Manufacturer 2003 Yes Nil Nil Nil Nil Nil Nil Nil Nil Bamboo organic 
cotton

Canva Fibre Labs Textile Startup 2017 Nil Nil Nil Nil Nil Nil Nil Nil Nil Yes

CHAMBRAY & CO Design House 2015 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Businesses Business Type Year of 
establishment

REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Chindi Social Enterprise 2015 Nil Nil Nil Nil Nil Nil Nil Upcycling/Recycling Nil Nil

Coutloot Fashion 
Recommerce 

2016 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Dalmia Group Agents and service 
providers

1980 Nil Nil Nil Wholesalers Nil Nil Imported used clothing 
agents

Nil Nil

Desi Hangover Brand 2013 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Doodlage Brand 2012 Nil Nil Nil Nil Nil Nil Nil Upcycling/Recycling Online shopping Nil

DWIJ Brand 2018 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Elanic Recommerce 2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Etashee Fashion 
Recommerce 

2014 Nil Nil Nil Yes Second hand Nil Nil Nil Online marketplace Nil

Flyrobe Rental 2015 Nil Nil Nil Rental Service Nil Nil Nil Nil Online marketplace Nil

Geetanjali Woollens Textiles 
Manufacturer

1980 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Goonj Social Enterprise 1999 Nil Nil Nil Yes Nil Nil Upcycling Yes Nil

Greensole Social Enterprise 2013 Nil Nil Nil Nil Nil Nil Nil Recycling Online shopping Biodegradable 
shoes

I Was A Sari Fashion Label 2013 Nil Nil Nil Nil May be Nil Nil Upcycling Online shopping Nil

Infinichains Technology Co. 2018 Nil Nil Nil Nil Nil Blockchain Nil Yes Nil

Indra Water Wasterwater 
Treatment Co.

2018 Nil Nil Yes Nil Nil Nil Nil Nil Nil Nil

Iro Iro Fashion Label 2017 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

JSP ENviro Pvt. Ltd Technology Solution 
Startup

2019 Nil Nil Yes Nil Nil Nil Nil Nil Nil Nil

Khaloom textile design & 
production house

2017 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil
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REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Businesses Business Type Year of 
establishment

Use renewable energy and materials and establish a recycling energy 
system or mechanism to restoring or protecting ecosystems

Reuse/Secondhand, practices to continue product life cycle 
and maximize product usage through maintenance, repair, 
design for durability, Upgradability

Optimize product performance and eliminate waste gas 
from the production process and supply chain

keeping components and 
materials in closed loops. 
The higher priority is given 
to inner loops.

delivers particular utility 
virtually instead of 
materially by applying 
innovative digital tools 
so as to save resources, 
online shopping

focused on 
replacing old 
materials with 
advanced 
renewable 
materials and/or 
with applying new 
technologies

use renewable 
energy and 
materials 

retain and regenerate 
health of ecosystems

return recovered 
biological resources to 
the biosphere

enhancing product utility 
by sharing the use, access 
or ownership

extending product life 
through reuse, second hand, 
maintenance (e.g. repair, 
refurbish) or design for 
durability

optimisation of resource 
use through increasing 
performance or outsourcing 
ac- tivities

remove waste in 
production and supply 
chain; related to 
leveraging big data, 
automation, remote 
sensing, and steering

ABFRL Fashion Retail Co. 1997 Yes Yes Yes Nil Nil Yes Yes Yes Yes Yes

Arvind Ltd. Textile Manufacturer 1931 Yes Nil Yes Nil Nil Yes Yes Yes Yes Yes

AltMat Textile Manufacturer 2017 Nil Nil Nil Nil Nil Nil Nil Nil Nil agriculture waste 
into  natural fibers 
and yarns.

Bareek Menswear Label 2017 Nil Nil Nil Nil Nil Nil Nil Nil Online shopping Nil

Bekar Fashion Brand 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling - Nil

BigThinx Fashion tech 
company

2015 Nil Nil Nil Nil Nil Yes Nil YES Nil

Birla Cellulose Textile Manufacturer 1997 Yes Yes Yes Nil Nil Yes Recycling Nil Yes

BS Apparel Textile Manufacturer 2003 Yes Nil Nil Nil Nil Nil Nil Nil Nil Bamboo organic 
cotton

Canva Fibre Labs Textile Startup 2017 Nil Nil Nil Nil Nil Nil Nil Nil Nil Yes

CHAMBRAY & CO Design House 2015 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Businesses Business Type Year of 
establishment

REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Chindi Social Enterprise 2015 Nil Nil Nil Nil Nil Nil Nil Upcycling/Recycling Nil Nil

Coutloot Fashion 
Recommerce 

2016 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Dalmia Group Agents and service 
providers

1980 Nil Nil Nil Wholesalers Nil Nil Imported used clothing 
agents

Nil Nil

Desi Hangover Brand 2013 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Doodlage Brand 2012 Nil Nil Nil Nil Nil Nil Nil Upcycling/Recycling Online shopping Nil

DWIJ Brand 2018 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Elanic Recommerce 2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Etashee Fashion 
Recommerce 

2014 Nil Nil Nil Yes Second hand Nil Nil Nil Online marketplace Nil

Flyrobe Rental 2015 Nil Nil Nil Rental Service Nil Nil Nil Nil Online marketplace Nil

Geetanjali Woollens Textiles 
Manufacturer

1980 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Goonj Social Enterprise 1999 Nil Nil Nil Yes Nil Nil Upcycling Yes Nil

Greensole Social Enterprise 2013 Nil Nil Nil Nil Nil Nil Nil Recycling Online shopping Biodegradable 
shoes

I Was A Sari Fashion Label 2013 Nil Nil Nil Nil May be Nil Nil Upcycling Online shopping Nil

Infinichains Technology Co. 2018 Nil Nil Nil Nil Nil Blockchain Nil Yes Nil

Indra Water Wasterwater 
Treatment Co.

2018 Nil Nil Yes Nil Nil Nil Nil Nil Nil Nil

Iro Iro Fashion Label 2017 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

JSP ENviro Pvt. Ltd Technology Solution 
Startup

2019 Nil Nil Yes Nil Nil Nil Nil Nil Nil Nil

Khaloom textile design & 
production house

2017 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil
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Businesses Business Type Year of 

establishment
REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

KG Denim Textile Manufacturer 1992 Yes  Yes Nil Nil Nil Nil Nil Nil Nil

Kiabza fashion recommerce 2016 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil
Kishco Group Sorters & Wholesalers 1938 Nil Nil Nil Wholesalers Nil Nil Imported used clothing 

sorters
Nil Nil

Liberent Rental 2014 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

Lifaffa Brand 2017 Nil Nil Nil Nil Nil Nil Nil Recycling Online shopping Nil

Lionise Rental 2017 Nil Nil Nil Rental Nil Nil Nil Nil Online marketplace Nil

Miesu Fashion Label 2016 Nil Nil Nil Nil Nil Nil Nil Nil Nil Nil

Paiwand Studio Textile Studio 2018 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Phabio Startup 2019 Nil Nil Nil Nil Nil Nil  Nil Nil PHA made fro BIO

Pomogrenade Fashion Brand 2015 Nil Nil Nil Nil Nil Nil Nil Take Back Online shopping Nil

Pozruh Fashion Label 2019 Nil Nil Nil Nil Nil Nil Nil Nil Nil Nil

Pure waste Textiles Oy 
Factory

Textiles 
Manufacturer

2013 Yes Nil Nil Nil Nil Nil Nil Take back, Recycling Nil Nil

RaasLeela Fashion label 2013 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Rang Riwaaz's Legacy 
Saree Restoration

Fashion label 2015 Nil Nil Nil Nil refurbish Nil Nil Nil Nil Nil

REFASH Multibrand retail 
platform

2015 Nil Nil Nil Nil Nil Nil Nil Nil Yes Nil

Reimagined Collaborative 
Platform/ Enterprise

2016 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

RSWM Limited Textiles 
Manufacturer

1960 Yes Yes  Nil Nil Nil Nil Recycling Nil Yes

Businesses Business Type Year of 
establishment

REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Rustic Hue Jugaad Fashion Label 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Saltpetre Fashion Brand 2017 Nil Nil Nil Nil Nil Nil Nil Take Back Online shopping Yes 
(Biodegradable 
packaging)

SANAH SHARMA Designer Label 2017 Nil Nil Nil Nil Nil  Yes Upcycling Online shopping Nil

Saathi Eco Innovations CPG Company 2015 Nil Nil Nil Nil Nil Nil Nil Nil Nil Yes

Shreeji Cotfab. Textiles 
Manufacturer

1995 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Spoyl Fashion 
Recommerce 

2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Stylumia Intelligence 
Technology Pvt. Ltd

Fashion tech 
company

2015 Nil Nil Nil Nil Nil Nil Yes Nil Yes Nil

Texool Collector and 
grader

1995 Nil Nil Nil Nil Nil Nil Nil Imported used clothing 
recyclers

Yes Nil

The Clothing Rental Rental 2009 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

The Dress Bank Rental 2015 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

Twirl Store Brand 2017 Nil Nil Nil Nil Nil Nil Nil Take back, Upcycling Online shopping Nil

Usha Yarns Textile manufacturer 1995 Mentioned to start with Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Vintage desi Fashion 
Recommerce

2014 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Vuri Fashion label 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Wrapd Rental 2009 Nil Nil Nil Renting Nil Nil Nil Nil Nil Nil

The research collation and source: authors’ compilation based on web based content

Zapyle Fashion 
Recommerce

2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil
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Businesses Business Type Year of 

establishment
REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

KG Denim Textile Manufacturer 1992 Yes  Yes Nil Nil Nil Nil Nil Nil Nil

Kiabza fashion recommerce 2016 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil
Kishco Group Sorters & Wholesalers 1938 Nil Nil Nil Wholesalers Nil Nil Imported used clothing 

sorters
Nil Nil

Liberent Rental 2014 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

Lifaffa Brand 2017 Nil Nil Nil Nil Nil Nil Nil Recycling Online shopping Nil

Lionise Rental 2017 Nil Nil Nil Rental Nil Nil Nil Nil Online marketplace Nil

Miesu Fashion Label 2016 Nil Nil Nil Nil Nil Nil Nil Nil Nil Nil

Paiwand Studio Textile Studio 2018 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Phabio Startup 2019 Nil Nil Nil Nil Nil Nil  Nil Nil PHA made fro BIO

Pomogrenade Fashion Brand 2015 Nil Nil Nil Nil Nil Nil Nil Take Back Online shopping Nil

Pozruh Fashion Label 2019 Nil Nil Nil Nil Nil Nil Nil Nil Nil Nil

Pure waste Textiles Oy 
Factory

Textiles 
Manufacturer

2013 Yes Nil Nil Nil Nil Nil Nil Take back, Recycling Nil Nil

RaasLeela Fashion label 2013 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

Rang Riwaaz's Legacy 
Saree Restoration

Fashion label 2015 Nil Nil Nil Nil refurbish Nil Nil Nil Nil Nil

REFASH Multibrand retail 
platform

2015 Nil Nil Nil Nil Nil Nil Nil Nil Yes Nil

Reimagined Collaborative 
Platform/ Enterprise

2016 Nil Nil Nil Nil Nil Nil Nil Upcycling Online shopping Nil

RSWM Limited Textiles 
Manufacturer

1960 Yes Yes  Nil Nil Nil Nil Recycling Nil Yes

Businesses Business Type Year of 
establishment

REGENERATE SHARE OPTIMISE LOOP VIRTUALISE EXCHANGE

Rustic Hue Jugaad Fashion Label 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Saltpetre Fashion Brand 2017 Nil Nil Nil Nil Nil Nil Nil Take Back Online shopping Yes 
(Biodegradable 
packaging)

SANAH SHARMA Designer Label 2017 Nil Nil Nil Nil Nil  Yes Upcycling Online shopping Nil

Saathi Eco Innovations CPG Company 2015 Nil Nil Nil Nil Nil Nil Nil Nil Nil Yes

Shreeji Cotfab. Textiles 
Manufacturer

1995 Nil Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Spoyl Fashion 
Recommerce 

2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Stylumia Intelligence 
Technology Pvt. Ltd

Fashion tech 
company

2015 Nil Nil Nil Nil Nil Nil Yes Nil Yes Nil

Texool Collector and 
grader

1995 Nil Nil Nil Nil Nil Nil Nil Imported used clothing 
recyclers

Yes Nil

The Clothing Rental Rental 2009 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

The Dress Bank Rental 2015 Nil Nil Nil Renting Nil Nil Nil Nil Online marketplace Nil

Twirl Store Brand 2017 Nil Nil Nil Nil Nil Nil Nil Take back, Upcycling Online shopping Nil

Usha Yarns Textile manufacturer 1995 Mentioned to start with Nil Nil Nil Nil Nil Nil Recycling Nil Nil

Vintage desi Fashion 
Recommerce

2014 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil

Vuri Fashion label 2019 Nil Nil Nil Nil Nil Nil Nil Upcycling Nil Nil

Wrapd Rental 2009 Nil Nil Nil Renting Nil Nil Nil Nil Nil Nil

Zapyle Fashion 
Recommerce

2015 Nil Nil Nil Nil Second hand Nil Nil Nil Online marketplace Nil
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Company 
Name

Practices Circular practices

Aditya Birla 
Fashion and 
Retail Ltd. 

In 2013, ABFRL began its 
sustainability journey titled 
'ReEarth', a unique sustainability 
program. The program 
enables the company to 
redesign their business by 
setting global standards with 
domestic innovations; use 
of nonconventional energy 
sources, exploring disruptive 
technologies such as metal 3D 
printing with bio-degradable 
and re-used materials, etc. The 
company witnessed substantial 
improvement in areas such 
as energy conservation by 
focussing on renewable energy, 
and using recycled water across 
all their

• 34% of energy coming 
from renewable
energy sources across 
ABFRL operations
• 50% renewable water
across ABFRL facilities
90% recycle / reuse
across ABFRL facilities
• 2 lakh sq. ft. of built 
environment is under the 
green building certication 
process under the logistics 
and warehouse rating 
system by IGBC

Facilities 
(ABFRL, 
2019)

AltMat through its proprietary 
(provisional patented) 
technology converts agriculture 
waste (e.g. hemp, banana) into 
textile fibres.

• Agri-waste usage to anti-
microbial anti-UV material
• Water: Uses 1/4th the 
water cotton requires
• Increase in economically 
distressed farmer’s income

BigThinx Bigthinx is an AI company 
operating in the and retail 
industry, offering 3D mobile 
body scanning, clothing size 
predictions, virtual avatars, 
digital clothing, and virtual 
fashion shows, to address 
problems of clothing fit and 
look, e-commerce returns, 
and human body data. These 
avatars can be used to visualize 
clothing look and fit, to solve an 
additional 30% of the reason for 
clothing returns.

• Removes waste from the 
processes
• delivers particular 
utility virtually hence save 
resources

Geetanjali 
Woollens

Geetanjali Woollens is one 
of India’s oldest and most 
established EOUs (export-
oriented units) offering 
mechanical recycling of post-
consumer waste. The company 
works on import-export model 
— all of the waste they recycle 
is imported from the West and 
most of the recycled materials 
and end products are exported 
out of the country to global 
retail brands. The enterprise 
recycles close to 25 tons of 
post-consumer waste per day. 
About 75% of this is recycled 
into yarns exported to global 
brands for flat-bed knitting into 
winter wear, and the remaining 
is woven in-house into blankets, 
scarves and throws, sold 
white label to global brands 
(Sahni and Chopra, 2019). 
They have partnership with 
Aware Solutions for production 
of Recycled yarns with their 
authentication solution to verify 
the origin and authenticity of 
recycled content in the final 
garments.

• waste does not make it to 
the landfills and is instead 
sold back to brands from 
the countries it originates 
from after recycling.
• Traceability and take back

Annexure 1

Indra Water Indra Water has developed 
smart and decentralized water 
treatment systems capable of 
a variety of water treatment 
needs through innovations 
in electrocoagulation, 
electrochemical oxidation, 
two-phase solids separation, 
distillation and pollutant 
monitoring hardware.

• Low energy consumption, 
chemical free and lower 
foot print. Saves more than 
35% in life cycle costs
• Water: Upto 95% water 
recovery

Infinichains InfiniChains works on Blockchain 
technology. They have deep 
expertise in tractability and 
traceability, sustainability 
focused trade facilitation 
platform, counterfeit drug 
prevention and authentication 
of origin of materials in 
several industries. Apart from 
blockchain at the supply chain, 
multiple tracers and drones 
operate at the farm level. A 
platform that connects all the 
farmers. Tracking and tracing is 
accurate and easier due to these 
multiple data collection points.

• Ability to trace fibre to 
garment, driving sustainable 
practices
• Enabling quality assurance 
of new materials

Khaloom Khaloom employs traditional 
weavers to create handwoven 
fabric using recycled 
yarns, which is exported to 
international markets. Khaloom 
represents a business case for 
large-scale recycling of textile 
waste into apparel-grade fabrics 
via handcrafting. Furthermore, 
employing fair-wage practices, 
the organization keeps its 
weavers at the center of its 
sustainability work hence, 
addresses the twin problems of 
textile waste and exploitation 
of hand weavers (Laudes 
Foundation, 2020)

• Diverting textile waste 
from landfill by sourcing 
high-quality textile waste 
from manufacturing units 
around the country. Every 
100 meters of fabric 
• Khaloom produces 
prevents 92kg of Co2, 
utilises 30 kg of waste and 
represents 126,000 liters of 
water saved
Khaloom is bringing circular 
economy principles to 
the traditional Indian craft 
ecosystem
• Working with chemical 
recyclers to create close-
to-virgin quality recycled 
fabric, specifically UPSET, 
another Enviu initiative

Usha Yarns Usha Yarns believe that what is 
good for the planet is also good 
for business. They produce a 
quality recycled pre dyed yarn  
using pre-consumer garment 
cutting waste and polyester 
made from recycled PET bottles. 

• Diverting waste from 
landfill
• Save water and reduce 
pollution by replacing yarns 
dyeing
• step by step laydown to 
renewable energy sources.
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Abstract

This non-paper submission takes the form of a text, video and photo essay 
which tracks a series of garments made from paper over a period of time. 
It builds on our technical research on paper clothing in the studio, and on 
historical research we have undertaken over many years in Japan, studying how 
paper and paper garments have been made and used for many generations, 
and across diverse contexts.
 
Our design and research practice deals with the history and use of paper clothing 
in Japan — a history of usages that traverses the boundaries between durability 
and ephemerality and high- and low-value. For this project we proposed to 
produce a wardrobe of paper garments (jacket, bag, shirt, hat) and wear items 
from it every day for a set period of time, ending during the conference. We 
documented our experiences of use, and the material changes to the garments. 
The aim of this work is to discuss a major contradiction in contemporary fashion 
design — that it is designed to be socially ephemeral, yet made using materials 
and construction techniques that last much longer in the landfill and waste 
systems than its social lifespan. This project invites closer attention to garments 
and how they change over time, as the material carries traces of wear visibly 
— it promotes an aesthetic of ephemerality, and rejects the contradiction of 
durable fashion design. Paper as a symbolic material for fashion allows for 
the shifting of categories to occur, and reveals contradictions inherent 
in fashion. This shifting can be understood using Deleuze and Guattaris’ 
theory of deterritorialization and reterritorialization. 

This work builds on the work of Adele Varcoe (2016) and Joanne Entwistle (2015), 
who examine the public, phenomenological and experiential perspectives of 
dress, as well as that of Alexis Shotwell (2016), whose work “Against Purity” 
opens pathways for thinking about materials and design objects as having no 
perfect, complete, or pure state. This project is led by the following questions: 
How are the garments changing during wear? How do we need to adapt them 
to suit everyday life? How does it feel to wear these garments? What changes 
are occurring in our behaviour? Did anything of note happen while outside the 
house? The outcome of the project is a web-based series of short texts, moving 
and still images that were updated live during the conference on the website 
https://dnj-paper.com/Against-Durability-A-wardrobe-made-of-paper.
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Introduction 
This non-paper submission takes the form of a text, video 
and photo essay which documents and reflects on a series of 
garments made from paper, which were worn over a period 
of one month. This was undertaken by DNJ PAPER, which 
is a collaborative research practice and fashion brand run 
by two paper clothing designers and researchers who work 
together in Melbourne, Australia. The project builds on our 
technical research on paper clothing in the studio, and on 
historical research undertaken in papermaking and paper 
clothing-making communities across Japan, studying how 
paper and paper garments have been made and used for 
many generations and across diverse contexts. DNJ PAPER 
uses traditional handmade Japanese paper (washi), made 
from the bark of the Paper Mulberry tree (Broussonetia 
Papyrifera), in nontraditional ways of making paper clothing 
in response to pressing social, aesthetic, and conceptual 
questions related to contemporary fashion practice.

Aims 
This project considers how paper clothing aids in producing 
narratives for future fashion by asking: Can fashion items be 
designed in a manner where the materials only last as long 
as their lifespan in the fashion cycle? In other words, this 
project tests design for disposability at an accelerated pace. 

DNJ Paper

Our practice is centred around the use of Japanese paper 
(washi) as a textile. Paper is for drawing, wrapping, wiping, 
absorbing, sketching, crumpling, covering, tearing, tracing, 
soaking up, writing, throwing away. Paper is defined in 
Webster’s dictionary as “a substance in the form of thin 
sheets or leaves intended to be written or printed on, or to 
be used in wrapping. It is made of rags, straw, bark, wood, 
or other fibrous material, which is first reduced to pulp, then 
molded, pressed, and dried“.

Paper is a nonwoven mat of cellulosic pulp that has been 
macerated until each fibre is loose, then mixed with water 
and pulled through a screen. Made from reclaimed or 
virgin pulp, it can be a material for clothing in longstanding 
cultural histories throughout Asia and the West, and as a 
tool to think about and critique disposability and fashion. 
This practice assumes that paper can be used for clothing 
and explores all the things that the material can offer.

Our design and research practice centres around using 
paper as a material to ask questions with; it draws on 
research on the history and use of paper clothing in Japan 
— a history of usages that traverses the boundaries between 
durability and ephemerality and high- and low-value. For 
this project we will produce a wardrobe of paper garments 
and wear it every day for one month, ending during the 
conference. We will document our experiences of use, and 
the material changes to the garments. 

Background

In recent years many fast fashion brands have included 
product lines in their offerings that deploy new methods for 
production aligned with the UN Sustainable Development 
Goals. Other groups have also emerged alongside, 
pushing this shift in industry, who are backed by local 
governments, or run independently. They endeavour 
to trace or control the production of fashion in order to 
create the conditions for a more just system to emerge 
by demanding accountability from brands and providing 
information (Yeoh 2020). These efforts — just, needed, and 
noble as they are — invite questions to be asked in relation 
to the terms “sustainable growth” and “green growth”: 
How can increased consumption and production reduce 
the fashion industry’s impact on the climate? How can an 
economic system based on infinite growth lend itself to a 
slowing of consumption and production? What is sustained 
in “sustainable growth”? These questions indicate a major 
contradiction inherent in the lofty aims of fast fashion to 
equalise its harm with more consumption. Growth may not 
be the solution, or even possible. 
This tendency of fast fashion companies to re-skin their 
longstanding practices can be seen as an example of what 
theorist Mark Fisher would call “Capitalist Realism”, which 

The approach to answering this question will be twofold — 
first through theoretical analysis, and then through practice-
based and experimental practice. 

The aim of this work is to discuss a major contradiction 
in contemporary fashion design — that it is designed to 
be socially ephemeral yet made using materials and 
construction techniques that last much longer in the landfill 
and waste systems than its social lifespan invites it to last 
. Ready-to-wear —and later fast— fashion has changed the 
way that fashion is produced and consumed perhaps 
permanently. It acted as a catalyst to deterritorialize clothing 
by removing garments from the category of something 
needed, worn for multiple seasons, to something connected 
to ever changing social trends and obfuscated sites of 
production—something socially disposable, yet materially 
dangerous in excess. 

This project exploits this contradiction by leaning into the 
motion of replacement and speed. Deterritorialization is 
explored as a core mechanism of contemporary fashion 
design. By doing so, it invites closer attention to garments 
and how they change over time, as the material carries traces 
of wear visibly — it promotes an aesthetic of ephemerality, 
and rejects the contradiction of durable fashion design.  

The core theoretical framework for this project has 
been developed around previous work from notions of 
deterritorialization and reterritorialization (Deleuze and 
Guattari 2004) and post- or late-stage capitalist systems 
(Fisher 2010). Further theoretical approaches are developed 
from Alexis Shotwell (2016), whose work “Against Purity” 
opens pathways for thinking about materials and design 
objects as having no perfect or pure state.
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1Polyester, for example, has a lifespan of 200 years (Uren, 
2021 ).

posits that contemporary society’s total enmeshment and 
entanglement with Capitalism leaves us almost completely 
unable to think outside of its logic (Fisher 2010). In other 
words, how could a purely capitalist company act in a way 
that could potentially favour ethics over financial growth? It 
seems a natural tendency or proposition to produce more 
“better” products using mostly untested peer-reviewed 
frameworks or metrics, instead of dismantling the systems 
that caused issues in the first place. Capitalist Realism can 
be further understood by Jameson’s observation of how 
postmodern (architectural) design melts and breaks with 
history:

For it is the end of the world that is in question here; and 
that could be exhilarating if apocalypse were the only 
way of imagining that world’s disappearance (whether 
we have to do here with the bang or the whimper is not 
the interesting question). It is the old world that deserves 
the bile and the satire, this new one is merely its own self-
effacement, and its slippage into what Dick called kipple 
or gubble, what LeGuin once described as the buildings 
‘melting. They were getting soggy and shaky, like jello left 
out in the sun. The corners had already run down the sides, 
leaving great creamy smears.’ Someone once said that it is 
easier to imagine the end of the world than to imagine the 
end of capitalism. We can now revise that and witness the 
attempt to imagine capitalism by way of imagining the end 
of the world. 

(Jameson, 2003)

Responses to climate change can only be framed through 
this capitalist logic of perpetual growth, consumer spending 
and shareholder interest. Not limited to climate change, 
this attitude is pervasive throughout fashion’s engagements 
with politics. Fashion cannot respond to the dire questions 
of environmental destruction, or racism, worker exploitation, 
and sexism by changing consumer habits, nor with ‘magic’ 
eco-friendly cloth. However, this is not to say that there is 
no emancipatory potential for fashion. Fashion’s specific 
entanglement with production, identity and desire leave an 
opportunity for recuperation through deterritorialization. 

Deterritorialization

Deterritorialization can be thought of as a decontextualization 
of a thing or concept. As an example, we can use a tree 
branch. When a branch is removed from a tree, the functions 
it provided (funnelling nutrients, growing leaves, acting as a 
bridge for animals) are removed. When the branch is picked 
up and used as a club, the branch becomes reterritorialized 
with other concepts and functions it was not associated with 
before (violence). In this paper, the term “deterritorialization” 
is used as a tool to understand the broad changes that 
have taken place over the past century in the way fashion 
is produced and consumed — and to open up new ways of 
thinking about how it could be different in the future. 

Deterritorialization is defined by philosopher Gilles Deleuze 
and psychoanalyst Felix Guattari as the movement by which 
one leaves a territory, e.g., in terms of the evolution of 
species, all species were first territorialized in the sea, later 
some species deterritorialized by migrating to land. In other 
words, they were reterritorialized on land. Territorialization, 
deterritorialization and reterritorialization are concepts 
fundamental to the description of this process (Peterson, 
2005).

Deterritorialization is neither a negative or positive process. 
Rather, deterritorialization is simply a process, and is 
inherently a liberatory one in that it frees concepts from 
givens, but it is not without consequences and flowon effects. 
The danger here is the reterritorialization that swiftly follows. 
Reterritorialization is the inverse of deterritorialization, and 
is a recapture of associations with a concept or thing. 
An example of this process is the gendering of infant’s 
clothing in the United States. Until the 1940’s, children’s 
garments were not gendered through colour-coding. 
In fact, the associations of blue with boys and pink with 
girls were sometimes in the reverse, depending on the 
geographic and cultural location of the children in question. 
Clothing manufacturers encouraged this distinction, as 
gender specific clothing generated more sales than the 
unisex clothing of years past that could be handed down 
and reused (Maglaty, 2011). The customs of children 
wearing unisex clothing had been deterritorialized, with 
the prior associations and meaning attached to garment 
signifiers dissolved, then subsequently restructured 
with new meaning inscribed. This process of de- and 
reterritorialization freed latent surplus value from infant’s 
garments, and the territory of children’s clothing changed. 
Blue was a boy’s new territory, and pink was the girls’. If the 
new garments had been introduced without the restrictive 
gender-specific customs, and children were permitted to 
wear both pink and blue, the process of reterritorialization 
would not have taken place. Deterritorialization is a 
liberatory force, Deleuze and Guattari maintain, as long as 
it is separated from the reterritorialization that soon follows 
(Deleuze & Guattari, 2004).

The notion of Deleuze and Guattari‘s Deterritorialization can 
be understood as a disarticulation, a decontextualization, 
or even a disarrangement of underlying principles. Fashion, 
clothing, apparel, and adjacent materials have all undergone 
many processes of de- and reterritorialization throughout 
history. Before ready-to-wear and subsequent fast fashion, 
our relationship with garments was very different. Textiles, 
and the clothes made from them, were precious and not 
easily replaceable. As a result, garment care and repair was 
important and common knowledge. The arrival of cheap 
and abundant clothing in the modern era dissolved this 
relationship, and also dissolved the associations between 
clothing and the concepts of precious, durable and to-
be-repaired. Suddenly, garments were reterritorialized 
as poorly made, largely disposable, and replaceable. The 
environmental impact of this reterritorialization is nothing 
short of a disaster. 
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Methodology

A sheet of Japanese paper, or washi, is itself a 
reterritorialization of the paper mulberry tree, water, and 
labour. It is made from an emulsion of tree bark, neri, and 
water. A primordial ooze, a body-without-organs. The goo 
is reterritorialized by the washi-making frame (sugeta), and 
the washi-maker. The maker pulls the goo from the vat, then 
makes movements with the frame; side-to-side, then back-
and-forth. The fibres of the inner bark of the Paper Mulberry 
tree intertwine and intermesh. The water drains away. The 
goo becomes paper. 

Paper is a blank canvas, ready to be reterritorialized. We 
can dye it, pleat it, pattern it, cut it, make marks on it. The 
familiarity we have with paper makes the idea of the “textile” 
less sacred. Even if we do not know how to make clothes, 
we know how to use paper.

The act of making paper garments deterritorializes our 
previously held assumptions about paper and what paper 
can be, as it aids in thinking about what fashion can be. A 
key deterritorialization is the notion of paper as something 
inherently disposable; simultaneously, our association 
of “fashion” with “disposable” shifts. Paper garments 
problematize these relationships and assumptions. 

At its simplest level, we deterritorialize assumptions and 
ideas surrounding paper (it is fragile, it is disposable, it 
is not for making clothes with) through the act of making 
garments with them. The first question we are asked when 
we discuss our paper clothes is, “won’t they tear? Can 
you really wear them?” The purpose of this project is to 
investigate these questions. 

The practice- or experiment-based component of this 
project employs an action research and reflective practice 
methodology. The authors produced a series of paper 
garment prototypes and wore them, documenting how 
the garments felt, behaved, and evolved over time. This 
was documented and presented at the conference. 
Documentation took the form of writing, photography, 
and short-form video, which was uploaded to a website. 
Documentation was uploaded on a daily basis, in the 
form of a written journal and photo essay. Both designers 
designed, produced, wore and reflected on wearing these 
pieces from both a technical (for example: How the material 
may take on damage, show wear and tear, bodily comfort or 
discomfort felt by the wearer, how paper garments tear when 
worn, how paper garments feel when worn, their aesthetic 
and fashionability appeal, etc.) and social perspective (For 
example: how the garments modify the wearers behaviour, 
what kinds of questions people ask about them, if people 
notice them, if the wearer feels uncomfortable socially, etc.). 
There wasn’t a specific rigid methodology for what kinds 
of reflections were needed, but roughly 50-200 words per 
day in a diary format, and key visual documentation are 
included. 

The methodology for this work builds on the work of 
Adele Varcoe (2016) and Joanne Entwistle (2015), who 
examine the public, phenomenological and experiential 

perspectives of dress. To test the principles outlined in this 
extended proposal, it is important for the authors to adopt 
an experiment-based methodology. In other words, to set 
up conditions for an experiment, and to record observations. 
 Adele Varcoe, in her PhD dissertation Feeling Fashion 
(2016), outlined a method for considering how specific 
abnormal everyday garments —in her case a Lycra onesie— 
gave her the opportunity to critically observe and assess her 
definition of fashion. Further, it allowed her to consider how 
she behaved publicly and how fashion can be something 
“that we feel, rather than something that we see” (Varcoe 
2016). Entwistle (2015) also invites consideration of the 
dressed body, and the situations in which specific kinds of 
dress are appropriate. Where does a paper dress fit into the 
social world of dressed bodies? Entwistle’s observations on 
the ubiquity of dress —it’s territorialization within society— 
are a useful indication to lead the design of this wardrobe. 
The designs are non-gendered and based on common and 
familiar archetypes. The wardrobe included a basic work 
jacket, a bomber jacket, a t-shirt, and a hat. Other items 
were also worn that were made of paper, and non-paper 
items were open to be styled with the paper garments, 
while the experiment was undertaken. Paper may also be 
an embellishment or replacement for certain aspects of the 
design. The garments were worn in combination with non-
paper garments or by themselves, over the duration of the 
conference. 

Conclusion

A blank sheet of paper has a strong association. Paper is a 
nonwoven mat of cellulosic pulp that has been macerated 
until each fibre is loose, then mixed with water and pulled 
through a screen—tree mash transformed into a sheet, 
which can then be transformed into many things. Paper is 
a transformative material, one that has the potential to be 
de- and reterritorialized. This project found that the act of 
making paper garments deterritorializes our previously 
held assumptions about paper and what paper can be, as it 
does aid in thinking about what fashion can be. This idea was 
further explored through the action-based methodology in 
order to trace this process of change, and consider how a 
material can challenge assumptions about the limits and 
lifespan of a garment. 

The practice- or experiment-based component of this 
project employed an action research and reflective 
practice methodology. The authors produced a series of 
paper garment prototypes and wore them, documenting 
how the garments felt, behaved, and evolved over time. 
This was documented and presented at the conference. 
Documentation has taken the form of writing, photography, 
and short-form video, which has been uploaded to a 
website. Further research questions around the  potential 
for paper to be a tool for theoretical consideration as well 
as a critique of aspects of the fashion system have emerged 
from this project, which will need to be addressed in 
future research undertakings. The methodology could be 
developed to limit the style of garment and include other 
materials, or specific contexts. Rigorous laboratory-based 
methods of testing and tracing changes to the material 
could be included in future.
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Fig. 1: Paper ballcap, October 26 2021, photo by Daphne Mohajer va pesaran

Figures

Fig. 2: Paper work jacket, October 24 2021, photo by Jake Nakashima-Edwards

Fig. 3: Paper tote bag, October 18 2021, photo by Daphne Mohajer va Pesaran
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Fig. 4: Paper t-shirt, October 14 2021, photo by Daphne Mohajer va Pesaran

Fig. 5: Paper work jacket, October 12 2021, photo by Jake Nakashima-Edwards

Fig. 6: Paper t-shirt, October 13 2021, photo by Daphne Mohajer va Pesaran
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Abstract

Sustainable development is a rising global concern across economies and 
businesses.  Without a clear sustainability strategy, luxury brands would 
be entering an ethical minefield that can have far-reaching consequences 
on their luxury clientele. Paradoxically, recent studies have evidenced 
that consumers perceive luxury and sustainability as two separate realms. 
Further, congruence research indicates that a good fit between a consumer 
and brand personality results in cognitive, affective, and conative outcomes. 

This exploratory research correlates consumers’ personality dimensions 
with luxury and sustainability consumption practices in the backdrop of 
trait activation theory. The study bears evidence of the five-factor model 
of personality (FFM) on the relationship of consumers’ personality traits 
with conspicuous and sustainable product consumption, an area that has 
hitherto remained unaddressed in spite of the fact that sustainability is 
perceived to be imbued in luxury products by typical luxury clients. The 
understanding of this relationship would be valuable to brands for realising 
the benefits they can accrue through sustainability in the luxury sector. 

The aim of this research is twofold. First, to analyse the personality 
of millennial and Gen Z consumers using the five-factor taxonomy 
of personality. Second, to empirically examine the correlation of the 
consumers’ personality dimensions with sustainable consumption and 
luxury attitude. The results obtained from the sample of 130 consumers 
belonging to India, Canada, and the US have shown that openness and 
extraversion traits are evident in the case of both luxury and sustainable 
consumption whereas agreeableness is positively correlated with 
sustainability behaviour. Conscientiousness is more positively correlated 
with luxury when compared with sustainable practice, whereas neuroticism 
is negatively correlated with both conspicuous and sustainable 
consumption practice. The findings presented in the study meaningfully 
contribute to practice and academia, thus underpinning and advancing 
our understanding in the realm of psychology and consumer behaviour.
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1. Introduction 
Sustainable development calls for a radical change in the 
wake of the current ‘ethics era’ as termed by earlier studies 
(Davies, Lee, & Ahonkhai, 2012, Crane and Matten 2007, 
Achabou & Dekhili, 2013). The Ethics Era is explained 
through an increase in the number of firms showing 
responsiveness toward corporate social activities and 
increasing consumers’ consciousness of the implications 
their purchases can have on society (Harrison et al. 2005). 
Consumers who are ethical exhibit concern in consumption 
patterns because they are worried about the wellbeing of 
the world they inhabit (Harrison et al. 2005). 

Prior studies have debated that sustainable development 
has a weak association with luxury goods (Achabou and 
Dekhili, 2013), but these studies have also explored the 
likelihood of consumers considering recycled materials 
in their purchases. Despite this weak association as 
perceived by the broad spectrum of consumers, the luxury 
segment has continued to show steady growth where 
China is set to become a major luxury market (Bain & Co., 
2020). Considering the growing concerns triggered by 
the sustainability activists such as Greenpeace and other 
forums including World Wildlife Fund, luxury brands are 
often a moving target. Studies also indicate that in an 
attempt to achieve a balance between the “exclusivity” 
that is perceived as one of the most important evaluation 
metrics in luxury (Kapferer and Valette-Florence, 2021) and 
the rising sustainability concerns, the luxury segment is 
usually subjected to a lack of transparency (Rapport Annual 
Ethicity, 2013) and is thus most vulnerable to ‘reputational 
risk’ (Gardetti and Torres, 2013). 

In the current societal landscape of increasing concerns 
about the preservation of the planet, the focus of lux 
consumers continues to rest on the following tenets: 
elitism, distinction and status, rarity, reputation, creativity, 
power of the brand, hedonism and refinement (Kapferer 
and Michaut-Denizeau, 2014). There is, however, a relatively 
small segment of purchasers who believe that their ethical 
considerations in buying decisions will have a positive 
impact on the environment and society (Davies et al. 2012). 
The presence of contradictions in purchase motivations 
demonstrates diversity in the psychology of consumers 
thus providing a rationale to undertake this study. 

In the backdrop of trait activation theory, this study aims to 
advance research in the domain of psychology and consumer 
behaviour by being insightful about the personality traits of 
consumers in the context of conspicuous and sustainable 
product consumption. In an era where sustainability is 
gradually gaining importance, firms need to bridge the gap 
between ‘conspicuousness’ and ‘sustainability’ to arrive 
at a win-win situation for both people and the planet. The 
findings of this work offer consumer insights that would 
enable companies to build effective positioning strategies.  

Thus, the objective of the paper is to address the following 
questions:

1. Do consumers’ perceived personality traits corroborate 

2. Literature review and 
hypotheses development
For addressing the above research questions, this paper 
empirically examines the theoretical explanations emerging 
from the perceived personality traits of consumers who buy 
luxury and sustainable products. 

2.1. Sustainability

The overarching concern about sustainability issues has 
reached its peak; hence, it is time for every industry to step 
up towards achieving sustainability. The companies are 
striving hard to find a balance between responsiveness to 
the environment and society along with safeguarding their 
profit margins. The World Commission on Environment 
and Development (WCED) has defined sustainability as 
“meeting the needs of the present without compromising 
the ability of future generations to meet their own needs” 
(Brundtland Report 1987, p. 8). The concern for people, 
planet, and profit is proposed as the three tenets of 
sustainable development by the WCED (1987) in the 
Brundtland Report. 

The concept of people, planet, and profit are called Triple 
Bottom line (TBL or 3 BL), and it is the ethical measure 
of businesses that is in contrast to the traditional notion 
of business, wherein firms channelize different activities 
concerning share value and financial profit. The first tenet, 
‘people bottom line’ is also called the human capital bottom 
line, as it emphasises on firm’s stakeholders that include 
employees, customers, suppliers, and people involved in 
the wider sphere within which the firm operates. The idea 
is to focus on the benefit of these stakeholders for ensuring 
fair wages and safe working conditions. The ‘people’ bottom 
line indirectly is also responsive toward the general public. 

The second tenet, i.e., ‘planet bottom line’ is also called the 
environment bottom line and is concerned with the firm’s 
ecological footprints. The notion is to ensure less energy 
consumption, minimal toxic waste (from manufacturing 
waste), and safe disposal. It focuses on managing the firm’s 
lifecycle from the raw material stage to the sourcing to 
disposal stage to reduce the burden on the environment. 

The third tenet is about ‘profit’, also called the economic 
bottom line. It differs from the traditional understanding 
of profit as it is seen from the perspective of the economic 
benefit of society and the environment. One of the well-
known examples is of IKEA, a reputed Swedish furniture 
brand that does not consume its profits and turned its profit 
in recycling the waste material from the leftovers of the tree 
into some of the top-selling products. Therefore, it deals with 

with sustainability considerations through buying behaviour 
or product attitude? 
2. Are the personality traits linked with sustainable behaviour 
distinct from the traits associated with the liking of luxury? 
3. What perceived personality dimensions predominantly 
influence conspicuous and sustainable product consumption 
practices among consumers?
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the firm’s role in maintaining an economic system not only 
for the present generation but also for future generations. 
 
In a similar vein, Gardetti and Torres (2013) in their work 
on sustainable luxury provided a holistic approach 
that encompassed three levels, i.e., the value chain, 
consumption, and the effect on externalities including 
organizational culture, human capital, wildlife species, 
corporate responsibility and diversity management. The 
researchers stated that (i) value chain refers to the link 
between the supplier and the retailer; (ii) consumption 
refers to the buying intentions of consumers behind 
purchasing sustainable luxury goods as depicted through 
the media or relevant communication channel; and (iii) the 
effect on externality is related to ethics, wildlife and green 
environment that has the intention to develop a framework 
for sustainable luxury holistically from the grass-roots to 
the consumer. The framework developed by the authors 
focuses on sustainability in the context of conspicuous 
consumption, primarily on the luxury sector that results in 
a better quality of life for those associated with the value 
chain and optimizes productive potential in the ecosystem 
without harming the environment.

Seidman (2007, pg. 58) defined sustainability to be “much 
more than our relationship with the environment; it’s about 
our relationship with ourselves, our communities, and our 
institutions.” While this definition echoes with the earlier 
views, it further focuses on our responsiveness towards 
our surroundings. This perspective throws light on our 
relationship with ourselves focusing to look inwards and 
to one’s psychology which gets reflected through their 
personality. Consumption patterns can indicate people’s 
sensitivity as well as insensitivity toward the environment 
and society, which brings us to the focal point of this study.

2.2. Conspicuous consumption

Conspicuous consumption is a tendency to purchase 
goods or services to flaunt wealth and status indicative of 
lavish or wasteful spending (Veblen, 1899). “Conspicuous 
or luxury consumption is often associated with personal 
pleasure, superficiality and ostentation, while the reference 
to sustainable development evokes altruism, sobriety, 
moderation and ethics” (Widloecher, 2011, pg. 1). 
Conspicuous consumption is a psychological need that is 
often fulfilled by the hedonic product. The use of luxury 
products satisfies consumers’ psychological needs, which 
differentiates luxury products from functional or sustainable 
products. Most of the studies on conspicuous consumption 
mainly focus on examining the consumption pattern in 
staple products and cosmetics, including luxury goods 
(Ngobo, 2011).

2.3. Five-factor taxonomy of personality

“Personality can be defined as consistent behaviour 
patterns and intrapersonal processes originating within 
the individuals” (Burger, 1986, pg. 4). The definition 
comprises two components (a) individual differences 

that reflect consistent behaviour patterns across time and 
situations and (b) intrapersonal processes that indicate 
the emotional, motivational, and cognitive processes that 
influence our actions and feelings. The existing literature in 
psychology endorses that there are broadly six approaches 
to personality: the psychoanalytic approach, trait approach, 
biological approach, humanistic approach, behavioural or 
social learning approach, and cognitive approach. 

Based on the psychoanalytic approach, psychologists 
argue that the differences in the behavioural style of people 
can be attributed to their unconscious minds. Psychologists 
believe that it is the gamut of personality traits that define 
an individual’s characteristics. The biological approach 
focuses on the inherited tendency and physiological 
processes involved which explains individual differences. 
The humanistic approach garners the feelings of self-
acceptance as a predominant driver for differences among 
individuals. The consistency in behavioural patterns is 
seen as an effect of conditioning and the development 
of expectation. The cognitive approach is based on the 
differences in the manner of processing information that 
differentiates individuals.   

For developing a steady, robust, and consistent 
understanding of human personality, considerable 
research on psychology has been conducted. For this 
study, we have considered the trait approach called “the 
five-factor taxonomy” that has evolved after a series of tests 
which has resulted in the redefining of the original “Big 
Five” (Norman 1963) and the formation of the NEO Model 
(McCrae and Costa, 1989). The revised NEO personality 
five-factor inventory highlights an individual’s personality 
traits, which are openness, conscientiousness, extraversion, 
agreeableness, and neuroticism. 

The product or brand choice enables a consumer to 
express his or her varied dimensions of self (Belk, 1988). 
Earlier studies have also indicated that consumers 
prefer to use brands or products that are similar to their 
personalities (Huang, Mitchell and Rosenaum-Elliot, 2012). 
Therefore, we adopted the “Big Five” taxonomy to examine 
consumers’ personality traits and studied its correlation 
with conspicuous and sustainable consumption practice. 

2.4. Trait activation theory

Trait activation theory adheres to the interactionist 
perspective wherein both individual and situation 
contribute to behaviour. It highlights that relatable situations 
stimulate dormant personality traits that cause an individual 
to behave in a certain manner owing to the presence of a 
trait that gets activated in a relevant context (Tett, Toich and 
Ozkum, 2021). Both traits and situational (in)congruence 
can together predict patterns of behaviour (Simonet and 
Tett, 2013). Situational strength is of particular importance 
from a trait activation perspective because it signals the 
predictability of a behaviour (Meyer, 2010). The strength 
is determined by “weak” and “strong” situations that can 
corroborate with “uncertain” and “definitive” prospects for 
behaviour, respectively; for example, no smoking in hospital 
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3. Research design and 
methodology
3.1. Sampling frame
To address the proposed research questions, the data 
were collected using survey method from the luxury and 
sustainable product consumers of India, Canada, and the 
USA. The sampling frame consisted of individuals who have 
purchased luxury products as well as products that support 
sustainability. The collection of data was made from a 
population of interest, i.e., Gen Z and millennial consumers 
pertinent to categories based on convenience. For the 
category of a luxury product, we considered cosmetics, 

premises or maintaining silence in a library. Therefore, 
situational strength is related to trait relevance, which is 
typical of a situation that leads to the exhibition of a certain 
trait over another. 

For example, a situation of meeting monthly selling targets 
in a sales job may activate talkative and sociable traits 
contrary to a job of a software developer. This is analogous 
to a situation of informal get-togethers of employees and 
their families where the extraversion trait may get activated 
for individuals, and even those low on extraversion may 
attempt to socialize. Similarly, an unplanned visit to a 
fashion store may activate the openness trait thus resulting 
in impulse buying, whereas a visit to a social family event for 
a religious ceremony may activate agreeableness trait that 
may result in complying with the rituals, and even those low 
on agreeableness may tend to conform. 

Drawing from trait activation theory, the study by Ahn and 
Kwon (2020) found plausible evidence of cruise customers’ 
impulse buying tendency that influenced positive and 
negative affect and impulse buying behaviour. It was also 
found that the tendency of buying on impulse and impulsivity 
was mediated by emotions. To illustrate the importance of 
trait activation theory in the setting of the current study, it 
is argued that exposure to luxury or sustainable products 
when shopping may activate certain traits in the consumer 
thus resulting in a related behaviour. The consumer when 
evoked by luxury or sustainable product stimuli tends 
to behave in a manner that corresponds to the traits that 
might be dormant until the exposure to the stimuli. Trait 
activation theory supports this interaction between the 
consumer and product stimulus thus resulting in behaviour 
that corresponds with the activated traits. 

The literature indicates that the consideration behind 
consuming luxury and sustainable products are driven by 
traits reasoning. The study intends to correlate consumers’ 
personality traits corresponding with attitudinal or 
behavioural outcomes towards luxury and sustainability 
products. Hence, based on the literature and preceding 
discussion, the following hypotheses are proposed:

H1: The overall personality dimensions are positively 
correlated with Luxury Attitude
H2: The overall personality dimensions are positively 
correlated with Sustainability Behaviour

fragrances, accessories such as sunglasses, watches, bags, 
etc., and apparel. For sustainable product consumption 
or service, individuals engaging in the societal and 
environment volunteering services or buying man-made or 
organic products were considered. Of the total responses, 
149 were received after circulation, among which 19 were 
rejected owing to missing information. Thus, the final usable 
response rate was 87% (130 usable responses).

3.2. Respondents’ demographic characteristics
Questionnaires were distributed online among both 
female and male Gen Z and millennial consumers in the 
metropolitan city of India, Canada and the US. Of the 130 
usable responses, 76% of the respondents were females. 
45% were Gen Z and the remaining were millennial.

3.3. Psychometric evaluation of study 
measures
Established measures were adopted from a priori literature 
after making minor modifications to adjust to the context, 
the study used a 5-point Likert type scale (5 = strongly 
agree; 1 = strongly disagree). The scales were assessed by 
computing the reliability values for each scale depending 
on the Cronbach’s alpha reliability coefficient value (α 
>0.7). The scale reliabilities either met or exceeded the 
performance of the scales in previous research.

3.4. Data collection process
To begin the study, potential respondents were enquired 
regarding their purchase of a luxury product or a product 
or activity that supports sustainable development. The 
respondents who answered ‘yes’ to either ‘luxury purchase’ 
or/and ‘sustainable purchase’ were further considered 
for the study. The questionnaire included measures for 
examining (a) personality traits using Big-five personality 
taxonomy, (b) consumers’ actual sustainability behaviour, 
and (c) consumers’ degree of liking of luxury products. 
These variables were measured using established scales 
adapted from the literature. 

3.5.Exploratory factor analysis 
An exploratory factor analysis (EFA) was used to examine the 
underlying dimensions in the data matrix. Varimax rotation 
with alpha factoring was used to assess the reliability of the 
constructs through EFA. The KMO measure of sampling 
adequacy is 0.715, which is greater than 0.5 (see table 1). 

Kaiser-Meyer-Olkin Measure of Sampling Adequacy .715

Bartlett’s Test of Sphericity Approx. Chi-Square 2008.486

df 703

Sig. <.001

4. Findings and analysis
4.1. Hypothesis testing
Hypothesis 1.  The analysis for the first hypothesis showed 
that the openness and extraversion traits positively 
correlated with the liking of luxury. 

Table 1: KMO and Bartlett’s Test
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Pearson correlation analysis (Table 2) revealed a non-
significant and weak positive correlation of the participants’ 
level of agreeableness towards luxury attitude (r = 0.142, 
p = 0.107). However, there is a positive and significant 
correlation between conscientiousness traits and the 
luxury attitude of consumers. Further, the neuroticism trait 
indicated a weak correlation towards luxury attitude. The 
overall regression model did not support H1 (Table 4).

Hypothesis 2. The analysis for the second hypothesis 
indicated that a positive correlation existed between 
openness, extraversion and agreeableness, and 
sustainability behaviour. Pearson correlation analysis (Table 
2) revealed that the conscientiousness trait had a weak 
correlation with actual sustainability buying behaviour (r = 
0.132, p = 0.134). Further, the neuroticism trait indicated 
a negative correlation towards sustainability consumption. 
The overall regression model supported H2 (Table 3).

4.2. Statistical treatment

Analysis of variance (ANOVA) was used to test for interactions 
as well as significant differences among the means of the 
two dependent variables—Liking of Luxury (aka Luxury 
attitude) and Sustainability behaviour—in relation to five 
independent variables—Neuroticism (N), Extraversion (E), 
Agreeableness (A), Openness (O), and Conscientiousness 
(C).

Model Sum of Squares df Mean Square F Sig.

Regression 4.453 5 .891 2.072 .073b #

Residual 53.291 124 .430

Total 57.744 129

Model Sum of Squares df Mean Square F Sig.

Regression 8.522 5 1.704 1.735 .131b #

Residual 121.800 124 .982

Total 130.321 129

N E O A C LUX SUST

N Pearson 
Correlation

1 -.026 -.095 -.099 -.169 .035 -.163

Sig. 
(2-tailed)

.767 .284 .260 .055 .694 .064

N 130 130 130 130 130 130 130

E Pearson 
Correlation

-.026 1 .516* .510* .399* .194** .179**

Sig. 
(2-tailed)

.767 <.001 <.001 <.001 .027 .042

N 130 130 130 130 130 130 130

O Pearson 
Correlation

-.095 .516* 1 .615* .511* .231* .175**

Sig. 
(2-tailed)

.284 <.001 <.001 <.001 .008 .047

N 130 130 130 130 130 130 130

A Pearson 
Correlation

-.099 .510* .615* 1 .534* .142 .224**

Sig. 
(2-tailed)

.260 <.001 <.001 <.001 .107 .011

N 130 130 130 130 130 130 130

C Pearson 
Correlation

-.169 .399* .511* .534* 1 .145*** .132

Sig. 
(2-tailed)

.055 <.001 <.001 <.001 .099 .134

N 130 130 130 130 130 130 130

LUX Pearson 
Correlation

.035 .194** .231* .142 .145*** 1 .104

Sig. 
(2-tailed)

.694 .027 .008 .107 .099 .237

N 130 130 130 130 130 130 130

SUS Pearson 
Correlation

-.163 .179** .175** .224** .132 .104 1

Sig. 
(2-tailed)

.064 .042 .047 .011 .134 .237

N 130 130 130 130 130 130 130
*. Correlation is significant at the 0.01 level (2-tailed).
**. Correlation is significant at the 0.05 level (2-tailed).
***. Correlation is significant at the 0.10 level (2-tailed).

Table 2: Pearson Correlation Matrix

a. Dependent Variable: SUST
b. Predictors: (Constant), C, N, E, O, A
#. Significant at p ≤ 0.10

Table 3: ANOVA of Actual Sustainability behaviour

a. Dependent Variable: LUX
b. Predictors: (Constant), C, N, E, O, A
#. Not Significant at p > 0.10

Table 4: ANOVA of Luxury Attitude

Figure 1: Histogram of standardised residuals to evaluate 
normality assumption for Sustainability behaviour.

Figure 2: Histogram of standardised residuals to evaluate 
normality assumption for luxury attitude.
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4.3. Representation of analysis on scatter plot 

The relationship of the positively correlated personality 
dimensions with Luxury attitude and Sustainability 
behaviour has been shown using a scatterplot. Using 
multiple regression analysis, a scatter plot is applied to 
visually indicate the relationship between the independent 
and dependant variables as shown below. The values of 
the variables are displayed using Cartesian Coordinates in 
each axis, and the presence of a relationship or correlation 
between the two variables can be detected. The correlation 
pattern has been displayed using a linear trend line to 
provide an estimate and the strength of the correlation can 
be determined by observing the closeness of the points on 
the graph.

Figure 3: Scatterplot with regression line for personality dimensions on Luxury and 
Sustainability.

5. Discussion
5.1. Theoretical and practical implications

In light of the empirical findings and above explanations, 
this study has offered important patterns in the area 
of consumer psychology and is thus a pioneer in its 
contribution toward the following three areas: First, in 
empirically establishing the relationship between five-
factor taxonomy in the context of sustainability and luxury. 
Second, it develops an understanding of the personality 
dimensions and their interrelationship with each of the 
contexts, which should be valuable to the brand managers 
in realizing benefits they can accrue from the clients having 
implicit concerns towards sustainability for luxury and 
non-luxury products. Third, the study examines Gen Z and 

millennials for relevant consumption related outcomes, 
the attitudinal and behavioural components for luxury and 
sustainability respectively. The empirical results in support 
of the arguments are drawn from the theoretical insights 
of trait activation theory which provide clear evidence to 
substantiate the plausible results.

The findings have shown that certain traits are seminal in 
contexts of importance. For example, conscientiousness 
consistently holds a steady ground among consumers 
for luxury, which means that lux consumers are sensitive 
to sustainability and have implicit concerns towards the 
environment and people. The conscientiousness trait 
activation when considering to purchase luxury products or 
brands indicates more careful and mindful selection. Any 
deviation by the luxury brand on account of sustainability 
can come at the peril of losing a valued client. It would be 
a win-win situation for the brands to integrate sustainability 
with the brand’s ideology resulting in an effective 
positioning and communication strategy. Openness is 
another trait of importance that comes into play while 
considering a luxury purchase, which implies that the 
consumers’ receptivity to know and experience new ideas 
are rooted in transparency and trust. Agreeableness is 
important while making sustainable produce, which implies 
that consumers are willing to compromise their interests 
for society or the environment at large. This finding is of 
particular importance to marketers as they can develop a 
sustainability strategy based on the value-based ideology, 
i.e., from handcrafted products to handmade products or 
going green to preserve natural resources.

6. Conclusion
6.1. Limitations and directions for future research

This research is not without limitations despite ensuring 
adequate efforts to adhere to the norms. Three limitations 
have been identified here. The first drawback is the lack of 
generalizability considering the restricted dataset, however, 
can be considered an area for future research with larger 
sample size. Second, the research could be extended to 
other cultural settings for a cross-cultural examination. 
Future studies could include a larger population aiming at 
cross-country comparisons to find out whether the results 
are similar or radically different from one context to another. 
A comparison can be drawn between both Western and 
Asian cultures and in matured and emerging lux markets. 
Third, while the research validates the arguments using a 
survey method, further research can be conducted in an 
experimental setting. Ultimately, future research could refine 
investigations by focusing on specific product categories, 
as each product category is highly distinctive and imbues 
its unique characteristics that might differ from the results 
presented in this study.
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Abstract

Going through these splendid 40 years of economic growth and 
social development in mainland China since the ‘Reform and Open 
Policy’ in 1978, this paper intends to present the gradual recognition 
of environmental issue in fashion industry in China. It has assisted 
fashion designers and brands tried utmost to transform its early status 
as the world factory to a place of creativity while being conscious to 
the sustainable fashion in the recent years. 

Sustainability is a global issue, and China has adopted it locally by 
various approach. Some clothes-sharing platforms were built up five 
years ago like MSParis and Ycloset, the latter scaled up its business 
which benefited from the rise of the sharing economy. Some 
Chinese brands made its changing process to be more sustainable 
in its design and producing stages. For instance, ICICLE renewed 
the Chinese traditional craftsmanship in their fashion design pieces 
and incorporate Chinese philosophy “harmony of nature and man” 
(天人合一 tianren heyi) into its brand value. The slow fashion brand 
WUYONG (無用, meaning useless) advocates a simple and natural 
life close to the soil and nature, which was invited the Paris Fashion 
Week for Haute Couture in 2008 and overwhelming the international 
audience. Moreover, some sustainable fashion initiators in China 
have gradually incorporated China into the international fashion 
industry discourse of sustainability. As one of the world’s largest 
economies, China can play a critical role in pioneering global 
sustainable solutions.

The paper relies on the theories and methodologies of history, 
sociology of profession, and Chinese philosophy, and was informed 
by a range of Chinese, French and English. It is also based on 15 
semi-structured interviews with fashion professionals working for 
sustainable fashion in China.
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Introduction 
This paper attempts to stand in the perspective of China, 
spotlighting its prominent role in the global textile and 
apparel industry in recent years, to examine the continuing 
compelling topic of sustainable fashion and to analyze the 
solutions that Chinese apparel brands have already given 
about sustainable fashion.

The first section illustrates the relationship between fashion 
and sustainability, the urgent concern for sustainability in 
China as the world’s textile and apparel manufacturer, and a 
brief literature review on sustainable fashion in the Western 
world and in China.

The second section describes how China has entered the 
international sustainable fashion discourse, and cites the 
initiators of sustainable fashion in China, compromising 
both companies and individuals, who have transmitted the 
knowledge of sustainable fashion in China.

The third section elaborates on the sustainable fashion 
solutions provided by Chinese apparel brands and 
companies based on their position at the manufacturing 
and costumer ends of the textile and apparel industry, and 
their unique combination with the Taoist philosophy of 
“harmony of nature and man”.

1. Fashion and Sustainability
Sustainability is a concept with many definitions, and its 
application in the fashion industry embraces a variety 
of different aspects, from the environmental impact of 
materials, social justice, and workers’ rights issues to the 
economics of the global fashion industry. Its most widely 
used definition comes from the 1987 United Nations 
Bruntland report, Our Common Future, as “development 
that meets the needs of the present without compromising 
the ability of future generations to meet their own needs.” 
In contrast, the industrial ecologist John Ehrenfeld offers 
a more succinct statement: “Sustainability is the possibility 
that human and other forms of life will flourish on the planet 
forever.” This statement follows more closely the Chinese 
translation of sustainability, i.e., “perpetual” (永久的, yong 
jiu de) and “maintainability” (可持续性, ke chixu xing), and is 
also somehow close to the expression “the unity of heaven 
and man” (天人合一, tian ren he yi) in Chinese philosophy. 

The concept of “unity of heaven and man” is a generalization 
of many Chinese philosophical systems and is itself more 
associated with ancient Chinese ethics and political rule 
than with environmental protection. The schools of thought 
related to environmental protection and sustainability are 
listed below. 

In a nutshell, the Taoist classic Tao Te Ching advocates “the 
unity of heaven and man” and “Tao lives on the existence 
itself, the way of nature”, which can be expressed as --– man 
is in nature, being one with nature, and therefore should 
be obedient to nature. Therefore, this requires a reduction 

in competition, desire and demand, which is the opposite 
of the Western capitalist environment that emphasizes 
competition. The solution to maintain this “law of nature” 
in Taoist classic is “a small state with few people(小民寡国, 
xiaomin guaguo),” but this is difficult to achieve in today’s 
materialistic world and in fashion industry, especially for 
the Chinese fashion industry under the label of “Made in 
China,” with its enormous market for the world.

Nevertheless, it is still reflected in Chinese designer Ma Ke’s 
brand, WUYONG (meaning “useless” in Chinese), whose 
self-proclaimed social enterprise, its brand concept and 
a human ideal spirit are close to the Taoist atmosphere of 
less competition in a small world. Because of this, she quit 
“Exception” (例外, li wai), a famous and recognized pioneer 
of designer brands in China that developed extremely 
well, and established a social enterprise WUYONG, 
little understood at that time, which aimed to achieve a 
harmonious coexistence between human beings and 
nature while preserving modern human handicraft skills 
(similar to small workshops). This seems to be close to the 
expertise and know-how of Haute Couture, but it is indeed 
vastly divergent from the alternate nature of “fashion” that 
grows out of the Western environment.

Another traditional Chinese thought related to sustainability 
is the “unity of heaven and man” in Confucianism, which 
gives a slightly more prominent place to man than the 
Taoist doctrine, and can be roughly translated into 
“weak human environmentalism” in Western thought. 
(McBeath, J.A., McBeath, J.H, 2018) Unlike some extreme 
environmentalism, which takes the well-being of the 
environment as its own independent principle (the above-
mentioned Tao Te Ching and later Zhuangzi both have 
similar attitudes), Confucianism takes humans as the center 
of all things and elevates its welfare above that of the 
environment. At the same time, however, Confucianism has 
the idea of extending grace to all, so this anthropocentrism 
is not a reckless disregard for the environment. As far as 
environmental issues are concerned, the Confucian of the 
Song dynasty, Zhang Zai’s “The people are my compatriots, 
and I am with everything” emphasizes universal love, and 
“all people are like relatives, and all things are like friends in 
their care,” which also includes concern for the environment.
(Bai, T.D., 2015)

This universal love of Confucianism certainly includes 
concern for the environment, but this concern comes after 
concern for humanity. Thus, when placed in the modern 
relationship between “fashion” and sustainability, it is a 
relationship of opposition and unity. In other words, it 
recognizes that human beings are not only a part of the 
outside world (nature and everything), but that their concern 
is sequential and differentiated – they have a self firstly, and 
the “self” must create a self relates to others on the basis 
that it is not isolated from the outside world; that it has an 
appropriate influence on the environment, but that it must 
also take into account its own self. The Confucian logic of 
environment protection is suitable for the Chinese garment 
and fashion industry, which is now highly competitive and 
has a huge industry of manufacturing. It applies to the state 
that the world faces when it comes to sustainable fashion, 
because fashion itself cannot disappear out of thin air, but 
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it has to develop with a moderate consideration of fashion 
in a sustainable relationship with people and the natural 
environment. As Mary Evelyn Tucker calls for a global ethic 
that takes into account the “unity of man and nature” and 
that such thinking would dissolve the ecological crisis.
(McBeath, J.A., McBeath, J.H., 2018) However, the Western 
theorists who address ecological issues with traditional 
Chinese thought are still considered a minority, and even 
among Chinese scholars and practitioners, constant 
exploration of theoretical and practical ways of combining 
traditional thought with modern life and fashion industry 
remains necessary.

While the concept of sustainability in the West may seem 
all-encompassing and daunting no matter what definition 
is used, the implications of this vast concept for the 
fashion industry are increasingly far-reaching and have 
been receiving greater attention from apparel industry 
professionals in the last five years. To put it another way, the 
fashion and textile industries are at a point where they have 
to pay attention to environmental issues and sustainability 
– the global production of textiles causes about 1.2 billion 
tons of greenhouse gas emissions, which exceeds the 
combined greenhouse gas emissions of international flights 
and shipping worldwide. (Ellen MacArthur Foundation, 
2017) Textile production (including cotton cultivation) on 
an annual basis also uses about 93 billion cubic meters of 
water, accounting for 4% of global freshwater withdrawals 
(World Bank, 2014), contributing to problems in some 
water-scarce regions. Coupled with this, it is recognized 
that textile production releases large amounts of water 
containing hazardous chemicals into the environment and 
up to 20% of global industrial water pollution is caused by 
the dyeing and handling of textiles (Kant, R., 2012).

Each step in the textile production and consumption 
process, from the selection of renewable materials, 
decarbonized production processes, water use treatment, 
waste re-disposal, to clothing usage rates and exploration 
of sustainable business models, affects carbon emissions 
and thus the climate. In 2018, China’s total fiber processing 
was about 54.6 million tons, more than 50% of the total 
global fiber processing; In 2018, China’s total fiber 
processing amounted to about 54.6 million tons, more than 
50% of global fiber processing; China’s textile and apparel 
exports amounted to $276.73 billion, accounting for 35% 
of the world’s earnings. (Guo Xinze, 2019) China has long 
been a major exporter of labor-intensive apparel and textile 
industries due to its population advantage, and has become 
more pronounced in recent years due to the trend toward 
de-localization of upstream parts of the global apparel 
industry supply chain. China, as the top manufacturing 
exporter, accounts for 36% of the world’s manufactured 
apparel exports, ahead of the second-place EU by as much 
as 12%. As these numbers demonstrate, it is incumbent on 
the textile industry to achieve green development.

As a result, publications and literature on sustainable 
fashion throughout the world are multiplying, which is 
in fact the progressive rationalization of professional 
knowledge on sustainable fashion, whose impact on the 
relevant professions is significant (Abbott, A., 1988). For 
the fashion industry, the structure of the profession, the 

number of employees, and the professional skills of the 
practitioners are supposed to change as they become 
more closely linked to the concept of sustainability. The 
third part of the article will mention that the ICICLE brand 
is constantly focusing on the sustainability of its products, 
while maintaining its fashionability, and therefore making 
greater demands on its fashion designers, who require 
more creativity, expertise and pioneering spirit.

In the West, the sustainability concept has a broader 
impact on occupations related to the fashion industry. It has 
sparked a growing call for design-led action by academic 
researchers, educators, industry players, and activists 
both inside and outside the industry, and a growing 
willingness to take action forward. In contrast to many 
areas of academic research, the rising sense of urgency for 
sustainable fashion has led researchers to enforce positive 
action and influence on this major global business sector. 
Particularly after the turn of the millennium, in the first 
decade of the 21st century, there has been a steady stream 
of sustainable fashion initiatives, actions and initiatives that 
have involved governments, academics, fashion brands, 
retailers, and various chains of the apparel industry in cross-
sectoral collaborations that have attempted to address 
the sustainability of the fashion industry in practical ways 
that involve multiple environmental, social, and economic 
aspects. For example, the Sustainable Clothing Action Plan 
in 2007, an initiative of the UK government, academics, and 
industry; the Nordic Initiative Clean and Ethical in 2008, 
an industry-led group in Scandinavia; and the Sustainable 
Apparel Coalition in 2011, a U.S.-based initiative comprising 
many global clothing brands and academics.

As a developing economy, China has lagged behind 
in its focus and actions on sustainable fashion, and the 
articulation between academic research and industrial 
development leaves much to be desired. In China’s largest 
journal search platform, cnki.net, only 227 results are found 
for “sustainable fashion” and among Chinese journals, 
including 23 dissertations, of which only one is a doctoral 
dissertation, and 17 of them, or 73%, are from the last five 
years. Therefore, one may argue that “sustainable fashion” 
has only been recently brought to the attention of more 
Chinese scholars and put on the table for research, the 
process of rationalizing the knowledge has barely begun.

China is first and foremost on the manufacturing side of 
the international fashion industry, namely Made in China, 
while at the same time gradually transforming itself into a 
consumer market over the last decade, starting to become 
the largest potential market for the fashion and luxury 
industries, which is gradually and steadily increasing, 
putting China at the front and back ends of the world’s 
apparel chain.
The contradiction between fashion and sustainability 
actually stems from the fashion industry itself, which 
emerged from Western capitalism, but the ripple effect 
involves participants in all parts of the industrial chain.
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2. Join-in International 
Sustainable Fashion Discourse 
and its Chinese Initiators
As a major country in the fashion manufacturing industry, 
China’s large brands and companies are adapting to the 
international trend of “sustainability” in recent years. Other 
than environmental reports of several NGOs like the Natural 
Resources Defense Council (NRDC) and Greenpeace that 
have specifically included China, a major manufacturing 
country, in the scope of testing and environmental warnings, 
as well as key countries of concern, there are also the various 
activities of Kering Group, Copenhagen Summit, Ellen 
MacArthur Foundation, etc., have all partnered with Chinese 
NGOs and textile and apparel organizations to first solve the 
language issues and put action into organizing awareness-
raising events to promote the concept of sustainable 
fashion, a basically rationalized knowledge, taking root in 
China. Language and action are two important factors in the 
transmission of “sustainable fashion” as knowledge (Adell, 
N., 2011), and the rationalization of knowledge in China is 
still in its infancy, thus it is necessary to start with Western 
ones.

Kering Group

In October 2017, Kering Group hosted the Innovative 
Luxury Lab during Shanghai Fashion Week to introduce 
its Environmental Profit & Loss (EP&L) to the Chinese 
fashion industry. This groundbreaking tool, developed 
and launched several years ago by Kering, measures the 
environmental impact of the entire supply chain, from 
raw materials to store operations, and encapsulates it in 
monetary terms. It provides Kering with a globally accurate 
environmental assessment from sourcing, raw material 
processing, to store sales, helping the group to develop 
better business strategies and fueling disruptive innovation 
development.

Based on the EP&L methodology, Kering developed 
the My EP&L mobile app in 2016 to provide students, 
young designers and fashion insiders with a visual way to 
understand the environmental impact of products from 
raw material production to distribution, as well as a fresh 
perspective for design and R&D teams to truly integrate 
sustainability into the entire design process. The Chinese 
version of My EP&L was launched on the day of the event 
during Shanghai Fashion Week and localized in China as an 
embedded part of the WeChat app. (Luxee, 2016)

In October 2019, again on the occasion of Shanghai 
Fashion Week, Kering and the Plug and Play innovation 
platform organized the first edition of the “K Generation 
Talk & Award Ceremony”, an award ceremony with a 
conference on sustainable innovation. Three Chinese start-
ups – Melephant, Heyuan, and FeiLiu Technology - were 
rewarded for disruptive innovations that respond to the 
challenges in the fashion industry’s value chain. The three 
award-winning start-ups reflect China’s strengths. (Kering, 
2019) By focusing on the supply chain, they offer an answer 
to chemical and water-related issues and thus promote 

more innovative production processes.

As a leading player in the global economy, China has been 
playing a crucial role in developing pioneering sustainable 
solutions on an international scale. The K Generation Award 
committed to create synergies between different sectors 
located in China and around the world to enable future 
generations to develop innovations for sustainable and 
ethical fashion.

Copenhagen Summit and SHAN FUTURE Forum

Among the many collaborations with international 
organizations, the “SHAN FUTURE Forum’’, cooperating 
with the Copenhagen Summit, made the greatest public 
impact. It was held by Yehyehyeh, an innovative agency, to 
push forward the fashion agenda among Chinese brands 
and designers by bringing sustainability, creativity and 
innovation together. The SHAN FUTURE Forum has taken 
place every year since 2018 during Shanghai Fashion 
Week, the most international fashion week in China. It is the 
first public forum on sustainable fashion which is open to 
both industry professionals as well as to the general public 
to promote and popularize sustainability-related topics. 

The SHAN FUTURE Forum has been running for three years 
since 2018, with each theme inviting the corresponding key 
figures from the world, and documenting the progression 
of the concept of sustainability in China: the first one was 
themed “From Beauty to Goodness”, “For the fashion industry, 
beauty is basic, but if we really want to work together with 
other industries to move towards sustainable fashion, then 
we need to emphasize “goodness” as a universal value.” 
(Can Fashion be Sustainable? An Open Forum, 2018). 
The second one in 2019 was entitled “Talk of goodness - 
Innovation in Times of Crisis”, which focused on Asian forces, 
emerged as key players in the future sustainable landscape 
of fashion. In 2020, the third edition of SHAN FUTURE forum 
was extended from one day to three days, “Breaking the 
Circle to Create a Sustainable Future,” is where we should 
break down the boundaries of what is already there and 
come up with ethical solutions and imaginative proposals. 
The three main topics – Transformation, Regeneration, and 
Challenges – were allocated for discussion in three days.

The SHAN FUTURE Forum has its Chinese name as “a forum 
with advices of goodness”. SHAN (善, means goodness in 
Chinese), which itself carries a lot of Chinese philosophical 
connotations, goodness to people, goodness to animals, 
goodness to nature and so on. The theme of each year 
even crosses the boundaries between Eastern and Western 
philosophical concepts, emphasizing and proclaiming the 
virtuous relationship between ethics and beauty (not only 
in the field of fashion) as a universal value belonging to the 
world.

Shaway Yeh, the founder of the Agency Yehyehyeh, was 
an influential fashion leader and former editorial director 
of Modern Weekly. Her connection to the Copenhagen 
Summit began in 2016 when she was invited by another 
fashion professional Julie Gilhart. (Yehyehyeh, 2020) She 
was shocked at first by the terrible impact fashion has 
made for the real world, and decided to devote herself 
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to sustainable fashion. She then attended the Corporate 
Sustainability program in Harvard and got the certificate for 
the basic knowledge of the new field.

In May 2018, Shaway Yeh moderated a panel featuring 
three Chinese groups – Erdos, JNBY, and Esquel – at the 
Copenhagen Fashion Summit. This was the first time that the 
innovative power of Chinese brands and their determination 
to drive the world’s sustainable fashion development were 
discussed in a panel at a global forum, allowing the world 
to understand the voice of China. Chinese brands’ unique 
vertical supply chains, branding effects, and innovative 
ability to respond quickly to emerging social phenomena 
can all yield great advantages in the global fashion industry’s 
transition to sustainability.

Ma Jun and his IPE

Shaway Yeh and her Agency Yehyehyeh provide localized 
“sustainable fashion” theoretical approaches and practices 
that are not only empirically based on European and 
American methodologies, but also tailored to China’s 
own characteristics, which were more at the final stage 
of the industry chain in a strategic level. However, the 
Chinese environmental NGO, the Institute of Public and 
Environmental Affairs (IPE), focuses on the upstream supply 
chain of the apparel industry, i.e. textile fabric processing 
plants, dyeing, and finishing companies, etc. “A lot of 
environmental protection work should be done at the fabric 
level, such as the dyeing process... especially the use of 
heavy metals in sewage treatment and leather treatment, 
the upstream of the supply chain is the most polluting link.” 
(Hung H., Ambassador of China-France Environment Month 
in 2019, interview, 9 June 2021) These practical issues have 
long been the concern of international NGOs, but in order 
to truly solve the widespread environmental problems in 
China, local NGOs need the support of local environmental 
protection bureaus and government policies in order 
to make influential warnings and supervise the relevant 
companies to make effective corrections in order to fulfill 
the mission of NGOs.

IPE’s founder Ma Jun, born in Beijing, was reputed as the 
first environmentalist in China. In 1993, after graduating 
from the School of International Relations with a degree in 
international journalism and working in the Beijing station 
of the Hong Kong-based South China Morning Post, he 
had the opportunity to travel around China and witness the 
deterioration of the environment. It was in the mid-1990s 
that many rivers in the north had broken off, with the Yellow 
River breaking off for 226 days in one year at the most, and 
not a drop of water could flow into the sea. After the great 
flood in 1998, Ma Jun wrote and published his influential 
book “China’s Water Crisis” in 1999, after collecting and 
studying a lot of literature based on several field interviews. 
It was his career as a journalist that made Ma Jun one of the 
first people in China to realize the environmental crisis.

He then worked for an international environmental 
consulting firm for several years (Ma Jun, interview, 9 June 
2021) and was a visiting scholar at Yale University in the 
United States in 2004. He found that some once-serious 
environmental problems in western developed countries 

were finally controlled and solved, and the fundamental 
breakthrough lay in the openness of environmental 
information and wide public participation. Consequently, 
he founded The Institute of Public and Environmental Affairs 
(IPE) in May 2006, and four months later launched China’s 
first public interest database on water pollution – China 
Water Pollution Map, which also resulted in the first report 
related to Fashion and Textile industry in 2012, “Cleaning 
up Pollution for Fashion”. The report cited several cases of 
suspected supplier violations of environmental laws and 
regulations by large multinational and domestic brands, for 
which IPE and the other local NGOs have communicated 
with 48 brands about the impact of their textile industry 
on China’s water environment. Among them, brands such 
as H&M, Nike, Walmart, Esquel, and Levi’s responded 
positively, while most companies have not yet responded, 
and some have even refused to do so. (IPE, 2012)

It was followed by the “Greening the Global Supply Chain 
– CITI index Annual Evaluation Report” (IPE, 2014) since 
2014, which was jointly developed by IPE and the American 
environmental NGO, the Natural Resources Defense 
Council (NRDC). The Corporate Information Transparency 
Index (CITI) is the world’s first quantitative evaluation system 
based on the environmental management performance 
of brands in their supply chains in China. As the world’s 
factory, the processing and production of a large number 
of industrial products has caused serious pollution to the 
air, water, and soil of the environment in some areas of 
China. Due to the complexity of the global supply chain, 
most of the established Chinese and foreign evaluation 
and certification systems do not effectively cover supply 
chain environmental management. The CITI index’s Annual 
Evaluation Report focuses on the environmental issues of 
all industries, not limited to the textile and apparel industry, 
but it provides an effective and powerful reference and 
endorsement for the green textile supply chain every 
year. Thus, CITI is a good example of the localization of 
environmental protection mechanisms, and the latest CITI 
report was released in 2020.

This section concentrated on the transmission of sustainable 
fashion in China, as a progressive rationalized knowledge 
from the West, where language and action are the two most 
essential factors to share knowledge its circulation (Adell, 
N., 2011). The next section elaborated on sustainable 
fashion solutions in China and their impacts on brand 
management decisions, where new demands are placed 
on designers’ professional jurisdictions (Abbott, A., 1988) 
and design competencies that need to be integrated with 
the new socio-cultural structures under the influence of a 
sustainable economy.
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3. The Chinese Approach to 
Sustainable Fashion
In addition to China’s role as a supplier to the world’s 
apparel industry, receiving advice and environmental 
pollution warnings from various international and local 
NGOs, how have Chinese fashion brands, as an emerging 
fashion creator, found suitable solutions for sustainable 
fashion? The solution often depends on the size, nature, 
and origin of the company. 

Some designers in smaller scales are defending the 
sustainable fashion statement in their own way: Zhang Na’s 
Reclothing Bank, dedicating to remaking and redesigning 
the second hand cloth while providing a store platform to 
circulate and exchange for given old materials; Fengchen 
Wang’s eponymous brand, the latest collections employed 
more than 50% upcycled fabrics, and applied innovative 
design with the acupuncture points treatment and plant 
dyeing, both derived from Chinese medicine with an 
emphasis on communication between human health 
and nature. Besides, some sustainable brands have been 
conceived under well-known brand groups, such as Reverb 
owned by JNBY and Klee klee belonging to ZucZug. 

In addition, Ma Ke abandoned her successful brand 
Exception to set up WUYONG (meaning “useless” in 
Chinese) art studio on Earth Day of 2006, and later found 
her niche direction as a leader of non-profit organization 
committed to the revival of traditional craftsmanship with an 
innovative mind (“What is WUYONG”, 2006). WUYONG was 
invited to present in Paris Fashion Week in 2007 and 2008, 
which stunned the audiences on the spot and Western 
world. WUYONG’s brand philosophy not only matches 
the traditional Chinese Taoist thought on the relationship 
between the environment, but also echoes the concept of 
Slow Fashion, interpreted as an approach to fashion that 
celebrates local, small-scale, artisanal, and long-lasting 
clothing as discussed by design historians Hazel Clark 
(2008) and Kate Fletcher (2010).

Founded in 2015, the clothes-sharing platform Ycloset 
was listed in Hurun China Mountain Goats 2020, and 
expanded the commercial scale by both attracting 
many loyal customers who believed in the recycling and 
sharing economy and also receiving capital support for 
its designation as the Chinese version of the Real Real. 
Indeed, it improves the possibility of sharing clothes, 
which constitutes merely one aspect of sustainable fashion. 
However, in a broad sense, sustainable design strategies 
should include the pre-manufacture stages of design and 
production, and the post-manufacture and post-purchase 
doctrines of “reduce, reuse, and recycle” (Black S., 2015).  

China, due to its own textile resources and manufacturing 
power, has spawned a kind of vertical supply chain 
companies in the textile and apparel industry, which started 
as textile raw material suppliers, such as Erdos and Esquel, 
which had presented at the Panel in the Copenhagen Fashion 
Summit 2018, and whereas Yagor was the research subject 
of the “Dirty Laundry of Fashion’’ report (Greenpeace, 
2011), compiled by the international NGO Greenpeace in 

2011. These three companies are the representatives who 
started as textile raw material and supply chain companies, 
and gradually developed to a comprehensive textile and 
garment group with their own clothing brands, vertically 
linking all production and sales chains. 

For instance, Esquel is a textile and apparel manufacturer 
with a vertically integrated supply chain from cotton farming 
to retail, meaning Esquel’s business extends from seed, 
planting, ginning, spinning, weaving, cutting and sewing, 
etc., all the way to the final retail segment. The two areas of 
greatest concern to the company are climate change and the 
wealth gap. Since 2005, Esquel has reduced its water and 
energy consumption by more than 50%, and the average 
worker’s wage is close to that of a Chinese healthcare 
worker (“China is the Key Force in Global Sustainable 
Fashion Agenda”, 2018), all of which is well under control. 
With the general trend of sustainable fashion, the company 
can have the assurance to take a sustainable product from 
idea to reality, and not just a verbal dream. Thus, everything 
about the value of the brand can be expressed in the 
product and “the verticalization of the supply chain implies 
the ability to create beautiful products”, as Dee Poon the 
managing director of Esquel underlined in Copenhagen 
Fashion Summit in 2018.
 
In recent years, sustainable fashion itself has become 
a catalyst for change, stimulating awareness and even 
behavioral change through its unfolding narratives. As 
Shaway Yeh said in an interview (Yehyehyeh, 2020), at 
first a company may think that sustainability is just about 
an additional department within the company, but slowly 
when Yehyehyeh had a second meeting with the company, 
it became clear that the entire leadership of the company 
needed to be involved, and from the third time onwards, it 
became a company-wide decision. It’s not an add-on patch.

It is unlikely to be just an environmental initiative, but a 
business decision, or even a competitive edge, as when 
JNBY’s founder and creative director Li Lin once insisted 
on using the more expensive but more friendly dyeing 
process to make clothes. This is not only an ethical decision, 
but also a business one. Because usually, when people 
think of sustainable development, they think of it at the 
expense of commercial interests, and one of the reasons 
why JNBY originally chose this strategy was mainly to 
prevent competitors from copying it (“China is the Key 
Force in Global Sustainable Fashion Agenda”, 2018). The 
wisdom of this strategy has been well proven over the past 
20 to 30 years of the Group’s development, and consumers 
recognize the quality of JNBY, and our products have 
withstood the test of time.

ICICLE stands out as another great example of localized 
sustainability concept. Although it does not derive from a 
textile raw material supplier, it is an apparel brand founded 
by a professor of apparel design at Donghua University 
(which was formerly named China Textile University), and 
thus remains closely linked to textile fabrics. Located in 
the Shanghai region, the surrounding Yangtze River Delta 
area has been a source of silk fabrics since ancient times, 
and through the continuous integration of resources and 
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acquisition of quality supply chain factories in recent years, 
it has also gradually developed into a full industry chain 
eco-friendly fashion company.

It deserves to be mentioned that ICICLE has made eco-
friendliness, one of its brand pursuits since its inception, 
which “hits the soul of the brand.” (Interview with a designer of 
ICICLE, 13 October 2017) ICICLE’s philosophy is a reflection 
of the founder’s desire to maintain the environment from 
the very beginning of the brand, as he grew up as a child 
in the countryside of Fujian, China, where there was always 
a large forest and green environment to accompany him, 
but as the economy grew, this sight was never returned. 
Thus, when he built the brand, he decided to make “living 
in harmony with the environment” a brand core. This action 
echoes Confucian philosophy of environmental protection, 
creating a self-sustaining foundation before protecting the 
environment. The three key words “comfortable, sustainable 
and professional” are clearly written in the brand’s early 
product catalogs and in 2017 ICICLE’s 20th anniversary 
product book.

As one of the Chinese brands that first built a design studio 
in Paris in 2013 and then opened a store in Avenue George 
V in 2019, ICICLE received the author’s attention because 
of her doctoral research on the internationalization of 
the Chinese fashion industry. A dozen interviews have 
been made in the company’s branch office in France and 
its headquarters in Shanghai, which did not deliberately 
address environmental protection and sustainable fashion 
issues, but in the process, it still revealed their awareness 
of eco-friendliness and persistence and determination for 
sustainable fashion.

For a case in point, a designer of Icicle once stated to 
the author that, in fact, ICICLE has been applying and 
promoting raw colors and plant-dyed clothing for many 
years (Interview with a designer of ICICLE, 13 October 
2017), which “is not only environmentally friendly, but 
furthermore the best for the body.” (ICICLE, 2017a) It is 
particularly well conceptualized, but very difficult in process 
in terms of craftsmanship (Interview with a designer of 
ICICLE, 2017). The color fastness of plant dyeing has been a 
relatively difficult subject. When customers buy it back and 
if it is orchid dyed, it will bleed blue dye onto the body and 
make customers feel uncomfortable. Thus, it is necessary 
to study from the fabric first and ICICLE collaborated with 
a professional lab named “Blue Cherry Blossom Studio” in 
Zhejiang province for the specific dyeing. The requirements 
for color fastness in China are rather strict, but in fact, in 
Europe and abroad, they are less strict (Ibid.). 

However many unexpected plants are used for dyeing 
ICICLE’s clothes, such as onions, isatis roots (板蓝根, Ban 
Lan Gen, used in Chinese medicine), white tea, pu’er tea, 
grains, poppy seeds, etc. The extraction and vegetable 
color and realization of this dyeing process require a lot of 
patience and repetition in a small workshop. Take indigo 
dyeing as an example: a paper plate with a pattern is first 
carved out, then covered with cotton cloth, followed by a 
mortar of lime and soybean powder applied to the hollow, 
which is then dipped in a blue clay made from the leaves of 
the root of the plant, and the next step is to wait – waiting 

for the color of the blue clay to gradually transfer to the 
fabric. After the slurry is removed, the finished fabric is 
obtained, with a blue-white color in a subtle gradient from 
light to dark. Thanks to the nature of the dye, the fabric is 
anti-bacterial and anti-mildew. The ancient technique has 
brought the best gift of nature. Nevertheless, the brand does 
not reject new dyeing techniques while fully researching 
and utilizing these ancient dyeing techniques, as they claim 
that “Modern Technology is as Important as Ancient Skills’’. 
(ICICLE, 2017b)

On the other hand, the designer requirement in ICICLE was 
to “strengthen/enhance the fashion and urban sense to 
their eco line.” Because similar brands in the market that do 
purely eco-friendly clothes don’t look fashionable or trendy 
because of the lack of use of vibrant colors and garment 
dyeing processes. Thus, another objective of ICICLE, 
different from other purely eco-friendly brands, is that they 
will still “design things that can be worn for occasions like 
meetings, commuting, and working, but not for cultivating 
immortality or going to the temple.” Hence, the brand 
needs to explore, “how to integrate the eco stuff into the 
design logic and keep the product marketable.”

Such a design process is indeed a great challenge, as it 
places higher demands than following sustainable design 
strategies, such as the principles of “circular fashion” (Ellen 
MacArthur Foundation, 2017) and the doctrine of “reduce, 
reuse and recycle” (Black S., 2015). New demands are 
placed on designers’ professional jurisdictions (Abbott, A., 
1988) and design competencies that need to be integrated 
with the new socio-cultural structures under the influence 
of a sustainable economy. Although brands can educate 
consumers to buy eco-friendly clothing, they will not 
willingly spend more money on a less beautiful garment, 
nor will they refuse to buy a product because it does not 
meet sustainability standards (“China is the Key Force in 
Global Sustainable Fashion Agenda”, 2018). Ultimately it 
comes back to the product, in other words, polishing it to 
be more unique and attractive while keeping the whole 
process sustainable.

In terms of apparel design, ICICLE advocates three 
principles: essential/anti-over design, sustainable design, 
and design for the future. As a brand based on Chinese 
philosophy, ICICLE takes the relationship between the 
environment and society into deep consideration and has 
always selected high-quality, natural, and green materials 
from all over the world. The goal is to minimise the impact on 
soil, water, air, and humans during the production process, 
while producing sustainable clothes that last longer instead 
of following seasonal trends. The idea derives from the 
traditional Chinese aesthetic of “cherishing the gifts of 
Nature”, a concept that is particularly valuable and relevant 
today.
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Abstract

The human race beheld the ramifications of disrupting thinking and 
practices to accomplish the triumph of our aspirations at the cost of 
our health and safety in the shape of the Covid 19 pandemic. Today 
when we are standing on the doors of a comparatively safer world, 
it has become increasingly relevant to relook at our roots to redefine 
the future and the practices of leading lives. In a similar light, this 
static installation/video is an attempt to re-examine our fundamental 
principle of darts in bodices into an innovative technique of ideating 
design solutions for contemporary fashion. This research collates 50 
pieces of basic bodices in muslin developed through draping that 
contemplate the role of elementary fundamental of garment making 
mapped from the great Victorian era to create an innovative concept 
for contemporary fashion. The poster will focus on reinvigorating 
styles by dart manipulation and possibilities of introducing various 
fashion elements like gathers, pleats, and other details within a dart. 
In the hunt for innovative practice, the research process studies 
contemporary designers like Shingo Sato and Julian Robert’s path 
breaking innovative approach for garment making. The poster 
endeavors to record and document the process of developing 50 
pieces of contemporary explorations of dart manipulations on the 
basic bodice for the young fashion enthusiasts to investigate deep 
and produce an innovative trend. These explorations were  performed 
in muslin on size 12 in full scale. It was an attempt to experiment and 
examine the scope a dart when blended with the concept of adding 
fullness and the concept of contouring into it.  
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Introduction 
Designers often prefer to drape their concept or idea on 
the body before they start with the production. Recurrently 
it has been witnessed, draping also aids in ideating 
innumerable silhouettes or design ideas in the course 
of the ideation process. Designers and design students, 
investigates draping in different forms with several fabrics to 
generate ideas, silhouette or final garments for a collection. 
It is primarily considered as an alternate technique of 
pattern making for the garments. Numerous students and 
designers favor draping throughout their ideation process 
because of the simple advantage of witnessing the form, 
shape, proportion, fit, and fall of their idea on the body in 
person in shortest of time. The technique or skill benefits and 
assists designers and creators to evaluate the probability of 
their ideas from paper to prototype in a very short duration 
of time. They are in a better position to evaluate in terms of 
fall and behavior of the fabric when draped on the body.  

This non-paper is an attempt to investigate and appreciate 
dart manipulation endeavored by various designers in 
contemporary fashion. This is an exertion to acquire an 
innovative approach/ set of techniques via draping that 
does not stitch the excess fabric of a dart and rather uses 
it to create forms and shapes as design ideas. The seed 
of this idea was sown long ago to explore how “darts” are 
used as a tool to shape, fit, make a form for a garment and 
can also be used to create some exciting and innovative 
design solutions. This is an attempt of creating 50 styles/ 
variations of darts concluded from the newly explored 
technique through draping wherein the extra fabric will 
be converted into a design detail and will not be just 
stitched on the wrong side of the garment. This research 
impacts on 3 stakeholders: primarily students who will be 
sensitized to a newer approach and will be stimulated to 
observe and comprehend darts in different light.Secondly 
designers or apparel manufacturers who will get a new 
design direction and trend that can be easy on production 
and creative on visual. And finally researchers and scholars 
who can induldge in further investigation on possibilities 
of exploring this technique.These 50 styles or explorations 
will provide the design students an opportunity to explore 
creative forms and silhouettes within a bodice without 
adding extra fabric.These styles will contribute for a unique 
opportunity for design and creative fashion enthusiasts to 
explore in a new diamension of Fashion design. The aim of 
this research process is to document all the variations and 
explorations in a form of journal/book that will encourage 
and provoke designers, manufacturers and design students 
to push their creative boundaries to upscale their creative 
thinking in fashion and apparel design.

it gives room to modify or amend or revise the idea while 
making the prototype. As draping is an art and skill of 
putting fabric candidly on a body, whereby a designer or 
creator can check fit, fall and how a fabric reacts to body 
shape thus it reduces the chances of making an error in the 
final production.

Darts is the first and one of the most important fundamentals 
of pattern making and draping. The relevance of darts in 
fashion design education can be weighed from the fact that 
its concept and its explorations is the first fundamental that 
every fashion design student is taught. By exploring darts 
through various techniques, one has witnessed variations 
and value addition in garment designs at different levels. 
The design education also lays stress on understanding of 
darts and ways to use it as for better fit and better style/
design. Designers in past like Helen Joseph Armstrong, 
Connie Amaden –Crawford , Sylvia Rosen, Hilde Jaffe, 
Anette Duburg have  successfully explored draping and 
pattern making techniques through darts for developing 
basic and creative styles. 

Darts are simple to understand. They convert a two 
dimensional fabric into a three dimensional form with 
a better fit and contour as per the shape of the body.     

Darts have been described and defined by various 
experts in different ways in their documents:  

• Darts retain form or model measurements by confining 
unneeded fullness at the pattern’s edge. It is the dart 
that converts a two-dimensional pattern into a three 
dimensional garment. (Armstrong, 2014) 

• A design and fitting feature used to take up excess 
fabric of a specified width and taper it to nothing at one 
or both ends. Aids in fitting the garment over the body 
curves. (Amaden-Crawford, 2012) 

• Darts are the basic pattern features that can be found 
on many garments. These add shapes to an otherwise 
flat pattern piece. A dart can be commonly found on a 
bodice to add shape for the bust. (Fairbanks, 2018)  

The research for this project, started by first examining 
the pattern making techniques practiced in Victorian era 
and headed to the revolutionary techniques explored by 
contemporary designers of 21st century.  

The research was to understand, and analyse how darts 
were manipulated or dealt in Victorian Era, in garments such 
as blouses or tops. This particular era marks the beginning 
of street fashion. Fashion was now not just in the reach 
of royalties, in fact it was making its way to a new middle 
class and the main reason for this distribution of fashion 
was the Industrial revolution. As this Industrial revolution 
created new wealth for people who were into factories, 
mills, manufacturing or merchants, fashion adorned by the 
females of those families also became a status to reflect 
their ever increasing wealth and status in the society.  

Designers often prefer to drape their concept or idea 
on thThe evidence of darts not being stitched in several 

Research Direction

Draping is well thought out as one of the preferred practices 
since it allows mammoth room of making amendments 
and variations in the process of developing the idea or the 
garment. An additional reason for the growing acceptance 
and recognition of draping in the design process is that
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The research on the flat patterns of sleeves and skirts 
suggests use of gathers and pleats as one of the essential 
and favourite design element of the designers of that time. 
It can be witnessed in figure 2, how exaggerates their 
gathers and pleats use to be. This could be because of a 
simple fact of interpreting grandeur, luxury, flamboyance 
and Sophistication for the niche segment of the society. 

According to (Harris, 1999) “Evening gowns were the 
most elaborately trimmed, but, in general, the less lace, 
beading, puffing, and other decorative trim featured”.  This 
description clearly reflects the opulence and extravagance 
in costumes of that era. The use of gathers and pleats in 
abundance is evident in the figure 3, of one of the ladies 
costume and pattern pictures from spring 1894.

The research also headed to study contemporary, young, 
and innovative designers and creators who have challenged 
the fundamentals of garment making and articulated a 
whole new approach of looking at constructing garments 
and designs. Their approaches have been disorderly and 
innovative giving a new direction to lot of young and 
motivated creators and design aspirants. 

The second half of the research includes the study on 
designers like Julian Roberts and Shingo Sato who are 
acclaimed designers and are known for their inventive and 
progressive techniques of Subtraction and Transformation 
and Reconstruction (TR) techniques globally. Both 
the techniques are based on an innovative approach 
to traditional garment making, leading to innovative 
silhouettes and ideas. 

Designer Shingo Sato explored the fundamental of dart and 
manipulating it in a revolutionary style which is now known 
as bamboo bodice pattern through Origami. Figure 4

Figure 1 (Harris, 1999)

Figure 3 (Harris, 1999)

Figure 4 (Anon., 2020)

Figure 2 (Harris, 1999)

garments in a conventional way goes back to 1890s fashion 
when the excess fabric at the waist was not stitched into 
a dart but was draped and treated into pleats. A ladies 
costume as illustrated in figure 1 from 1893 shows how the 
excess fabric of waist dart is treated as set of pleats that rolls 
up to the shoulder to waist.
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The technique of TR (Sato, 2011) and his tutorial videos on 
TR origami techniques use darts and its manipulation in an 
innovative method where a dart is split and shifted to places 
to create origami of fabric. The same fundamental can be 
used in a sleeve or a bodice or a skirt. The working pattern 
of origami is as complex as the origami technique on paper. 
The final origami working pattern of the bodice looks as 
photographed in the picture below as Figure 5

Julian Robert’s Subtraction pattern cutting technique 
(Roberts, 2011)on the other hand challenges the traditional 
method of contouring and volumes by his radical approach 
of using dart fewer patterns with volumes of extra fabric as 
seen in Figure 6

Equally the two designers have instinctively motivated me 
for this research and their body of work has encouraged 
me to investigate the basic fundamental of dart in a new 
light that can build inventive design solutions into a basic 
bodice. The technique of draping the fabric directly on 
the body and my expertise in handling fabric resulted in 
adding design details like pleats and gathers in partially 
stitched darts is the center stage of this research attempt. 
This technique also will offer a wide scope on explorations 
that is based on converting dart excess into drapes and not 
stitching them as done in conventional pattern making or 
draping techniques. 

The technique is named “Toting”. As the word suggests, it 
includes carrying the extra fabric from darts, transporting 
the dart excess to various locations and holding the excess 
fabric into design details.
    
The technique starts by blocking of the fabric piece wherein 
the warp is set perpendicular to the weft by stretching it 
from bias edges from all sides.  This technique facilitates 
an untreated fabric like muslin when draped on the body, 
falls at a perfect straight grain on the center front. The fabric 
should be held from 2 opposite directions in bias and 
gently pull. Repeat the process on the other two opposite 
bias sides too, as shown in figure 7  

Exploration no 1. 

Adding form excess to transform to dart it into a peplum or 
a crescent on the bodice. 

1. The length of fabric required for this exploration is 
measured on the center front from neck plate to the waist + 
4 inches extra.  The width of the fabric required is measured 
from center front to side seam on apex level/ bust level + 4 
inches extra. 
2. The fabric then needs to be blocked and ironed. 
3. For straight grain mark one inch from the edge of the 
fabric and square down parallel to the selvage or warp. 
4. Divide the length into half; pinch a point at the straight 
grain for the cross grain and square across. This line is the 
bust /apex level. Figure 8

Figure 5 (Anon., 2020)

Figure 7: Blocking of fabric

Figure 6 (Roberts, 2011)
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5. Align the center front of fabric on the dress form and pin 
the fabric at the nape of the neck, starting of the bust curve, 
ending of the bust curve, waist at center front.
6. Secure the apex. Figure 9

7. Neck Drape: Hold the fabric straight up on the center 
front and slash down on the marked straight grain from the 
top edge of the fabric up till 1inch above the neckline. At 
the same level slash across. Figure 10

8. Drape the fabric flat on the neck and secure High 
Shoulder Point. 
9. Drape the shoulder by flattening the fabric and pushing 
the excess fabric to the armhole.
10. Pin Low shoulder point.
11. Drape the waist flat on the body and push the excess 
fabric towards the side seam. Figure 11

12. Pin side seam waist point flat on the body. 
13. To flatten out the waist or get rid of any tension slash the 
extra fabric falling below the waist level up to 1 inch below 
the waist.
14. Unpin the side seam and pull the fabric out to the side 
of the ward to flatten it on the waist and then re-pin the side 
seam at waist level.
Smooth out the armhole up till the Armpit point and push 
the extra fabric towards the side seam. Figure 12

15. Pin the armpit point.
16. The entire extra fabric between the armpit and waist 
side seam is the dart amount. 
(This dart amount will now be treated into a design detail 
that will be through a form or a shape on the side seam.) 
17. The extra fabric can now be transferred into the desired 
form or shape with the help of draping fabric on the body. 
Figure 13

Figure 8: Preparing the fabric with grain lines.

Figure 9: Draping technique

Figure 11: Draping technique

Figure 12: Draping technique

Figure 10: Draping technique
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The fundamental of “toting” provides a huge scope of 
experimentations. Taking cue from the Victorian fashion 
of 1890’s grandeur and luxury further the styles are 
experimented with putting in details like gathers or pleats 
into a partially closed dart. The research on design details 
of Victorian fashion helped formulate few explorations with 
the concept of fullness into a dart by converting the partial 
excess of it into gathers. One such style is of adding gathers/
pleats into a partially closed dart is showcased in Figure 14

Discussion
 
This research sets the foundation for developing innovative 
forms and silouettes in bodice from the fabric within the 
piece and create several unconventional styles. It highlights 
the simple rational of not neglecting basics, but keep 
looking for opportunities in them. It provides huge scope 
to the students and creative designers to explore the 
fundamental of dart in distinctive approach and generate 
progressively more design solutions. The explorations are 
attempted to reconnoiter its potential to create innovative 
design ideas by manipulating dart and its excess amount 
through draping.  This research is an attempt to create a 
depository of 50 different explorations, in muslin on size 12 
dress form that will look into possibilities of experimentation 
with the dart and its excess fabric in a creative environment 
through draping. The compilation of these samples is in a 
form of a book for fashion design enthusiasts with step by 
step process and visuals of all the explorations. This research 
further opens a wide horizon for creative fashion creators and 
scholars to look beyond the basic fundamental of garment 
making and accelerate the process of experimentation and 
investigation in the texhnixal aspects of garment making. 

This research perchance a ready reference for fashion 
students to explore and create concepts that will unfold 
new opportunities for them to establish contemporary style 
for their clients. Besides this technique will definatley beget 
curocity in fashion makers to recognise this in the new 
light of sustainability, as the technique promotes the idea 
of using the fabric from with in the piece (which is either 
hidden or cut in normal circumstances) to creat innovative 
forms and sillouette and is not wasting by either hiding it or 
cutting it or above all; not using it at all.  

Figure 13: Draping technique

Figure 14: Draping technique
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Abstract

Addressing the urgent need of the hour, where both, environment and 
healthcare, are at the most critical condition at the same time, the solution 
of the crisis requires an enormous impact. One of the major contributors 
of the environmental crisis is the clothing industry, it is a high time to take 
strong and effective steps so that clothing becomes the solution to heal 
the wound so the nature rather than causing a harm. Present paper unveils 
the experiments and explorations through innovative and creative thinking 
process incorporated to develop a fashion collection incorporating Algae 
based bio materials as an alternative raw material which is not just carbon 
neutral but carbon negative.
India being a country with more than 54% of population is youth I.e 
below 25 years of age; the presented fashion collection in the paper was 
prepared keeping in mind the Indian youth. The collection ‘What we want’  
is an expression of this synergy of the new age youth spirit that wants 
to take charge of the world, with independence and unapologetically, 
who believes in futuristic world though at the same time follows ancient 
Indian practices including Yoga, Meditation, Ayurveda etc. In line with the 
spirit, comfort in silhouette and playful textures and colors were the key 
aspects focused upon after the observational and visual documentation 
of youth’s fashion attitude conducted in the streets of commercial hub 
of the country I.e city of Mumbai. Inspired from the compact houses of 
the city where effective space management and multi-functionality is 
witnessed in space management, detachable and replaceable garment 
components are planned which not only provide options to vary the looks 
but also provide an opportunity to up cycle the garment by just replacing 
the damaged part.
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Introduction 
Till the recent past we all were addressing the urgent need 
to heal nature.  To fulfill SDGs (Sustainability Development 
Goals) was the burning issue for every industry particularly 
garment and textile industry realizing their role in the 
polluting the nature (Islam, 2015). The real constraint has 
been faced in finding the sustainable material in a true 
sense; if example of cotton is taken then that too has a 
multiple negative impact on nature eg. 20,000 liters of 
water is consumed to produce one kilogram of cotton, 
not only that cotton cultivation also brings the quality of 
soil down in terms of fertility (fund, 2021). On the other 
side the textile industries are responsible for around 17-20 
percent of the global water waste (Kant, 2012); to address 
these issues, recent researchers have demonstrated various 
methods (Punyasloka Pattnaik, 2018) & (Tuba Toprak, 2017). 
Further, Indian textiles firms were aiming to adopt effluent 
treatments, managing water and energy sources, adapting 
to recyclable, local and recoverable fabrics, revamping 
drives and following sustainability related parameters 
(Narula, 2020). 
 
Suddenly with all these issues and challenges being 
handled, in 2019 the entire world started getting affected by 
a pandemic COVID-19, though it reached India quite later, 
it has been more than a year that this virus has captured 
the country’s population under its infection and the fear of 
getting infected. It is a fact that since then human beings 
have become more conscious towards nature, developed 
a more humanitarian approach and undoubtedly became 
more health conscious. The countrywide lockdown 
has negatively impacted people’s social and economic 
sustainability due to many job losses, social distancing 
and limitations in travelling. Further, it has impacted 
cultural sustainability due to reforms occurring resultant 
to the guidelines to be followed during pandemic. At this 
juncture, it was obvious to feel detached, depressed and 
clueless. However, disruption always leads to the new lease 
of life, drives inventions, fresh/evolved mind sets and newer 
approaches towards life.

Therefore an attempt to know about the current and future 
consumers’ mind sets, to study the relevant literature to 
address both the issues – the sustainability and the pandemic 
setbacks simultaneously and to incorporate the outcomes 
of the secondary and primary research to explore mini 
fashion collection with sustainable components addressing 
the needs of prospective customers has been made.

Literature Review
“Clothing is an aesthetic self and body image management 
tool and mood altering phenomena because of multi- 
sensory aspects, social factors and symbolic associations of 
clothing”(Venkatesh J, 2012). Following that the first author, 
being a potential final year fashion design graduate student  
and the second author being an academician; were keen 
to develop a collection which may address the need 
and demand of young consumers. While thinking about 

consumers’ mindsets in such a difficult situation or pondering 
about upcoming trends; created a storm in the researcher’s 
mind. “What we want?” was the big question paused. The 
handy key to answer this was to refer the forecast magazine 
and other relevant literature. White paper by (Bell, 2021) 
disclosed many important pointers by predicting different 
consumer sentiments such as ‘fear’ with ‘eco- anxiety’, 
‘equitable resilience’, ‘desynchronized society’, ‘radical 
optimism’ were the main. Surprisingly the research stated 
that passing by these sentiments the future consumers 
especially generation – X and millennials would prioritize 
stability, also be the settlers looking to plant roots in their 
communities without compromising carrier and driving a 
new era of localism with environment consciousness and 
the new optimists will be the generation –z and boomers. 
Consequently, WGSN material forecast by (Palmer, 2021) 
suggested that eco- consciousness will be deeply rooted; 
in order to fulfill emotional and physical comfort people 
will prefer the soft tactile and healing material. The report 
specifically predicted that Algae will help up to the scale 
to achieve the goal of healing and biodegradable material. 
Similarly, sustainability bulletin announced the efforts to 
CO2 reduction, innovative Algae based material to be 
developed and used, which was further backed by an Algae 
and bamboo based sustainable dress designed by Phillip 
Lim and Charlotte Mccurdy (Pierre-Davis, 2021). Certain 
other literature also shown the similar potential of the 
Algae based bio-material in use of fashion; (Tapper, 2020) 
clearly stated that Algae may be the one of the material 
to take place in the wardrobe though the mushroom and 
pineapple based materials be others in near future, the 
examples quoted in the same article included the use of 
Algae based coating which “photo synthesizes, and omit an 
oxygen as equal to the amount of six year old Oak tree”- as 
stated by London based startup. It further said that, “such 
coating may not be recommended for the underwear but 
apt for the jacket”. Contrarily, Berlin and Israel based startup 
has been planning to offer Algae fibers in underwear, active 
wear and athleisure wear (Sustainable fashion.earth, 2020). 
Fashion journal (O’LEARY, 2019) published the article 
which described Algae as a latest material; the seaweed- 
resembling slime being grown into eco- friendly textiles. 
It was further seen as a key to zero-waste sustainable 
material as it can grow in clothing molds which directly 
makes the ready to sew pattern.  The material holds certain 
unmatched characteristics such as flexibility, toughness, 
strength and retaining shape on twisting, crushing or 
distortion (Hindustan times, 2021). Moreover there will be 
no waste or deadstock as it can be grown as per the specific 
requirement, even when discarded it can get back to the 
nature because of its biodegradability and non -toxicity. 
There are full chances that the Algae may become new 
black in future because of its photosynthetic characteristics, 
eco-friendliness, biodegradability and scalability. 

The other emerging trend in the fashion world to address the 
environmental concern is the detachable/modular garment 
components. It falls under the umbrella of transformable 
garments (PETER, 2018). (Li, et al., 2018); documented the 
existing way of achieving modular design by classifying 
it into three categories, viz; ‘component modular design, 
geometric modular design and compounded modular 
design.’ The authors explained that overall the concept 
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is not new as since a long time it has been in practice in 
home design, electronic equipment and in the automobile 
industry. However, it was strongly opined that the modular 
design concept in the clothing may make it more interesting, 
it may also elongate  apparel’s the life cycle, more option 
to style, which may further be a breakthrough in achieving 
balance by lowering the amount of waste generation and 
to ‘un follow’ the currently on going frequent purchasing 
pattern.

Objectives
The present study was conducted with the following 
objectives. 

• To understand the future consumers’ mindset in general 
through forecast reports and by observing the artistic 
values being appreciated by the current youth.

• To study the current mindsets of the Indian youth and 
their perspective regarding the future of the world.

• To develop Algae based bio material for fashion 
collection.

• To develop a collection by incorporating Algae based 
material considering the outcome of observation, study 
of youth’s mindsets and trend forecast reports.

Methods and material
Creative exploration can be considered as a suitable 
manner for researching through practice. Wherein not 
only the designed object but results may be in the form of 
physical documentation at the core of the design process 
to establish correlations, which may further get translated 
in the prototypes, sketches and in other modes such are 
surface explorations (Bye, 2010). (Gray & Malins, 2004) 
Also supported this method where the researcher uses 
observation, photography, visualization, and sketchbooks 
as acceptable data for research through practice. We 

followed the similar pattern for research and development 
of designing prototypes.

Locale and sample selection 

Based on findings of (Bell, 2021) regarding consumers’ 
mindset which stated that generation- z and boomers 
would be the optimists, co- relating this prediction with the 
fact that India has world’s largest population from age 10-24 
years which will last till 2030 (UNFPA, n.d.). Indian youth was 
selected as a target market, it was deduced that because 
of multi ethnic population and Mumbai being one of the 
most popular fashion capital in India, data could represent 
the whole country. City of Mumbai being cosmopolitan 
and commercial capital of the India, it was selected as a 
final location to conduct observational and survey study 
keeping in mind the limitation to complete the collection 
within stipulated time.  Students of under graduation and 
graduation colleges in Mumbai were selected as a sample. 
While analyzing and pondering upon the findings of the 
predictions done by (Bell, 2021),   the terms nostalgia and 
rustic came to mind, thus out of large number of places 
being present in the city of Mumbai keeping in mind the 
artistic and historical value, the youth concentric locations 
in the city of Mumbai were visited which encompassed 
youth oriented cafes and meeting points in Chimbai village 
and Ranvar villages in Bandra. Chimbai and Ranvar villages 
were places of Portuguese settlement and consisted of 
Portuguese architectures which have been preserved for 
over 200 years. When brainstorming on the term nostalgia 
was carried out, and after visiting places like Chimbai and 
Ranvar, Visit to ‘Chor bazar’ of Mumbai and the local trains 
which has been a life line for the youth and inseparable 
part of life of ‘Mumbaikars’ were decided to observe to find 
elements regarding the term ‘ rustic’. This further led to think 
and visit the ‘Church gate terminuses’. Detailed points of 
observation have been given in the table-1. Additionally to 
get a feel and to observe the Mumbaikar’s life more closely 
slum in Andheri area of Mumbai was also visited. 

Location Purpose for visit Characteristics of  the visitors 
Ranwar Village (Bandra) Hub for youth gatherings and youth run cafes 

and shows.
English speaking, Sophisticated Artistic-
Intellectuals, Upper class. 

Chimbai Village (Bandra) Youth gatherings at Portugal preservation English speaking, Sophisticated  Artistic-
Intellectuals, upper class.

Churchgate Preserved Art-Deco buildings and retro pop 
culture 

Mix of Working class and Upper class

Chor Bazaar Origin of art pieces and aesthetic elements 
found as decoration in Ranvar/ Chimbai Village.

Young Parsi Boys with passion for antique 
collectibles (Bollywood Posters, Stamps, Coins)
Artistic young and old crowd

Chhatrapati Shivaji Terminus The most celebrated station of Mumbai local 
trains.
(Preferred mode of transportation for 
‘mumbaikar’ youth)

Mix Crowd

Mumbai Slums (Andheri) Understanding dynamic ability of modular 
framework of slums 

Working lower class. High number of Gen-Z and 
bloomers, most of them working in film city.

Table 1: Artistic places selected for visual research with purpose of selection and characteristics of the visitors
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Framing of questionnaire and conducting survey

We aimed to design a fashion collection following the 
consumers’ mindsets and perception   regarding the 
world in future; therefore it was important to refer to the 
forecast predictions by various forecasting firms.  Based 
on the key terms in the story in WGSN followed by word 
mapping (Figure-1), the questionnaire was framed. In total 
71 students in various colleges in Mumbai were surveyed. 
A questionnaire with clear aims and objectives mentioned 
was shared with the students through google forms. To 
ensure the completion of the questionnaire and focus on 
the objective of the study, the questionnaire was limited to 
just three questions out of which two were framed with a 
choice to fill multiple options. 

Material development and selection of fabric textures

While observing the surroundings of Mumbai and referring 
the ecosystem scenario  it came to the light that there was 
overgrown seaweeds in lakes and ponds of Mumbai which 
was creating an imbalance in  dissolvable oxygen level, 
making it inhabitable for any other aquatic life form (Singh, 
2021) (Akbar, 2018). Relating it with the forecast predictions 
of Algae based bio-materials as the potential popular 
material (Palmer, 2021) (Pierre-Davis, 2021) (Tapper,2020) 
(O’LEARY,2019), to address this issue and convert the 
challenge into the opportunity it was decided to explore 
the making of bio-material from Algae. The first researcher 
undertook a very short module with Fab academy, Japan 
to gain knowledge about recipes to make algae based 
bio material. The basic know-how of the making the bio- 
material from Algae, was followed by exploration to get 
various tactile and textures as shown in table-2. A care 
was taken to add additional elements offering well-being 
such as (Singh, et al., 2011) Ashwagandha  oil (boosting 
energy, memory improving, anti-stress agent), Lavender 
oil (BabarAli, et al., 2015) due to its curing characteristics 
(antifungal, antibacterial, stress releasing, immunity 
boosting, headaches, burns, abrasion curing) and Lime 
mint oil  (Yang, et al., 2015) for skin whitening properties 
were used  for additional benefits.

Fig- 1 Word Mapping

Sr. No. Recipe used Tactile 
Characteristics of 
final material

Bio- Polymer Plasticizer Additive Solvent Solidification Cooking time & 
heat

1 Alginate sodium 
- 3g

Glycerol - 7.5 ml Mica (colour) - 
1/10 ts 
Olive oil - 3g 
Ashwagandha 
or any aroma oil 
for scent ( 5-6 
drops)

Water - 50ml Spray 
concentrated 
solution of 
Calcium 
Chloride

4min 
Simmer (electric 
stove)

Elastic , shine (medium)

2 Alginate  
sodium- 3g 

Gelatine -17g

Gelatine - 3g Red Orchire Water - 60ml Spray 
concentrated 
solution of 
Calcium 
Chloride

12 min Textured, Rigid, 
Elasticity- Low
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Table-2 Alage recipes followed for obtaining various textures with swatch close-up showing respective characteristics

Fig-2 Textures and surfaces observed during visual research

3 Alginate sodium 
- 3g

glycerin - 10 ml Olive oil - 3g 
Lavender or 
any aroma oil 
for scent ( 5-6 
drops) 

Water - 50ml Spray 
concentrated 
solution of 
Calcium 
Chloride

 10 min 
 Simmer (electric 
stove)

Translucent , Elasticity (high), 
shine (high)

4 Alginate sodium 
- 3g

Glycerol - 7.5ml Activated 
Charcoal- 1 ts 
Olive oil - 3g 
Lemon mint or 
any aroma oil 
for scent ( 5-6 
drops)

Water - 50 
ml

Spray 
concentrated 
solution of 
Calcium 
Chloride

10 min 
 Simmer (electric 
stove)

Antioxidant , Matt black

The fact was realized that, it was not possible to explore the 
process to convert raw Algae into ‘sodium alginate’ which 
is a powder form of ‘Algae’, in a stipulated time therefore 
‘sodium alginate’ was sourced from the pharmacist. 
The extraction of the observational study conducted in the 
city of Mumbai led to summarizing various textures and 
tactile categories which could be the directional point to 
select final fabrics to be used along with the Algae material. 
The summary of the extraction has been shown in figure-2.

Results
Analyzing consumers’ mindsets

We have already discussed the future consumers’ mindset 
predicted in forecast reports while describing the relevant 
literature review in the beginning of the paper (Bell,2021). 
While analyzing the responses of the questionnaire the fact 
was unveiled that the maximum (54.9 %) of the respondents 
belonged to the 22 years of age (figure-3). Whereas the 
response to the question where the respondents were asked 
to tick the keywords or phrases listed to resonate with their 
current state of mind,  surprisingly indicated that ‘optimist’ 
(42.3%) and ‘depressed’(36.6% ) were the most ticked 
phrases, followed by ‘health conscious’  (28.2%) ‘angry 
and irritated’ (25.41%), ‘anxious’ (23.9%) ‘Spirituality’ (21%) 
(figure- 4). These findings were in sync with the pointer given 
by (Bell, 2021). The third and the last question was to “how 
would they perceive the state of the world and people 10 
years from now?” where the respondents were asked to tick 
minimum three and maximum ten responses. Analysis of the 
data revealed that maximum responses were recorded for 
the phrases ‘sustainability’ (40.8%), rise of technology and 
AI (38%) followed by ‘gender neutral’(36.6%), ‘rise of Yoga 
and meditation’ (33.8%), rise of ayurvedic methods (33.8%). 
Whereas other considerably rated phrases were ‘bold’ 
(35.2%), more choices and varieties in fashion (25.4%), and 
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Fig-3 Age of Respondents 

Fig-4 Current state of the mind of respondents

Fig- 5 Respondent’s perception about future world

‘competent leadership’ (22.5%) (figure-5). These findings 
were correlating with not only the predictions done by (Bell, 
2021) but can also be related with the (Palmer, 2021) who 
stated that ‘eco-consciousness will be deeply rooted’. The 
analysis overall showed the developing of optimism with 
localism and environment consciousness. These responses 
were kept in mind while deciding upon the design elements 
along with the depiction of the outcome of visual research.

Outcome of the visual and observational research

Ranvar village 
The village had a rustic feel with art of modernity dealt in it. It 
was modern but embraced its past. There were renovations 
but full makeover was retaliated. Combinations of raw and 
untouched elements were observed. Main beautifications 
were seen as: Trees, murals and vandalism. The patterns are 
created either through texture or by placing small elements 
in patterns. The restaurants and cafe in the location imbibed 
the similar aesthetic sense that was seen on the outside 
such as with broken and exposed bricks on the walls and 
Metallica on the speakers, combination of raw and rustic 
with modernity was observed.

Chaboli village 
Built by the Portuguese in the 1800s, the area is inhabited 
by dull pop colored houses of typical Portugal architecture. 
The dynamic structure of conical roof and staircases outside 
of the house represented a lot of geometrical dynamic look 
to the area. Such geometric nuances placed on curvy roads 
added to the geometric fluidity of the neighborhood. The 
people inhabiting the area have been living on this property 
for generations. Renovations were taken up in parts but the 
overall rustic appeal of the locality was maintained. One can 
often see the peeled away, de-colored Algae ridden walls, 
right beside a life sized colorful, bright mural, usually of an 
admired Bolly-wood star or a political vandal. 

Churchgate 
Mumbai has the second richest collection of Art- Deco 
architecture in the world, second of Miami. For Bombay, 
what Art- Deco represents is cosmopolitanism. This 
historical collection was an important study for the dynamic 
and sophisticated part of the silhouette. 

Chor bazaar 
The experience of ‘chor bazar’ was like taking a trip 
down the lane in the past. Most of the shop owners were 
antique fanatic young men keeping a fabulous collection 
of archives ranging from fixtures, old cameras to old hand 
painted movie posters. These aesthetically rustic and 
textured shops gave a contrast to the mechanical hardware 
shops glistening in silver and greased metal pieces. These 
rustic old antiques and metal parts from the mechanics 
were collected for surface embellishment purposes of the 
project ‘Chhatrapati Shivaji terminus’.

Chhatrapati Shivaji terminus
This rugged Victorian Gothic architecture was a metal 
framework from inside. With Mental pole patterns and 
exposed screws, it reflected a strong machine built with 
small metal parts. Many elements gave an inspiration for 
the kind of detailing and embellishments were thought 
about for the collection.
 
Slums of the Andheri suburbs 
The architecture of the slums didn’t have the luxury to alter 
or fix the foundation. These were illegal establishments 
observed which took place wherever they found suitable 
land.  This need for versatility has been taken care of by 
making modular apartments. These designs were built 
in pieces where a room or a roof is temporarily attached 
and can be changed according to the need. Table -3 
shows the summarized findings of all the above described 
observations.
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Locations and elements observed Representative images

(All photographs are clicked by Ishita 
Sinha)

Location Ranwar Village (Bandra)

Predominant Art form observed Street Art and Vandalism

Elements and Aesthetics observed Pop coloured art on broken rustic walls. 
Political vandalism. Artistic Rebel

Location Chimbai Village 
(Bandra)

Predominant Art form observed Preserved Portugal buildings now hub for 
youth oriented cafes and bars

Elements and Aesthetics observed Portugal Buildings of Dull pop colours. 
Slanted rooftops, spiral staircase, Dynamic 
geometry

Location Church gate

Predominant Art form observed Art Deco

Elements and Aesthetics observed Art Deco buildings,
Shades of Nudes and off whites, Iconic 
structures of pop culture.

Location Chor Bazaar

Predominant Art form observed Antiques and Nostalgic Pop Culture

Elements and Aesthetics observed Antique, Old buildings with glass paintings 
, oxidized gold and silver Show pieces, Re-
worked Rustic, Collectibles.

Location Chhatrapati Shivaji Terminus

Predominant Art form observed Italian Gothic

Elements and Aesthetics observed Bolted Metallic structures and  
primary,coloured bright walls (inside),
Gothic Stone Structure(Outside)

Location Mumbai Slums (Andheri)

Predominant Art form observed Modular Setting

Elements and Aesthetics observed Dynamic and built as an ensemble (in parts)

Table-3 Summary of the observations at visited locations



128

Fig-6 Concept and Exploration

Bio material out come

Through constant experimentation and development of 
multiple swatches with different recipes gave different 
aesthetic output to the final result of the Algae bio leather 
swatch. From glossy to mat, stretchable to rigid, different 
properties satisfied different components on the final 
ensembles of the collection (Eg: rigid recipes were used for 
belts while stretchable recipes for skirt pieces)  
There were two forms of Sodium alginate produced (refined 
and unrefined) the only major difference between the two 
was the colour of the final powder. The unrefined powder 
dulled down the colours at the final outcome was best 
suited for bright colored swatches. 

Design exploration
The design element exploration was inspired by the visual 
study and documentation of all the places visited coupled 
with the trend forecast for A/W 22-23. Once the pictures 
with the aesthetic frame according to the theme were 
selected, the images were broken into different elements 
to capture a similar essence for the design direction of the 
collection (figure-6). 

It was kept in mind that the final collection should have a 
basis of rustic textures with artistic inspiration taken from 
the somber key words suggested in the study.  In line with 
the outcome of the observational research and survey, 
overall the ‘nostalgia’ and ‘rustic’ feelings were shown 
through dull or dark with textured material and oversized 
silhouettes. Following those, elements showing ‘optimism’ 
through ‘flowy with dynamic prints and bright colours were 
achieved by incorporating Algae material in all design 
explorations. Such pieces of the ensembles were given 
structure with Algae based, bright reinforcements like belts 
and skirts which had taken inspiration from ‘optimistic’ 
elements of the study. 

Range finalized and fabrics selection

Creating tangible garment components from concept 
sketches and design direction was compared with the 
trend forecasts and multiple ensembles were created and 
put under the process of trial and error to ensure comfort 

and practicality in the final garment. Simultaneously, the 
idea to keep the ensemble modular needed to be taken 
into consideration. Apart from the aesthetic purposes, 
it was very essential for the garment to be practical. To 
achieve that a general idea of the routine of the clientele 
was taken into consideration such as travelling in local 
trains and activities done during travelling, multiple profiles 
such as student cum professionals and the activities related 
to those professions as well as the overall bringing up and 
living habits of generation–z and boomers i.e availability of 
multiple options for each and every aspects of life. These 
aspects led to idea for incorporating modular pockets, 
collars and magnetic buttons were taken care of. Even the 
pocket measurements were taken into consideration, the 
size of a phone and earphones in the 21st century. Pattern 
making gave ability to create garments which were sizeable 
by belts and multiple options to button a pants or a jacket. 
Statement buckles and buttons was the result of inspiration 
taken from exposed bolts from the metallic structure from 
places like Chhatrapati Shivaji Terminal and the roofs of the 
insides of ‘Kali peeli’ (black and yellow) taxi.
 
Experiment on stitching Algae based bio material

Due to the soft texture of the algae fabric being stitched as 
material, higher speed of the machine caused textures of 
teeth being embossed on the leather. It was also necessary 
for the lining fabric and the algae leather fabric to go into 
the machine at the same speed, which was swiftly taken 
care of with longer stitch lengths. Shorter and tighter thread 
setting on the machine made Algae fabric stitch through 
the machine swifter than the lining fabric. Algae material 
that was rigid in character required needle number 16 and 
stronger threads for the thread to prevent cutting through 
the Algae upper layer. After experimentation and various 
permutation combinations of thread, needle sizes and 
stitch length. 

• Keep stitching length long on the machine (4.5-5)mm 
• Set the thread tension on the machine - zero (0) 
• Stitch on low speed so the teeth of the machine doesn’t 

damage the Alage 
• Roller foot is preferable to stitch the fabric in high quality
  
Final mini collection

Figure-7 shows the final outcome of the mini collection 
through the design process followed.
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Fig-7 Final collection

Figure -8 Summary of the research process followed

Conclusion
The primary aim of the study was to develop a collection 
keeping in mind the future need of the customer which 
should address the sustainability aspect as well.  Figure- 8 
summarizes the steps followed to conduct the systematic 
research explained throughout the paper.

The outcome of secondary research conducted by referring 
the forecasts reports and other articles served as an initiation 
point of research.  Which unveiled that future consumer 
especially generation-z and boomers would possess the 
mindsets for addressing ‘sustainability’ related issues as well 
as their changed priorities after going through pandemic 
which will lead them to be the ‘health conscious’, ‘optimist’, 

‘bold’, believing in ‘Ayurveda and yoga’ who would prioritize 
comfort in the life (Bell, 2021) (Palmer,2021). Therefore it 
was decided to develop a collection for the youth keeping 
in mind these traits as a consumer profile. The secondary 
research also showed the Algae as an emergent material 
to be used in the fashion and textiles industry (Palmer, 
2021), (Pierre- Davis, 2021). The literature disclosed the 
fact that various efforts were made in experimenting and 
incorporating Algae based bio material in different ways 
across the world (Pierre-Davis,2021) (Sustainable fashion.
earth,2020) (Tapper, 2020), though the contribution from 
India was not found, therefore this collection was an attempt 
to offer to the Indian fashion by a budding fashion designer. 
Visual research in selected locations and conducting a 
survey in the city of Mumbai as well as the outcome of the 
survey conducted, combined with  findings for secondary 
research were kept in mind while undertaking design 
exploration and finalizing a collection. This was a tribute to 
the Artistic places, the youth and the routine life of Mumbai. 
All the process and steps followed for design exploration 
explained here not only offers clarity to the readers on how 
the presented collection came into shape but also offers a 
way forward for incorporating and correlating secondary, 
primary and visual research on the same page.
It was experimental to stitch the bio material due to 
its tactile characteristics, therefore researchers hereby 
provided a micro list of the ‘points to care’ while stitching 
the bio material made from Algae. Though the researchers 
successfully completed all the processes and collection 
responses must be taken on wearers’ experience to 
check the functional success of the collection. However it 
could be not possible due to hygiene reasons and due to 
unwillingness of the respondents due to the pandemic, it 
may be attempted in future. Not limiting the application of 
the Algae bio- material to the apparels, the experimentation 
must be undertaken to develop soft furnishings and lifestyle 
accessories.
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Abstract

The global fashion often emerged or adopted in the society which was 
dictated by the Superior Class of the Social Pyramid globally- (Trickle up 
Adoption) as per the much-recorded history of the Cyclical Fashion system. 
The Indian Fashion Market though; has reflected a slightly different pattern; 
as the rich Indian Textiles have been contrived by the Middle/Bottom of 
the Social Pyramid- the Artisan Communities. This Upward flow of Textile 
Crafts being made from local, grass root of social layer; has reflected in the 
way Fashion was adopted in the societies of India. The handcrafted skills 
and inimitable practices of these local communities have been congenital 
for a major source for earning. One of such local textile craft by the sub 
community of Shepherds is ‘GHONGADI”- A pure, natural, hand spun & 
hand-woven woolen Blanket. 
The GHONGADI besides being a blanket; plays a crucial role in the 
Community having substantial context in Rituals, Mythology, Therapeutic 
practices, Multi seasonal and multi-Functional. The making of GHONGADI 
involves use of natural discarded wool, absolute Zero waste, minimal 
involvement of water, no use of electricity in production; and hence has a 
tremendous potential to be known as the Holistic Sustainable Textile. But 
regrettably, due to lack of Designs, Products, knowledge of the Market, 
Promotions, marketing skills and moreover its absence as a Fashion Textile; 
this Craft is now on the verge of fading. Considering the Global awareness 
of Sustainable practices in Fashion; the craft of Ghongadi holds remarkable 
possibility and prospect to be emerged, utilized and transformed from a 
Lifestyle Product to a most significant Fashion product. The paper explores 
the scope to Re-Introducing/ Resurgence of GHONGADI as a Holistically 
Sustainable Textile applying UPWARD FLOW THEORY of Fashion adoption 
as a widely accepted Social tool for Local \ism and Community based 
crafts to deliver right Sustainable implication in FASHION. The Product 
explorations are the outcome of extensive interface & experimentation 
with community of the artisans. This research is further projected to instill 
the latitude of Craft that acts as a hope to strengthen not only economy 
but social & environmental recognition/concern of “Ghongadi” imparting 
an array of prospects for its re-emergence as a Fashion Product.
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1.1 Background Of Research
Fashion has been echoed and adopted through the mass 
acceptance by the Consumers. The most known theories 
of Fashion Adoption have reflected a particular pattern 
of fashion consumption for past many years globally 
(Image1.1). Studying these adoption patterns have played 
a key role even in the areas of predicting future in terms 
of Fashion Product. Hence are the most significant factors 
when mapping fashion trends and reflects Consumer 
adoption patterns.

The fashion environment and its factors such as Social, 
Economic, Political, Environmental, Cultural have together 
played a vital role in understanding how and why 
consumers accept a certain fashion. All these sociological 
influences have been greatly reflected in fashion in terms 
of its acceptance or rejection of products. Consumers often 
opted for product only when its acceptance was proven 
with leaders & influencers of the society; which made their 
product selection assured for the further adoption. Looking 
at historical perception of Fashion which was majorly 
defined by the Royalties, were the major “influencers and 
leaders” of the times. This was not only because they could 
afford it but because they were most influential people who 
could adopt changes, flaunt them and circulate them in the 
similar societal strata.

1.1. Influence of Fashion from the upper classes of the Society during 
1800-1886 
(Image Courtesy: Fashion History)

Till then globally; the consumer at the lower societal strata 
was at the “follower” role as they always imitated their own 
versions of what they observed in the Upper classes. The 
Western Fashion scenario has been one of such examples 
that witnessed the trickle-down adoption of Fashion; which 
is led at the upper Social Pyramid and followed at the lower 
social pyramid (Image1.2). The fashion-conscious consumer 
of upper classes had always experimented with every 
aspect of fashion right from Apparel to Accessories and the 
Lower classes- being the Followers received inspirations to 
look up to when it came to clothing. 

 

This type of adoption of clothing trends was continued 
until 1896, when the Couturiers/Designers from the Lower 
strata of the social pyramid emerged in the major Fashion 
Centers. These Designers, then further directed changes 
in Fashion according to their own innovative thoughts 
that suited Consumer preferences by understanding 
their needs in clothing to suit their economical as well 
aesthetical needs. This initiated a reverse adoption to the 
earlier adoption pattern where fashion started getting 
adopted from streets and lower societies, creating a 
trickled-up flow of adoption (Image1.3)

1.3. Theories of Fashion adoption for accepting Fashion, universally.
(Image Curtesy: Dynamics of Fashion)

1.2 Significance Of Indian Crafts
India has been an exception towards the way fashion 
was adopted in the society. As the Fashion in India was 
more about Clothing than the Style and hence made 
using Home Grown or Community based skillsets. These 
skillsets later, received the recognition of Crafts which 
are now perceived in the form of Traditional Crafts in 
Textiles (Image1.4). These Textiles are often considered 
as a depiction of their ability & proficiency in the form of 
Creativity which are performed by the Local Communities 
in the rural parts of India. The adoption of such varied 
skills to produce textiles as one of the earning for their 
livelihoods which later became their identity.  

1.4. The Craft Community of India from the lower strata of the social pyramid
(Image Curtesy: village square)

Many of such Traditionally grown Local Textiles survived 
due to the consistent supply of their Crafts to the 
economically strong, upper-class societies who paid them 
for their livelihoods, survival. These Traditional Textiles can 
be experienced in the Costumes of royal families of India 
(Image1.5). This adoption by the upper classes uplifted the 
localism of the crafts which started a reverse adoption- The 
trickle Up adoption in India.1.2. Division of society into classes as per the 

economic status 
(Image Curtesy: Google images)
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Utilizing these exceptionally crafted pieces of textile 
procured from the craft Communities greatly reflected 
in the Royal Costumes and Clothing having a discrete 
style and hence the higher demand kept them being 
adopted and accepted from the local craft communities. 
This adoption was an exceptional example of Accepting 
what the Lower strata of the social pyramid has created 
especially in the caste biased country like India; which 
has been an inevitable part of Clothing and also a great 
example of Trickle up adoption of textile Crafts. 
Almost every state of India now, has their own unique 
skills of hand-crafted Textiles that transform Lifestyles and 
Cultures in the form of variety of Products in wide-ranging 
sectors. (Image1.6).

1.6. Craft Mapping in India (Image Curtesy: Me Meraki)

As the generations grew, with support from Government/ 
Non-Government organizations initiatives introduced, 
the handcrafted skills and inimitable practices of these 
local communities of crafts became more significantly 
transformed into Small Scale Businesses.

1.3 Introduction To Ghongadi 
Of Maharashtra
One of the states from India- Maharashtra- a culturally and 

1.5. The Royal Family of Maharashtra 
wearing hand crafted Textile- Ilkal
 (Image Curtesy: village square)

historically blessed states of India has also been greatly 
influenced by the rich traditions and incredible histories 
of hand-crafted Textiles. The state incorporates more 
than twenty crafts that are originated from various Local 
communities of the lower societal strata. 

One of the greatest examples of Maharashtra Crafts is a 
textile- known as Ghongadi  (Image1.7) which is a hand 
Crafted, pure woolen Blanket. Ghongadi originally is 
known to be a Blanket which is used by the community of 
Shepherds of Rural region of Maharashtra. This community 
of shepherds is known to be a nomadic community as they 
need to travel distances to feed their flocks (Image1.8). 
Their only job is to take care of their flocks, graze sheep, 
herding them to areas of suitable forage on the lands, 
hence involves a hectic routine.

1.7. Ghongadi – Hand crafted textile from Maharashtra

1.8. Shepherd community of the rural part of Maharashtra

The lifestyle of a shepherd involves a hectic & never-
ending daily lifestyle that demands a durable, strong and 
maintenance free textiles which can be used for multi 
reasons such as to protect them from varied climatic 
conditions, can be used as a spread when need to rest and 
when not in use; can be taken as a shoulder accessory that 
can add an identity to their entire personality. 

1.4 Crafting Ghongadi
The Shepherd community as a part of their job & 
maintenance of the flock; require to shave their hair twice 
a year. This hair then sold to the sub community who 
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are known to be the weavers by Profession (Image1.9). 
The other sub community of Shepherds are a much-
settled community with varied professions and one of it 
involves weaving and creating textiles using shredded hair 
procured from the shepherds. These weavers use the hair 
to convert in the form of yarns using Hand Charkha and 
further weave these yarns to form a rugged, thick & strong 
surface on simple floor loom, which is called as- Ghongadi. 

1.9. Sub- Community of shepherds as weavers of the rural parts of Maharashtra.

This textile, in the rural language got its name 
GHONGADI- that describe its character as a craft which 
is hand spun, hand woven, pure woolen Blanket made 
using “Desi”- Local raw wool. This ghongadi replicate all 
functional aspects which are performed by hair when they 
are on the sheep’s skin. The aspects such as protection 
from harsh sunlight as the top layer of hair reflects heat 
from penetrating in, protection from rain as the outer layer 
of the hair is water repellent and protection from cold 
as the crimpy texture of the wool fiber creates insulated 
surface to retain the heat (Image1.10).

Fig. 1.10 Physical Property of Coarse wool under microscope 
(Image Courtesy-Google images)

The Ghongadi is made in much longer lengths compared to any other blankets, as 
it is meant to be used as a flooring, folded over and taken as blanket to cover the 
body at the same time. At the time of seasonal change, the shepherds use same 
Ghongadi, by folding it in middle that creates a Cape, especially in the Monsoon 
that protects them from getting wet with its physical properties. All these multi 
functions in one Textiles makes it most Multi-Seasonal & Multi-Functional at the 
same time which an exceptional attribute of Ghongadi. 

1.5 Social Acceptance Of 
Ghongadi
Apart from its Multi seasonal and Multi-functional usage, 
this Ghongadi is believed to have versatile sentimental 
values in the form of Cultural, Mythological & also carries 
Therapeutic refences in the community of shepherds. 
Though Ghongadi was considered to be the cloth for 
poor, by poor; many royal families of Maharashtra adopted 

the textile for its most holistic aspect especially for its 
ritualistic and mythological context. As the purest form of 
Ghongadi was often offered to the Holy Gods and became 
one of the sacred textiles of the community which is even 
followed even today as a sentimental offering the most 
believed gods of Maharashtrian culture- Lord Vithhala and 
Lord Khandoba (Image1.11).

 
1.11. Sentimental offering of Ghongadi to the holy Gods of Maharashtra- Shri 
Vithalla and Shri Khandoba.

Besides all above factors, its natural form, pure hand-
crafted manner, a complete manual process using natural 
resources; slowly & ethically produced, durability and 
everlasting use, multi-seasonal and multi-functional 
use; “Ghongadi” is considered to be the most holistic 
as well as most sustainable & ethical Textile ever made 
in Maharashtra. This significant pattern of adopting 
Ghongadi being produced by lower strata of the social 
pyramid and its acceptance by the upper strata of the 
society; is one of the greatest & exceptional examples of 
“Trickle up adoption” in Maharashtrian culture.

1.6 Research Problem
The Ghongadi has been famous in the Textiles of 
Maharashtra for having its connection to varied aspects 
due to which it always remained in its rigid and typical 
stance of a blanket. Due to its constant adoption in the 
blanket form; the community of weavers never realized the 
need to improve, utilize, adopt & innovate Ghongadi in 
other forms of Clothing, Accessories or any other Life style 
product. 

This stopped the growth & Development of the Textile 
in terms of lack of newness in its appearance, usage and 
further also lacks in Design, Products, Market linkage, 
Promotions, Marketing skills which left it behind ignored 
& Unnoticed; especially Fashion despite of having a 
incredible entity as the most Holistically Sustainable Craft. 
All this together has sadly impacted its existence, due to 
which the textile is now on the verge of diminishing. 

1.7 Research Question
To study the application of Trickle Up Theory (From Streets) 
through Design Innovation (To Streetwear for Runway) to 
Ghongadi to transform its Aesthetics & further strengthen 
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its economy with Social & Environmental recognition/
concern in the form of Ethical & Slow Fashion. 

1.8 Objectives Of Research
The Primary objective of the Research is “To unfold 
Ghongadi through innovative Design application in order 
to impose ground-breaking Products that transfigure 
its Holistic stance and further to deliver a successive 
approach for its existence in Fashion.

1.9 Methodology
Ghongadi being a very rigid textile for its limited usability 
as a blanket; has a very inadequate published data. As 
the textile is majorly considered to be a sacred cloth, the 
researcher has come across many restrictions in terms of 
exploring it in the context of fashion. 

Table 1.1. Methodology used to explore Ghongadi

Hence an interpersonal and close interaction with the 
Community of Ghongadi weavers was essential to 
understand their beliefs and ideas that can be possible 
with Ghongadi in terms of exploration in Fashion. Based 
on the interview with weavers’ community, following 
methodologies were finalized. (Table1.1)

1.9.1 Sample Selection
The population to conduct the survey of Ghongadi 
was selected on the basis of Geographical location for 
consisting maximum weavers of Ghongadi. The location to 
conduct initial survey was finalized as “Shengaon” located 
near the outskirts of Kolhapur District. The visit to the rural 
area of Shengaon involved the interview with the focused 
group of Ghongadi Weavers to collect Primary Data. This 
Focused Group Discussion revealed following facts about 
Ghongadi.

1.9.2 Survey 
The survey in the form of closed interpersonal interaction 
and interview was conducted with the Weavers and 
other people in the community. This was conducted to 
understand varied perceptions about Ghongadi which 
provided ease for further exploration.

1. The weavers mentioned that they have been weaving 
the same type of Ghongadi through their duration of work 

which is more than 25 years. There were no developments 
in the form of Designs that changed its look and hence has 
remained in its very typical form.

2. This also led to the lack of aesthetics in the appearance 
of Ghongadi; as it was never considered as a promising 
Craft to be developed as the other Crafts of India have 
been explored in terms of Fashionable products.

3. The weavers were willing to bring a change in the 
aesthetic appeal of the Ghongadi surface. They also 
mentioned, that any changes in the surface related to 
weaving would be more feasible as it can be managed 
while weaving the Ghongadi, without investing anymore 
time besides weaving.

1.9.3 Experimentation
Keeping in mind the recommendations of the weavers, 
the researcher provided varied options in the form of 
numerous woven effects using wide array of patterns and 
motifs. The researcher also suggested to use naturally 
dyed woolen yarns as Surface exploration, to deliver it an 
unusual look and feel.

Hence, with weavers’ suggestions following techniques 
for Surface exploration were selected which includes 
following characters.

1. Basic plain conventional weave with an extra added 
weft to form variety of patterns on surface using Extra Weft 
technique.

2. Use of Naturally dyed yarns procured from the artisans 
of Pitt loom weaving from Gujarat, to be used as Extra 
Wefts.

3. Forming Simple geometric motifs and linear patterns to 
enhance the aesthetic appeal of Ghongadi.

4. The samples were created using miniature hand looms 
using all above techniques.

Fig.1.1.  Extra weft technique to form stripes and Broken Stripes
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Fig.1.2. Extra weft technique to form stripes and Triangular motifs. 

Fig. 1.3. Extra weft for Borders with miniature form of geometrical shapes.

All above explorations in the surface and its application for 
mass manufactured Ghongadi requires a vigorous training. 
Moreover, the procurement of naturally dyed woolen 
yarns, both were time consuming and hence process of 
innovation was a very slow process. 

1.9.4  Design Innovation Uding Ghongadi

To use ghongadi beyond its typical and traditional stance 
was a challenge for the researcher hence, the design 
Development to transform Ghongadi in the form of 
Fashion Product needed a strong Secondary Data. This 
secondary Data in the form of Trend Forecasting for Winter 
Clothing was essential through an in-depth study from 
variety of Forecasts for the upcoming season Autumn/ 
Winter 2022. The researcher studied more than three 
Forecast Reports to understand the upcoming trends and 
its possible depiction for Design innovation in Ghongadi.

This secondary data also involved the study of more 
than 20 National and International Designers for their 
upcoming Winter collection to observe the changes in 
trends for Autumn Winter collection. This secondary data 
provided an array of Design Possibilities in the form of 
Silhouettes, Styles, Surfaces, Looks, Colors and Patterns, 
which were carefully selected to develop the line using 
Ghongadi. 

Innovating Fashion Products that inculcate a local Crafts 
from the streets to Design a Runway, chic Street wear 
collection was indeed a difficult task hence, The Capsule 
Line for Winter Outer Wear Clothing for Urban woman 
is designed keeping in mind all the attributes of the 
Ghongadi and further giving it a Chic look through Design 
development was carried out. 

The capsule collection- The Loc- Urban is inspired from 
the rural elements where research with the weaver’s 
community of Ghongadi was conducted. The inspirational 
elements such as detailing in the ancient Door Frames 
have been used in the form of Motifs in the woven patterns 
in the Surface Exploration. Being Urban is all about 
bringing back the old and unexplored local textiles back in 
action and innovating them to suit the modern Urbanism.  
(Fig.1.4)

Fig.1.4. Inspiration and Mood Board for the Design Innovation for Capsule 
Collection The Loc- Urban

Fig.1.5 Design Innovation for Capsule Collection The Loc- Urban

The collection deals with one of a kind woolen textile- 
Ghongadi from Maharashtra; which is known for its 
rugged, strong and absolutely smart appeal. The 
collection of Women’s Outer wear of Ponchos and Capes 
are designed keeping in mind their ease to move around 
and work in the urban locations. The style details such as 
necklines, sides, pockets, hemlines are highlighted using 
the Ghongadi with added surface techniques. This easy 
& Ready to wear Capsule collection is about being Urban 
with its chic designs by adopting traditional Textiles to 
support and uplift them as Smart Sustainable Fashion. (Fig. 
1.5)

1.10 Scope Of Research
The Research provides an array of opportunity to 
perceive Ghongadi as a most promising Textile Craft for 
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fashion Future with its holistic approach. The Research 
as initiative, not only help to bring back the business of 
Ghongadi weavers through application of Fashion but 
also strengthens the community to build a strong business 
network which caters to the overall upgradation through 
its useability and functionality.

The researcher intends to deliver how simplest concept 
of Fashion Adoption and Innovative Design skills deliver 
a new approach to the craft and reason to exist. The 
innovative changes in the form of simpler yet smarter 
solutions such as changes in weave patterns, addition of 
Colors, and addition of value to the surface using other 
hand techniques provides a lot of scope for its further 
utilization.

1.11 Limitations Of The 
Research
The Community and Weavers of Ghongadi have a 
sentimental value attached to it. The orientation to 
transform it, in extremely different outlook was a 
challenging job for researcher. Hence, it is an extremely 
tough task to convince the weavers to change the way they 
make typical ghongadi in terms of having certain Value 
Addition and Product Intervention, that can bring a lot of 
opportunities and scope for its survival. 

Conclusion
The shift towards accepting fashion which are made 
using Traditional Local Crafts that are ethically made 
by consuming lot of time as a slow fashion, have been 
influencing Urban consumers. The Indian historical 
perspective of local & ethical Crafts being originated from 
the lower strata of the society and adopted by the higher 
classes, is showcasing the Trickle up adoption pattern of 
Fashion Products, even today.

The purpose of the research to bring back one of 
forgotten Local, Ethical and slowly produced Textile Craft 
from the rural parts of Maharashtra, Ghongadi; having 
an incredible potential to be one of the most Holistically 
Ethical & Sustainable Textile for Fashion Future; on the 
urgent & immediate basis. The research delivers promising 
solution so that this ignored and unnoticed Ghongadi can 
be brough back in the business in its newer form through 
Design Innovation in Fashion.

Such ignored local/community-based Craft, from the lower 
strata of the social pyramids have already been dominated 
by the other extravagant and vibrant crafts from the 
society. Hence its time to unfold textiles like “Ghongadi” 
for its holistic worth so that we, the fashion fraternity can 
Resurge such Crafts to strengthen its recognition and 
existence for the future, by taking it “from streets of rural 
areas to ‘chic’ Street Wear of the Urban Fashion”!

The Research therefore emphasizes & recommends 
“Ghongadi” with an URGENT action to be Re-emerged, 
Re-surged and Re- Introduced as a strong solution towards 
Sustainable Fashion Futures, before it is forgotten. 
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Abstract

Sustainability is one of the challenges of the fashion industry, as 
it is said to be the second most polluting industry. Building and 
construction industry is another major player in pollution concerns, 
as 60% of GHG emissions are produced in cities. Both sectors have 
a close and direct relationship with all the different groups in society: 
the clothing that we wear and the habitat in which we live. This study 
focuses on the space where both disciplines meet: the retail store. The 
aim of the research is to find out if the physical stores reflect the strong 
sustainable commitment of their brands, and in case not, to help the 
brands build circular shops, in which their sustainable values are fully 
displayed. 

Fashion plays an important role in culture and education, due to the 
personal values that clothing represents, making this industry a social 
power for change. Despite the number of responses towards a circular 
value system that have emerged in fashion firms, these commitments 
are not directly observed in the environmental management of 
their retail stores. Our approach is that the retail store provides the 
definitive environment for the product and brand message, as well 
as establishes a direct relationship with the consumer. In this way, 
the sustainable potential of these spaces should be exploited as 
transmitters of sustainable brands’ commitments, and as awareness-
raisers of environmentally friendly consumption.

This study fills this gap, through the development of a Circular 
Design Guide for Retail Stores, to help brands design their physical 
retail spaces, and achieve the final transmission to the customer. 
The methodology used has been secondary and primary research 
analyzing physical stores. To prove the validity of our proposed guide, 
we have applied it to four flagships in different cities of the Spanish 
eco-conscious brand Ecoalf.
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Introduction 
Sustainability is one of the challenges that the fashion 
industry needs to address urgently, as it is said to be the 
second most polluting industry. Building and construction 
industry is another major player in pollution concerns, as 
60% of GHG emissions are produced in cities. Both sectors 
have a close and direct relationship with all the different 
groups in society: the clothing that we wear and the 
habitat in which we live. Thus, they constitute a remarkable 
opportunity to raise awareness about Climate Change and 
activate the Circular Economy. 

The concept of sustainability in fashion is broadly used for 
both products and processes. We wonder if the brands with 
a serious commitment to sustainability are fully engaged to 
translate those commitments to the design of their retail 
spaces. 

This study focuses on the space where both disciplines 
meet: the retail store. The aim of the research is to find 
out if the physical stores reflect the strong sustainable 
commitment of their brands, and in case not, to help the 
brands build circular shops, in which their sustainable 
values are fully displayed. 

Fashion plays an important role in culture and education, 
due to the personal values that clothing represents, making 
this industry a social power for change. The emergence 
of customer activism translates into a consumption 
decision. It sometimes implies a social and environmental 
commitment to engage some conscious brands. Despite 
the number of responses towards a circular value system 
that have emerged in fashion firms, these commitments are 
not directly observed in the environmental management 
of their retail stores. Their display spaces are similar to 
those of other firms that in no way show a commitment to 
circularity. Our approach is that the retail store provides the 
definitive environment for the product and brand message, 
as well as establishes direct relationship with the consumer. 
In this way, the sustainable potential of these spaces should 
be exploited: as transmitters of sustainable initiatives 
or brands’ commitments, and as awareness-raisers and 
educators of environmentally friendly consumption.

This study fills this gap, through the development of a 
Circular Design Guide for Retail Stores. It is aimed to form a 
basis for brands in the design of their physical retail spaces, 
and to help achieve the final transmission to the customer 
of their strong commitment to sustainability and circularity.

Architecture and circularity
According to the Observatory of Sustainability in Spain, 
the cities where we live consume 75% of energy and 
produce 80% of greenhouse gases (UNCTAD, 2012). In 
the European Union, in terms of total energy consumption, 
buildings account for 40% (European Parliament, 2010), 
thus representing an important agent in pollution and, 
consequently, an opportunity to implement measures and 
significantly reduce the environmental impact. Thanks to 

the development of technology, and especially to the study 
of renewable sources, different national and international 
regulations include commitments and promote actions 
to reduce the impact of cities on the environment. These 
include the Horizon 2050 long-term strategy (European 
Commission, 2018), in which the European Commission 
proposes an 80% reduction in emissions compared to 
1990 levels by the middle of the 21st century, in addition to 
setting intermediate milestones of 40% reductions by 2030 
and 60% by 2040. Specifically, the building sector, being 
one of the main sectors responsible for emissions in the EU1 
, must reduce its greenhouse gas emissions by 90% through 
the energy efficiency of existing and new buildings. 

Thus, the construction sector appears as an opportunity 
to achieve the proposed climate goals, and to favor this 
transition to a more sustainable model, as it is a sector that 
involves and interferes directly in all the fields of production: 
from the origin and extraction of resources, to direct use by 
end users. 

Energy issues, which have a decisive influence on the well-
being of the planet and of human life, are accompanied 
and influenced by other agents, as in the case of buildings: 
“The energy performance of buildings includes, in 
addition to thermal characteristics, other factors that play 
an increasingly important role, such as heating and air 
conditioning installations, application of energy from 
renewable sources, passive heating and cooling elements, 
shading, indoor air-quality, adequate natural light and 
design of the building “ (European Parliament, 2010:9). 
In other words, it is not only the mission of the energy-
related fields to achieve this environmental sustainability, 
but also the mission of an entire interconnected system 
to achieve the highest levels of comfort and quality while 
respecting the environment. The influence of the linear 
economic model that we have been adopting to date still 
persists in many of the fields that compose it, remaining 
unsustainable. Among them, the problem of waste should 
not be forgotten. In 2016, 2.5 billion tons of waste were 
generated in the European Union, most of which (up to 37%) 
came from the construction sector (European Parliament, 
2018), from materials discarded from demolitions and new 
construction work. 

The Circular Economy includes among its principles a 
strong commitment to tackling the problem of waste, 
offering different alternatives to eliminate it through design. 
Architecture, insofar as it deals with the design of buildings, 
therefore has a fundamental role to play in reducing these 
values, and in innovation, in order to respond to the waste 
that has already been generated by the linear model and 
is waiting to be reintroduced to close the loop. At this 
point, it is worth noting the challenge that architects, as 
creators of the spaces we inhabit, must face: to innovate 
in the projection and conception of spaces, also valuing in 

1The main sectors responsible for emissions in Europe are: power 
generation, industry, transport, buildings and construction, and 
agriculture. The 2050 long-term strategy sets out how they can be 
transitioned to a low-carbon economy in a cost-effective manner.
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Sustainable fashion 
The fashion industry is one of the most powerful sectors in 
global manufacturing, whose impact decisively influences 
our society and environment. According to the UN 
Sustainable Fashion Alliance, the textile industry provides 
employment for 75 million people worldwide, mostly 
women. However, its environmental data are more alarming, 
being the second-largest consumer of water worldwide (93 
billion cubic meters of water are used per year, enough to 
meet the needs of five million people), responsible for 20% 
of wastewater, and producer of 8-10% of global carbon 
emissions, a value that places it above the maritime and air 
transport sector (although much less than that generated 
by cities - as discussed above - which accounts for 80%), 
according to what this Alliance webpage states. The same 
source gives some data about the effects of the Fast-Fashion 
model have caused the production of clothing to double 
from 2000 to 2014, and 73% of that disposable fashion 
becomes waste, generating an annual loss of 500 billion 
dollars due to this lack of use and recycling of garments (UN 
Alliance For Sustainable Fashion, 2019). These values show 
how the fashion industry has been until now a reflection of 
the linear model and all the consequences it generates for 
society, the economy and the environment; therefore, it is 
a key factor and opportunity for change towards circularity 
and sustainability. 

To achieve the goals of the 2015 Paris Agreement, fashion 
plays a crucial role, not only because of the weight of its 
processes in manufacturing and production, but also 
because of the personal values that clothing represents, 
and its cultural component that makes it a social power 
for change. In a world marked by socialization, in which 
the consumer is active and even activist, it has made 
“consumption reform” as an expression of the commitment 
of consumers to build a better world. All this has contributed 
to the emergence of customer activism through the use of 

Meeting point: the retail store 
In this socialization of fashion, retail spaces, which represent 
the physical focal points of this power in the city, could 
be transmitters of the messages and initiatives of the 
brands regarding sustainability, in order to strengthen the 
commitments that a firm has acquired and be effective in 
communicating them to the new active consumer. In addition 
to gaining trust in the firm that houses it, the spaces that 
surround us and influence our lives are capable of raising 
awareness of environmentally friendly consumption and 
practices, especially those dedicated to social gatherings, 
such as retail spaces, becoming examples and pioneers of 
change: “Buildings [...] habitually frequented by the city’s 
inhabitants, such as those in retail spaces [...] are capable of 
raising awareness of environmentally friendly consumption 
and practices. ...] should be encouraged to disseminate 
information on energy efficiency to the public by prominently 
displaying energy performance certificates, particularly in 
buildings of a certain size [...] that are frequently visited by 
the public, such as stores and shopping centres “(European 
Parliament, 2010). 

Unfortunately, this message seems not to have reached 
the brands or the managers of these malls and shopping 
centres.

Despite the number of responses to a circular value system 
that have emerged in established fashion firms, and 
even in new emerging brands that carry in their DNA the 
commitment to sustainability, these commitments are not 
directly observed in the environmental management of their 
physical stores, the final link with the consumer. According 
to the Report Pulse of the Fashion Industry (Global Fashion 
Agenda, 2018:14-17), there were major advances for 
sustainability in most of the value chains comprising the 
textile industry - notably in product design and development, 
and in the management of its end of use - except in the 
retail sector, which has barely experienced improvements 
compared to 2017 activity. However, in comparison with 
the rest of the processes involved, and among which the 
polluting footprint of fashion is distributed, the retail space 
makes up, together with packaging and transport, only 
15%; which justifies firms and organizations to focus their 
efforts on the other fields that generate greater negative 
impacts (Global Fashion Agenda, 2018:79). This does not 
imply that the sustainability potential of retail spaces might 
be forgotten, as they are the definitive environment for the 
product and brand message, in addition to the link and 
connection with the consumer, an important agent for the 
transition towards the Circular Economy. 

This lack of circularity-oriented tools makes it difficult 
to apply them to the physical spaces that house fashion 
brands. Due to the importance of transmitting a unitary 
message, increased by the new omnichannel context, it is 

certain brands in which, apart from the interest in the brands 
and the product they offer, their social and environmental 
commitment also plays a role in the consumer decision” 
(Lara and Mas, 2018: 27). 

the design of the project its possibilities of adaptation and 
change to the current and future needs of society. 

In terms of circular architecture, there is currently no 
circularity certification directly applied to the design of 
buildings or interior spaces. There are ones for sustainable 
buildings -LEED and BREEAM- which have started to 
gain more prominence in recent years, indicating the first 
step towards a more sustainable construction industry. 
However, it is foreseeable that European regulations will 
be introduced within the framework of the European Green 
Deal (European Commission, 2019) in which construction 
and the building are one of the seven key value chains to 
apply the New Circular Economy Action Plan (European 
Commission, a, 2020) in.

The European Commission has developed the Level(s) 
framework providing a common language for assessing and 
reporting on the sustainability performance of buildings, 
specially designed for applying circular economy principles 
in our built environment. , although until now it is almost 
unknown among the architects and practitioners (European 
Commission, b, 2020)
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Methodology 
The research questions, as it has been said, are:
Do the physical stores reflect the strong sustainable 
commitment of their fashion brands? 

How to design circular stores in which the sustainable 
values of fashion brands are fully displayed?

To solve these questions, we have done secondary research, 
reviewing existing literature about circularity in architecture, 
sustainability in fashion, and the “meeting point” of both 
disciplines: the retail store. Then, we have gone to primary 
research analyzing some fashion companies’ annual reports 
or sustainability reports, as well as their websites, to find out 
what information they display about the principles behind 
their stores’ design. Moreover, the primary research has 
been completed analyzing some physical stores. 

Some big groups such as Inditex or LVMH have their own 
design guides for improving the energy performance of 
their stores, and to describe the atmosphere they ought 
to create. These internal documents settle the standards 
that the new or existing stores should meet to achieve the 
goals that their companies have related to sustainability. 
Therefore, in those cases, they contribute to the general 
strategy applied to the products and processes. It is not 
the same for small brands, even if their sustainability or 
circularity commitments are high for products and services. 
Based on the general information about circular architecture, 
which are the main features that can be applied to a fashion 
store, and our primary and secondary research, we have 
developed a Circular Design Guide for Retail stores that 
could serve as a template to design any new store.

We have conceived this guide having in mind the five fields 
of action of the Circular Economy: to take, to make, to 
deliver, to use, and to recover/enrich (Jaca et al., 2018). It 
aims to be useful for small brands with some stores, as well 
as for single stores.   To prove the validity of this guide (that 
provides an answer to the research question 2), we have 
applied it to four flagship stores of the sustainable Spanish 
brand Ecoalf in Madrid, Amsterdam, Tokyo, and Berlin. We 
have also analyzed them, to find out if they reflect the strong 
sustainability commitments that their clothes do.  

This paper presents a part of a deeper study. Due to the 
limitation of space, we have synthesized the results, without 
showing all the comparative tables. After the findings and 
analysis, the results are discussed, and we finish with the 
conclusions.

Findings and analysis
Inditex has an internal document: “Ecoefficient stores, 
Manual for the design, construction, management and 
evaluation - Ecoefficiency for a Sustainable Growth 

necessary for brands to innovate in their physical spaces, 
their design and management. 

committed to a sustainable retail”, that helps architects 
and managers design and maintain the stores in good 
conditions. It gives the criteria for new designs and 
construction, specifies the operations, and establishes a set 
of elements for evaluation, assessment, and control both 
for new and existing stores. It specifies criteria about the 
electrical installation; lighting; heating, ventilation, and air 
conditioning (HVAC); and plumbing and sanitary materials. 
It is a technical approach focused on eco-efficiency. 
Although there are some approaches to transportation, 
logistics, and the origin of the furniture, it is not a circular 
approach.

The LVMH Store Guidelines also provides an assessment 
scale that is developed on the basis of international 
standards.
  
Level(s) is a European framework for sustainable buildings 
launched by the European Commission in April 2018 in a 
two-year testing phase, to shift towards a circular model 
of architecture. Although there are extensive guides 
developed on the official webpage (https://ec.europe.eu/
environmente/levels_en), at the end of this research, it is 
scarcely known by architects in Spain and it is difficult to 
apply because of the numerous documents available. 

Our proposal of a Guide consists of a set of four-eight 
recommendations to be applied in each field of action 
of the Circular Economy (take, make, distribute, use, re-
introduce), with the description of some of the benefits. 

So, the recommendations related to “Take” (the selection 
of the raw materials), contribute to giving “Value” to the 
store. The ones for the process of building-manufacture 
“Transformation”, contribute to give “Effectiveness” to the 
materials and processes. Thinking of “Distribute”, the actions 
lead to “Optimization”. In the phase of “Use/Consume”, the 
achievement is “Efficiency of use”, and the actions that tend 
to close the loop in the fifth phase “Re-introduce /Enrich”, 
provide “Resilience” to the store. 

CIRCULARITY GUIDE FOR RETAIL SPACES 

1. TAKE. Extraction of materials for the project/design. 
VALUE 
1. Material origin: From the natural environment, with 
environmental certification or from the reintegration or 
recycling of previous products (waste turned into food). 
Passport of materials and products. The more natural its 
composition, the easier its subsequent reinsertion, and its 
compatibility with other elements to create new materials. 

2. Environmentally friendly extraction processes. How does 
this extraction of the materials we use to take place? Is the 
optimization of the extraction process planned? Waste 
management. 

3. Ease and abundance of material. Avoid exclusivity or 
scarcity. 

4. Toxic-free use. Easier subsequent recycling, in addition to 
comfort conditions during use. 
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5. Material life cycle. Key to its circularity. The greater the 
value of the material itself, the greater its capacity is to adapt 
to changes and the passage of time. Concept of cohesion. 
Resistant raw material, which avoids substitutions due to 
the passage of time. 

BENEFITS: 
- Decrease in overall environmental impact. 
- Decrease in resource consumption and emissions.

2. TRANSFORMATION. Use and treatment of the material. 
EFFECTIVENESS 
1. Shape/design according to the characteristics of the raw 
material of which is composed. Ensure adequate utilization, 
as well as the use of the advantages that it offers, helping to 
extend the life cycle. 

2. Optimum quantity of material. Optimization in the design 
in order to avoid unnecessary material costs. 

3. Choosing materials with minimum transformation 
processes. Minimal energy consumption. 

4. Reduction of unnecessary variety of materials (facilitates 
the use, separation of components or recycling at the end 
of life, etc.). 

5. Avoidance of hazardous or harmful chemicals in the 
transformation or generation of the space or design 
element. Think of a design and manufacture directly related 
to the subsequent repair. 

6. Minimize waste where avoidance is not possible. Waste 
recovery. Subsequent reuse of waste. 

7. Planning of joining methods. Modularity and 
standardization. Replacement of parts, transfer to new use. 

8. Inter-company organization of production tools. 
Possibility of sharing machinery and equipment. 

BENEFITS 
- Increase of the useful life of the product 
- Decrease in the consumption of resources and emissions.

3. DISTRIBUTE. Material sourcing. OPTIMIZATION 

1. Transport of the product. Work with local materials (KM 
0). Use building traditions, materials from the environment: 
rediscovering vernacular architecture. 

2. In the case of transport, choosing the most sustainable 
and nearby routes. 

3. Elimination of packaging. Study of the design or materials 
for the packaging, using recyclable or biodegradable 
materials. Possible reuse of the packaging or use of the 
same in the space or furniture. 

4. Product disassembled to occupy the minimum space. 
Easy transportation, versatility and optimization in design. 

BENEFITS: 
- Reduction of raw material costs. 
- Reduction of distribution costs 
- Reduction of emissions 
- Reduction of storage space
- Reduction of waste to be recycled 
- Increased savings for the consumer

4. USE/CONSUME. Life cycle. EFFICIENCY OF USE

1. Maximum life cycle. 

2. Easy and economical use/maintenance/cleaning 
guidelines. 

3. Universal design, adaptability. 

4. Ease of repair. 

5. Easy disassembly of parts. 

6. Minimize the need for external energy, in the pursuit of 
energy self-sufficiency. 

7. Minimal waste generation during use. 

8. Alternative to the possession of the product/retail space: 
conversion to a service, rental, pop-up, etc. Avoidance of 
uncontrolled waste. 

BENEFITS: 
- Decrease in total cost to the customer, by replacing 
ownership with a service. 
- Decreased environmental impact 
- Ability to offer additional maintenance services, upgrades 
and add-on modules.
- Reuse some pieces of furniture in different stores, in brands 
with many retail spaces.  

5. RE-INTRODUCE/ENRICH. Up-cycling concept 
RESILIENCE

1. Adaptability and flexibility. Direct reuse. 

2. Repair and restoration for re-use. 

3. Use of its components as components of new products. 

4. Separation of its components without damaging the part 
and in a simple way. 

5. Recycling of its components through low environmental 
impact processes. 

BENEFITS: 
- Decrease of waste in landfills. 
- Conservation of natural resources and extension of the 
useful life of the products, furniture. 
- Decrease in the need for raw materials. 
- Decrease in the cost of recycled materials versus primary 
materials.
- Cost-effectiveness of waste
- Recover profitable elements
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5. Discussion
After evaluating the four retail spaces of Ecoalf in Madrid, 
Berlin, Amsterdam and Tokyo, it can be seen that circularity 
is indeed contemplated -through some or several 
alternatives- in each of the fields of action throughout 
the life cycle. In the detailed observation of differentiated 
aspects, it can be deduced that, in the design of their 
stores, the efforts to implement circularity in their physical 
spaces have focused especially on the furniture: in all of 
them, materials from other uses have been reused, with 
which furniture has been handmade, in order to reduce 
energy expenditure. Likewise, the distribution of the stores 
is carried out by means of tables and displays, so that the 
space of the establishment remains diaphanous and ready 
to accommodate other uses, beyond the sale of products 
(Figure 1).

However, with regard to the construction materials used 
in the spaces, there is no evidence of this intention to use 
materials of recycled origin -or at least it is not specified- 
and with extraction processes that take into account the 
environmental impact they generate (Figure 2). 

It should be noted that the intervention in the existing 
building, in all of them, is based in a respectful manner with 
the characteristics of the building and its facades, using the 
minimum elements of visual promotion to be recognized 
by the consumer (Figures 3, 4, 5).

Figure 1: Berlin Ecoalf’s store. Source: Matstudio

Figure 3: Berlin Ecoalf facade. Source: Lev Chestakov

Figure 4: First Madrid Ecoalf’s store. Facade. 

Figure 5: Tokio Ecoalf Facade. Source: Ecoalf websiteFigure 2: Madrid Ecoalf’s store. 
Source: Matstudio



145
In the interior, the use of polished cement pavement 
predominates, which is poured directly on the screed, 
thus reducing labor and the need for maintenance, as it 
has good resistance and durability (Figure 6). However, 
it is not a modular and removable element, although for 
future uses with other premises it can be installed over this 
covering another pavement, without the need to remove it. 
In the case of wanting to remove it, the only alternative is to 
destroy it, together with the floor of the building, which can 
only be reintegrated into the cycle through the formation of 
construction gravel. 

Something similar happens with the rest of the elements 
that make up the walls and false ceilings: they are modular 
elements that are easy to transport and install and require 
little maintenance, but nevertheless have no resistance to 
breakage, and therefore, if necessary, must be completely 
replaced by new elements, forcing them to be recycled - 
they cannot be reused in another use, repaired, or divided 
into their components - which requires energy consumption. 
In most of the premises, display racks and clothes hangers 
have been installed on the walls, causing damage that, if 
there are changes in the layout of the exhibition, will not be 
repairable. In short, the choice of construction materials has 
been made taking into account economic aspects of savings 
in installation and maintenance, but no consideration has 
been given to the use of their life cycle, their repair in the 
event of damage or their enrichment with a change of use 
or distribution. 

This can also be seen in the field of furniture: the efforts 
to implement circularity have been carried out in the first 
actions of extraction of materials and elaboration, but the 
reinsertion of the same after use has not been contemplated. 
Since the choice of the nature of the material, and the 
manufacturing and design processes generate the greatest 
impact on subsequent reinsertion, thanks to the modular 
design and the choice of circular materials such as steel or 
wood - natural material in the first case, and 100% recyclable 
without loss of characteristics in steel - can be reintegrated 
into the cycle through different alternatives (Figure 7). 

In the case of the Amsterdam facility, the reduction in the 
number of materials has directly favored maintenance 
and reinsertion measures, since it is a natural and recycled 
material, and because of its intrinsic composition it 
must be installed using modular procedures that also 
configure a disassembly through individual components 
and measures that facilitate their grouping and transport. 
However, and despite these great advantages over 
reinsertion, the distribution and design of the retail space 
-directly conditioned by the premises- does not offer many 
alternatives for flexibility, which can also directly affect 
the entire life cycle of the space, in the event that new 
needs arise or a “novelty” is sought in the design of the 
establishment.

Conclusion
After the analysis, which in each case presents favorable 
and unfavorable alternatives, it can be concluded that there 
are still many opportunities to be developed in the Ecoalf 
spaces to achieve circularity, especially in the construction 
materials used in them. In addition, the general image of the 
stores does not convey the strength of Ecoalf’s message. 
Contrary to its textile products, whose origin comes from 
recycled resources, and represent a great innovation 
in the fashion industry market, its sales and exhibition 
spaces are not a reflection of research and innovation, in 
that they can be confused with other firms that in no way 
present a commitment to circularity. In other words, the 
direct transmission of the brand’s message, essential to 
understand the final product and ensure its success, has 
been forgotten in Ecoalf’s physical spaces: the environment 
surrounding the final product does not transmit the values 
on which the brand’s conception is based, and which make 
it different from others.

One of the keys to circularity lies in the design phase of 
products and spaces. The design definitely determines 
their life cycle, their capacity for restoration and possible 
recycling, achieving a closed energy and material chain 
that not only does not damage but also contributes to 
the development of ecosystems, economic and social 
opportunities in those countries most disadvantaged by 
the system of linear overexploitation brought about by the 
Industrial Revolution. 

The Architecture and Fashion sectors are focal points of 
design and direct contact with the consumer and, therefore, 
can become development powers and models of the 
upcoming changes that will come to society with the new 

Figure 6: Cement pavement and Furniture in Tokyo store. 
Source: Ecoalf’s website

Figure 7: Sneakers display. Berlin Ecoalf store. Source: 
Ecoalf’s website
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Abstract

Purpose: The innovative solutions are at the base of any social and 
environmental problems and become the pull for people to pursue ethical 
consumerism. This capability is even more critical in times of global crises, 
such as the one caused by COVID-19. The purpose of the study is to 
identify the proposed personal traits factors effect on female consumer’s 
ethical fashion adoption towards reusable handloom Hygiene pads and 
to provide managerial implications in the future.
 
Design/methodology/Approach: A quantitative approach to the study 
was employed. A self-administrated structured questionnaire was used to 
collect primary data from Kerala, which yielded 302 responses, one of the 
southern states of India. Factor analysis and correlation were employed to 
test the proposed hypothesis.

Finding: This study successfully classified twenty-five items covering 
various personal traits like product awareness, product attributes, price 
sensitivity, past sustainable behavior, perceived obsolescence and 
consumer innovativeness in to four factors using exploratory factor 
analysis. These four factors were Environmental consciousness, Price 
consciousness, Novelty-Style Consciousness, Consumer innovativeness. 
These factors also show strong positive relationship towards ethical 
fashion adaption.

Originality:  The result of the study is expected to be valuable for handloom 
pad manufactures and producers that are alert about sustainable revenue 
generation, to establish better sustainable innovations and niche service 
strategies. Also, it is also hoped that this paper would add more inputs 
to the existing review of literature on female’s ethical fashion adoption 
intension, especially in handloom fashion adoptions.
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Introduction 
Disposable sanitary pads and tampons may appear to 
be necessary in today’s world, yet they have only been 
around for less than a century. Women bled into their 
garments until the turn of the century, or folded pieces 
of cloth or other absorbents like barking or haying into 
a pad if they could afford it. Fortunately from the last 
decade, policymaking in India has increasingly focused on 
menstrual health and hygiene. The National Health Mission 
established the Menstruation Hygiene Scheme in 2011 to 
promote menstrual hygiene among 15 million adolescent 
girls between the ages of 10 and 19 in 152 districts across 
20 states.  In June 2010, the Government of India proposed 
a new scheme towards menstrual hygiene by a provision of 
subsidized sanitary napkins to rural adolescent girls. Apart 
from central awareness schemes likes   Rashtriya Kishor 
Swasthya Karyakram ( RKSK) (2014) to boost the awareness 
and accessibility among rural adolescent girls.US based 
market research firm Expert Market research says, “The 
value of the Indian Sanitary napkin market in 2020, that 
means More young Indians are adopting safer menstrual 
practices, but polluting materials pose an environmental 
hazard that remains unaddressed. According to the study 
by Water Aid India and Menstrual Hygiene Alliance India, 
“ Disposable sanitary pads may take over 500 years to 
decompose due to the plastic revolution. Several social 
entrepreneurs are already offering alternatives to sanitary 
pads as concerns about their environmental impact grow. 
Reusable absorbent underwear, menstrual cups, and 
reusable cloth pads — a modern and better-designed 
version of the conventional pad – are just a few examples. 
Also several non-governmental organizations (NGOs) have 
been producing such products through women self-help 
groups (SHGs), it is not to scale. According to a 2020 study, 
63 percent of Indian women recognize that sanitary pads 
are environmentally damaging, and 80 percent of them 
are happy to adapt to eco-friendly alternatives. This study 
is thereby, a step towards ethical consumerism through a 
better understanding of consumer behavior to adopt new 
innovative products like the handloom reusable menstrual 
pads. It is a challenge to position such products in the minds 
of consumer and promote acceptability and adoption. 
Different factors influence the consumer’s adoption of 
reusable handloom Hygiene pads like product awareness, 
product attributes (product features and hygiene), 
consumer innovativeness, social values, past sustainable 
behavior and perceived obsolescence. To get results and 
findings, the above factors are important to be investigated.

Ethical product adoption
The concept of green consumerism and ethical 
consumerism has its beginnings back in mid-1990s, and 
consumers started to have a say in the manufacturing, 
sourcing and distribution of products. Both are forms of 
symbolic consumption because consumers consider not 
only individual but also social values, ideals and ideologies 
(Uusitalo and Oksanen, 2004). Ethical adoption alternatively 
called as ethical consumption, ethical purchasing, sourcing 

or shopping is a type of consumer activism. Lim (2017) 
explained sustainable consumption issue from responsible 
consumption, anti-consumption and mindful consumption 
perspectives. It is practiced through ‘positive buying’ where 
ethical products are preferred and ‘moral boycott’ that is 
negative buying and brand based purchasing. There has 
been a tremendous increase of consumer awareness on the 
impact of ethical behavior in context of sustainability and 
welfare issues, and this has brought exponential research 
into ethical consumerism. Ethical consumerism is no longer 
considered a niche (Caruana et al., 2016). Consumers have 
become aware that they can bring in change by changing 
the products they buy, even if it costs a bit more than the 
usual option available. As per Kirchhoff, C. (2016) consumers 
by choosing certain products over others can embrace 
or reject certain environmental and labour practices and 
make other value claims based on the ethical values they 
hold. The consumers who are pro-environmental do not 
always buy sustainable products. Although consumers 
are regularly exposed to sustainable product messages, 
this does not always have an impact on actual adoption 
behavior. In the past, the relevant researches exploring 
the adoption behavior from the perspective of consumers 
which have been widely applied is Fishbein and Ajzen 
(1977) theory of reasoned action (TRA). They stressed that 
an individual’s decision to engage in a particular behavior is 
based on the outcomes the individual expects will come as 
a result of performing the behavior. In consumer behavior, 
adoption requires a sound attention that how they can 
be more influenced to adopt new trends (Workman et.al., 
1993).The adoption of handloom reusable menstrual pads 
can be seen a mindful consumption behavior of consumers. 
For they choose quality over quantity, which otherwise used 
to end up in landfills. Reusable menstrual pads are in trend 
and it is the healthier option, but years of conditioning and 
aggressive marketing have made us believe otherwise. The 
adoption of such product greatly depends on the product 
awareness and attributes like features and hygiene and 
other traits proposed in the study.

The objectives of the study

To identify the influence of proposed traits on female 
adoption intention behavior of reusable handloom hygiene 
pads.

Hypothesis of the Study

There is no significant relationship between proposed 
factors and  female adoption intension towards re usable 
pads.

Proposed Theoretical Framework of the Study

Figure 1: Study model
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Research methodology
The population of the study consist of females of age group 
14 to 40 years belonging to the three zones of Kerala, that is 
, south, central and North. Only those customers who tried 
cloth pads were considered. Data were gathered via survey 
(n=302), which was administered via a web link that was 
distributed via e-mail and by posting on female-oriented 
message boards. To guard against irrelevant or invalid 
results, a pre-test of 100 participants was conducted after the 
questionnaire was constructed. The required changes to the 
questionnaire were made in response to the respondents’ 
questions. The respondent’s expertise, expressed desire, 
and informed content were used to collect information. For 
data interpretation, bivariate statistical tools Factor analysis 
and correlation were used in this study.

The questionnaire Every likert item will be graded on a 
5-point scale, with 1 indicating strong disagreement and 5 
indicating strong agreement. Initially above listed variable 
were selected and  finally minimised in to four factors which 
influences ethical consumerism. 

Result
Reliability test

Out of 302 samples, data obtained from 301(that is, 99.66%) 
were used for factor analysis. Table 2 presents the reliability 
statistics of the scale, Cronbach’s alpha, the coefficient of 
reliability, used as a measure of internal consistency, was 
.882 for this 25 Item likert scale. This score indicates that the 
scale is a reliable one. 

Cronbach's Alpha N of items

0.882 25

INDEPENDENT 
VARIABLE 
SOURCE

AUTHOR ITEM SCALE ( LIKERT -5 POINT)

Consumer 
Innovativeness 
(6 scale)

Park et al. (2007) In general, I am the first in my 
circle of friends to know the 
names of the latest products

 In general, I am among the first in 
my circle of friends to buy a new 
product when it appears

Compared to my friends, I own 
very few new products

I know about innovations before 
most other people in my circle do.

I like to take a chance in buying 
new products

I will buy a new product even if I 
have not seen it before

Price Sensitivity 
(5 scale)

Mujamdir (2015) In general the price or cost of 
buying reusable products is 
important to me 

I know that a new kind of reusable 
product is likely to be more 
expensive than older ones , but 
that does not matter to me 

I don’t mind paying more to try 
out a new  reusable product 

A really good reusable product is 
worth paying a lot of money 

I don’t mind spending a lot of 
money to buy a reusable product 

Perceived 
Obsolescence 
(3 Scale)

Culture of 
consumption, 
(2011)

It is important for me to update 
my products from time to time

I don’t like same products to 
different occasions

I usually dispose the products 
which are out of fashion

Past 
Sustainable 
Behavior  (4 
scale)

Lang, (2018) I use the product in rational way to 
increase its life time usage 

I think before throw out waste 

I use my thing wisely to avoid 
wastage 

I recycle old clothes that still in 
good condition 

Product 
Attributes ( 3 
scale)

Ottman, 1998 I Use biodegradable products. 

I Read labels to see if contents are 
environmentally safe. 

I Buy products made or packaged 
in recycled materials 

PRODUCT 
AWARENESS 
(3 scale)

Park(2021) I am aware of the environmental 
impact caused from cultivation of 
raw materials of textile products

I know about the environmental 
impact caused from synthesis, 
dyeing and processing of a 
material for production of textile 
products

I am aware of the environmental 
impact from disposal of textile 
wastes and their scale. 

REUSABBLE 
HYGIENE PAD 
ADOPTION(3 
scale)

Fishbein and 
Ajzen (1977) 

I choose to purchase reusable  
pads rather than purchasing 
disposable pads. 

I try to replace the purchase 
of disposable pads  with the 
reusable ones.

In the future, I will prefer Reusable 
pads rather than purchasing 
disposable.

Source: Secondary data
Table 1: Measurement instrument and questionnaire design

Table 2: Reliability statistics
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KMO and Bartlett's Test
Kaiser-Meyer-Olkin Measure of Sampling 
Adequacy

.851

Bartlett’s Test of Sphericity Approx. Chi-
Square

2457.523

df 351
Sig. .000

Factor Analysis
Also to ensure the feasibility of factor analysis on the data 
collected for this study, two tests were performed namely 
Kaiser-Meyer- Olkin (KMO) and Bartlett’s Test of Sphericity 
measure of sampling adequacy. Table 3 explains result of 
these tests used to determine the sustainability of data to 
factor analysis.

Figure 1 illustrates, the scree plot for determining the 
number of factors. In this case, the scree is seen to begin at 
4 and hence it was decided to extract four factors based on 
the criteria discussed.

The principle components method, which is the most 
commonly used method, is applied here. The result of the 
factor extraction is provided in the Table 4.The Eigen values 
represent the total variance explained by each factor. The 
1st factor has Eigen value of 10.585. Since this is greater 
than 1.0, it explains more variance than   a single variable. 
Similar in case of 2nd. 3rd and 4th factors. Factors 5 to 25 
have Eigen values less than 1, and therefore  explain less  
variance than a single variable. This initial solution suggests 
that in the final solution, not more than 4 factors should be 
extracted.

Total Variance Explained

Component Initial Eigenvalues Rotation Sums of Squared 
Loadings

Total % of 
Variance

Cumulative 
%

Total % of 
Variance

Cumulative %

1 10.585 42.339 42.339 6.397 25.587 25.587

2 3.400 13.601 55.940 4.389 17.557 43.143

3 2.081 8.325 64.265 4.147 16.586 59.729

4 1.549 6.196 70.461 2.683 10.731 70.461

5 .992 3.967 74.428

6 .851 3.405 77.833

7 .700 2.799 80.632

8 .607 2.428 83.060

9 .508 2.034 85.094

10 .494 1.975 87.069

11 .464 1.855 88.924

12 .429 1.718 90.642

13 .346 1.383 92.024

14 .304 1.218 93.242

15 .270 1.079 94.321

16 .240 .960 95.281

17 .217 .868 96.149

18 .199 .797 96.946

19 .185 .740 97.686

20 .153 .612 98.298

21 .112 .446 98.744

22 .094 .375 99.120

23 .089 .356 99.476

24 .080 .319 99.795

25 .051 .205 100.000

Extraction Method: Principal Component Analysis.

Table 2: KMO and Bartlett’s Test

Fig: 1 Scree plot for determining the number of factors

Table 4:  Total variance explained by the factor solution
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Table 6: Component transformation matrix

Table : 5  shows the results of rotated component matrix, 
in order to reduce the number of factors on which the 
variables under investigation have high loading .From the 
table, it can be found that the variables.

The final part of the output is the component transformation 
matrix as depicted in Table 6. This matrix provides information 
about the degree to which the factors were rotated to obtain 
a solution. Hence, from factor analysis, it is obvious that the 
variables can be grouped into four factors, which are more or 
less independent of each other.

Component Transformation Matrix

Component 1 2 3 4

1 .675 .546 .488 -.090

2 .589 -.224 -.445 .636

3 -.421 .304 .383 .764

4 .145 -.748 .646 .054

Correlation matrix
As shown in the table 6, there is high degree of correlation 
between Independent ie factors  adoption intension  
and  female reusable handloom pad adoption intension. 
Environmental Consciousness is showing a strong positive 
relationship the customers slow fashion adaption intension 
followed by consumer innovativeness, price consciousness 
and style consciousness.  Since P value < .05, Null hypothesis 
is rejected.

REUSABLE 
HYGIENE 
PRODUCT 
ADOPTION 
INTENSION

Price 
consciousness

Environmental 
consciousness

Consumer 
innovativeness

Novelty-Style 
Consciousness

Pearson 
Correlation

.650** .800** .701** .663**

Sig. (2 - 
tailed)

<. 001 <. 001 <. 001 <. 001

N 301 301 301 301

Rotated Component Matrixa

Component

1 2 3 4

V18: I use my thing wisely to avoid wastage .872  

V11: I am aware of the environmental impact 
caused from cultivation of raw materials of 
textile products

.865    

V12: I Buy products made or packaged in 
recycled materials

.856   

V13: I Read labels to see if contents are 
environmentally safe

.848    

V19: I think before throw out waste .800    

V17: I recycle old clothes that still in good 
condition

.763    

V20: I use the product in rational way to 
increase its life time usage

.635    

V15: In the future, I will prefer Reusable pads 
rather than purchasing disposable.

.583   

V8 :I know that a new kind of reusable product 
is likely to be more expensive than older ones, 
but that does not matter to me

.780  

V10: A really good reusable product is worth 
paying a lot of money

 .762   

V9: I don’t mind paying more to try out a new 
reusable product

.745   

V24: I don’t mind spending a lot of money to 
buy a reusable product

 .700  

V7: In general the price or cost of buying 
reusable products is important to me

 .691  

V5: I like to take a chance in buying new 
products

.613   

V6: I will buy a new product even if I have not 
seen it before

 .528

V25: I know about the environmental impact 
caused from synthesis, dyeing and processing 
of a material for production of textile products

 .496  

V21: I usually dispose the products which are 
out of fashion

.857  

V22: I don’t like same Products to different 
occasions

  .752  

V16: I try to replace the purchase of disposable 
pads with the reusable ones.

  .705  

V23: It is important for me to update my 
products from time to time

 .667  

V14: I Use biodegradable products .615  

V4:I know about innovations before most other 
people in my circle do

 .472  

In general, I am the last in my circle of friends to 
know the names of the latest products

 .936

V2: In general, I am among The last in my circle 
of friends to know about the Products when it 
Appears

   .933

V3:Compared to My Friends, I own very few 
new products

   .739

**. Correlation is significant at the 0.01 level ( 2- tailed). Source: primary data
Table 7:  Correlation of Variables

Findings & Recommendation
Results showed that reliability for 25 factor scale items at 
0.882 indicates high reliability. Of these 25 items KMO 
value of this study at 0.851, indicates sample taken to 
process factor analysis to be statistically significant. In this 
study, 25 adoption intension factors   were taken for factor 
analysis. By using fixed number of factors, items were 
subjected to principal components Factor analysis, which 
yield Environmental consciousness, Price consciousness, 
Novelty-Style Consciousness, Consumer innovativeness 
From the Correlation matrix table, using the four factors 
were showing a high positive relationship with adoption 
intension. The result found that all factors are important 
factors of  hygiene pad adoption intension among female 
consumers. Reusable handloom pad manufactures looking 
for better consumer segment should understand the 
personal factors which influences the ethical consumerism, 
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Although reusable pad adoption had created a lot of 
interest, its acceptance is still in its infancy and popularity. 
The current study has confirmed a positive effect of 
perceived obsolescence and a negative influence of 
consumer innovativeness on the reusable pad adoption 
intention of female consumers. In addition, the results also 
highlight the positive effect of past sustainable behavior and 
product awareness on reusable pad adoption. This study 
has punctuated how personal factors like Environmental 
consciousness, Price consciousness, Novelty-Style 
Consciousness; Consumer innovativeness can affect the 
reusable pad adoption intention. Profiling consumers 
based on personal factors would help marketers and 
retailers to customize marketing strategies to encourage 
greater adoption of reusable cloth pads. This study has few 
limitations. Firstly, women living in India were chosen which 
may limit the generalizability of the study. Future studies 
may examine across broader samples. Also other than 
personal factors, future studies can also include variables 
pertaining to social and ethical factors of reusable product 
adoption.
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Abstract

Indonesia is an archipelago made up of a diverse range 
of cultures and ethnicities as the islands spread across 
the Pacific Ocean. Indonesia was colonised for more than 
three centuries by Portugal, France, England, Netherlands, 
and Japan. In the colonisation process, there was an 
acculturation process through motifs, ornaments, and 
decorative regions. However, the effects of colonisation 
go deeper than the physical aspects. It also shapes the 
intangibles, such as locals’ mentalities towards their 
native culture. Traditional techniques practised by various 
communities in the region are often relegated to “craft” 
rather than “luxury”, diminishing the value they contribute 
to fashion products, thus creating a glass ceiling that 
impedes the growth of Indonesian design in the regional 
and global fashion industries.

This project reimagines how craft and design could exist 
in Indonesia, specifically East Java. We invite the viewer 
to imagine if the island were never colonised and how 
this would subsequently influence the fashion system 
at local and global levels. Building on critical themes of 
xenocentrism and decolonised thinking, this project 
speculates the outcomes of combining historical heritage 
with modern technological interventions through a 
design lens, to create an interactive and engaging digital 
experience. Aimed to be an accessible resource to 
educate and inspire the current generation, it contributes 
to decolonial fashion discourse in Southeast Asia.
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Introduction 
East Java is bounded by the province of Central Java to 
the west, the Java Sea to the north, the Indian Ocean to the 
south, and the Bali Strait to the east. It includes numerous 
surrounding islands, most notably Madura, as well as the 
Kangean and Masalembo island groups in the Java Sea. The 
capital is the coastal city of Surabaya, the second largest 
city in Indonesia and a major business and industrial centre. 
The majority of the population follows the religion of Islam, 
but other religions such as Christianity, Buddhism and 
Hinduism are present throughout the region. The history of 
East Java spans centuries, but this project will focus on its 
history from the Islamic era onwards. The spread of Islam 
dates back to around the 11th century, and developed to 
become the dominant religion in Java by the end of the 
16th century, surpassing Hinduism and Buddhism (Abdullah 
2018, p. 1157). The 16th century also marked the start of 
the colonial era, during which the main island of East Java 
was colonised by Portugal, Netherlands, France, England, 
and Japan. These successive periods of colonial rule had 
varying degrees of influence on Java, with the Dutch rule in 
the 18th and 19th centuries having a particularly significant 
impact on Indonesia. For instance, economic domination 
of the Dutch East Indies hampered the progress of local 
economies. In an interview with VICE Indonesia, historian 
Andi Achian explained that Surabaya at that time had 
“several signs of pre-industrial development” and “complex 
social systems comparable to Europe” (Wargadiredja 2018). 
Coastal cities such as Surabaya could have become more 
advanced had colonisation not occurred and taken control 
of trade activities.

Colonisation also had a lasting influence on dress in East 
Java. Dress, in this context, is defined as an assemblage 
of body modifications and supplements one displays in 
communicating with other people (Eicher & Roach-Higgins 
1993). During the colonial era, East Java experienced 
culture exchanges and subsequently acculturation. Batik, a 
traditional Javanese craft that is heavily present throughout 
cultural dress, evolved into a multicultural endeavour 
involving local and migrant communities in Java, including 
the Dutch, Arabs, Indians and Chinese (Lee 2014). Different 
varieties of batik, each with unique motifs and colours, 
have historically been used to symbolise the social status 
of wearers and the values they represented. Motifs such as 
parang rusak, a traditional batik pattern from Yogyakarta 
whose name translates to ‘defective big knife’, and trutum, a 
traditional Javanese batik typically depicted with small star-
like motifs on brown batik cloth, used to only be reserved 
for members of royalty, but colonists began wearing them 
for personal use. Janet Teowarang, Fashion Lecturer at 
Universitas Ciputra Surabaya, explained that during the 
Dutch rule, Dutch women wore the Indonesian kebaya 
and sarong made from batik cloth. European tastes started 
to influence the colours and motifs of batik motifs. Lucky 
Wijayanti, Textile Crafts Lecturer in the Jakarta Arts Institute, 
said that the blue-white combination of Delft pottery from 
the Netherlands influenced local batik making as well. For 
example, flower motifs called buketan, meaning bouquet of 
flowers, were derived from Western bouquets. By the end 
of the 18th century, three types of Javanese batik could be 

identified: batik for the royal courts, batik imitations of Indian 
trade cloths, and regional export markets. Silhouettes of 
Javanese clothing changed as well. In an interview with Sri 
Mastuti, Lecturer from the Department of History Education 
at Universitas Negeri Surabaya, she said that guards from 
the Keraton, or royal palace, used to wear gomboran, a 
three-quarter pants in jarik batik. However, after the 1800s, 
they started to wear skinny pants which resembled those 
worn by guards from Portugal and Spain.

The effects of colonisation are not just seen in physical 
aspects of dress but also in what they come to symbolise. A 
key identifier of Madurese dress is the red and white striped 
shirt that is usually worn underneath an oversized long-
sleeved black robe called pesa’an. The red and white stripes 
symbolise the strong fighting spirit that is associated with 
Madurese people. This could be a byproduct of colonial 
history — a way for indigenous communities to use dress as 
identity markers, to reflect values of bravery and resilience. 

By observing the current landscape of Javanese design, 
it can be said that traditional techniques practised by 
various communities in the region and their preserved 
heritage are not viewed with the same prestige as our 
Western counterparts. Often relegated to “craft” and not 
synonymous with luxury, there are opportunities to envision 
them in new ways that could shift existing perceptions of 
these crafts or dress items. This project aims to document 
the expression of East Javanese culture through dress in the 
postcolonial era and speculate how design and craft would 
look if the region had developed without colonisation. 
Presented as an interactive website that details the history, 
present perceptions and future speculations of selected 
dress objects through primary and secondary research, 
it seeks to be an accessible resource for educating and 
inspiring today’s youth, and contribute to decolonial fashion 
discourse in Southeast Asia. 

Literature Review
While the effect of colonisation remains predominantly an 
exploitation through force and sustained violence of the 
area of colonisation and the colonised area (Fanon 2001). 
Fanon (1963) claims there were instances during the colonial 
period when the colonisers opened up new outlets in the 
form of political parties, and intellectual and commercial 
elites. This gives way to the emergence of mixed culture 
and influencing the intangible within the native cultures 
experience. L.T. Smith (1999) defines decolonisation as “a 
process which engages with imperialism and colonialism 
at multiple levels”. Further, she added that colonialism and 
imperialism frames the indigenous experience. For many 
people, the past is viewed as history, which logically, is an 
unchanging story. For the trained historian, the past is never 
a settled narrative. It is always subject to reinterpretation 
and discovery of new materials. (Knapman 2020). The 
past, however, is also a series of individual and collective 
memories, which can be contradictory to each other, and 
reflect feelings that are handed down about the past. These 
memories reflect popular passions and dominate our 
collective historical understanding. How the people of the 
past have chosen to frame and remember their past then 
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Methodology

Date Team Involved Project Activities
11 May 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, Sayva 
Arrafi, Shannen 
Patricia, Clarice Ng, 
Nicolette Ow, Valina 
Sinka

Study of dress objects in Madura: 
(hats/headdresses, accessories, shirts, 
pants, shoes, weapons)
Thought processes behind each 
object
Social, cultural, economic, political, 
religious influences
Significance to Madurese culture and 
identity
Contacting academics and garment 
makers in East Java

17 May 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, Sayva 
Arrafi, Shannen 
Patricia, Clarice Ng, 
Nicolette Ow, Valina 
Sinka

Review of primary and secondary 
research
Planning of ground research trip to 
Madura

18 May 
2021

Andrian Firmansyah Visit to Madura
Interview with Mr. Akhmad Darus 
(Odheng maker) and video 
documentation

19 May 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, Sayva 
Arrafi, Shannen 
Patricia, Clarice Ng, 
Nicolette Ow, Valina 
Sinka

Review of footage and primary 
research
Establishing next steps

22-23 
May 
2021

Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah

Visit to Madura
Interview with locals and 
documentation of traditional 
Madurese dress

28 May 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, Sayva 
Arrafi, Shannen 
Patricia, Clarice Ng, 
Nicolette Ow, Valina 
Sinka

Review of footage
Object-based research workshop: 
Observation and Reflection stages

4 June 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, 
Shannen Patricia, 
Clarice Ng, 
Nicolette Ow, Valina 
Sinka

Object-based research workshop: 
Interpretation and Speculation stages

8 June 
2021

Charles Rezandi, 
Stefanus Andri Ilyas 
Liesan, Andrian 
Firmansyah, 
Shannen Patricia, 
Clarice Ng, 
Nicolette Ow, 
Valina Sinka, Nanda 
Handaru

Continuation of object speculation: 
Ideation of speculative design, 
materials and forms of dress objects

9 June 
2021

Andrian Firmansyah, 
Shannen Patricia, 
Nanda Handaru

Sketching of garments and 
accessories based on design 
references from previous meeting

Table 1: Documentation of the project team’s development of the project

affects how we remember our own past, and often not in 
the way intended by our forebears. (ibid). 

The creation of a postcolonial archive serves as a means 
to disrupt, dismantle and deconstruct existing colonial 
ideals and recover colonised voices. In Addressing Archival 
Silence on 19th Century Colonialism, Associate Professor of 
Postcolonial Literature at Stockton University Adeline Koh 
defines a postcolonial archive as one which “examines and 
questions the creation of imperialist ideology within the 
structure of the archive” and “aims to assemble a previously 
unrepresented collection of subaltern artifacts.” While 
embarking on this project, we found that East Javanese 
culture and dress has not been as well documented 
and archived compared to their Western counterparts. 
By creating a postcolonial archive, the oppressed or 
marginalised are able to represent themselves on their 
own terms. Archival scholar Bethany Nowviskie suggests 
that speculative collections that look to “imaginative, 
generative, alternate futures” can result in “archives that 
permit speculation and maybe not only demonstrate, but 
help to [realise] greater community agency in the context 
of shared cultural heritage.” This is echoed by archivist and 
academic Michelle Caswell, who wrote that the liberatory 
archive does not only “document a more diverse version 
of the past based on the identities of the present” but also 
“uncover[s] previously untold, ignored, or misinterpreted 
histories” so that “communities can imagine and reimagine 
different trajectories for the future” (2014). As such, this 
framework of a postcolonial archive is essential to the 
development of this project. Qualitative research methods such as interviews, object-

based research and material culture studies were 
employed. Table 1 illustrates how the project team carried 
out these methods over the development of the project. 
A total of nine interviews with garment makers, wearers 
and academics in the field of Javanese dress and culture 
were conducted. The objective of these interviews was 
to gain a deeper understanding of the different forms of 
dress objects, how they have evolved and their significance 
to East Javanese identity. An important criterion of this 
primary research process was to seek the perspectives 
of local indigenous communities, so as to ensure that 
decolonised thinking begins from indigenous communities 
rather than through a top-down approach. Archives created 
by the communities they represent enable “seeing the 
unseen” through their ground-up structure, giving a voice 
to the colonised to facilitate future change (Drake 2016). 
Accompanying the interviews are visual documentation 
of how traditional garments are made and worn by locals 
on the island of Madura. Next, an object-based research 
method was used to examine selected dress objects. They 
were analysed in three phases: observation, reflection and 
interpretation, as detailed by Ingrid E. Mida and Alexandra 
Kim in The Dress Detective. In the interpretation stage, a 
speculative design approach was used to visualise how the 
dress of East Java would look without colonisation. A more 
insular way of thinking was adopted, which places more 
weight on cultural influences of the Javanese themselves 
and how native skills and crafts could have propelled East 
Javanese design forward. Documentation of this process 
can be found in the enclosed appendix. These possibilities 
were explored with a more idealistic than pragmatic 
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A key finding from our primary research was that if East Java 
or Indonesia were never colonised, there is a high possibility 
that “Bangsa Indonesia”, or the nation of Indonesia would 
not even exist. This was pointed out during our interview 
with Mastuti. Colonisation awakened a sense of nationalism 
amongst Indonesians through the common shared history 
of Dutch colonisation. This brought people together with 
the common goal to rise against it. Without colonisation, 
the Indonesia we are familiar with today could instead 
be known as separate, independent countries, divided 
along ethnic, linguistic, or religious lines, each with a 
more advanced version of their dress and material culture. 
This line of thinking explains our outcomes of combining 
historical heritage with modern technological interventions 
through a design lens. Figure 1 shows a  screenshot of the 
homepage of the website, which introduces the project 
and allows audiences to learn about a series of dress items 
through three phases: its history, present perceptions and 
practices which include how it is made and worn, and 
lastly the future, which showcases our speculative design 
through original 3D models. A link has been provided to 
preview a sample of the website. A more extensive image 
documentation of Madurese residents wearing these items 
can also be found in the appendix.

Conclusion
As we understand the history and the influence of 
colonisation in the decorative arts, it is also important to 
provide alternative views so that it speculates and envisions 
the story of objects differently. Alternative futures could 
expand its horizon as it travels through Southeast Asia. 
Indonesia acts at the starting point of this project due 
to our heritage and the proximity; however, the project 
may continue to map out the entirety of Java island and 
eventually Southeast Asia.
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Appendix
Image Documentation of Madurese Residents Wearing 
Traditional Dress Items

Pesa’an and Gomboran (left) and Marlena Tebba (right) 
worn by villagers for daily wear.

Beskap Kocong (left), Beskap Chebbing (centre) and Sono’ 
with Genalan and Korong (right) worn by members of 
royalty in the palace.

Pesa’an Paccenan with Gombor (left) and Marlena Paccenan 
(right) worn by villagers for coastal activities.
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Documentation of Creative Process in Speculation Stage
Screenshot of brainstorming of East Javanese dress, conducted on Google Jamboard and guided by prompts.

Summary of 
key points 
from the 
brainstorm-
ing session.

Speculative sketches of Madurese dress

Ideation of how Madurese dress will look in the alternate 
future, referencing traditional Javanese motifs, material 
innovation trends, and contemporary designer influences.
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Abstract

Fashion education has recently experienced a surge in popularity, and as 
enrolment numbers increase, fashion colleges and universities find themselves 
competing for global recognition and the increased international student 
intake this reputation delivers (Mellery-Pratt & Amed, 2017). In considering 
the emergence of these new opportunities, understanding how to facilitate a 
shift in thinking is not only important when delivering content on sustainable 
fashion to emerging designers, it is also crucial in equipping them with the 
skills to prepare them for future positions within this transforming industry. 
This paper draws from existing PhD research to argue that encouraging the 
shift in paradigm necessary for the environmental conditions facing future 
fashion industries requires a fundamental reinterpretation of the teaching 
and learning models employed within tertiary studio contexts.
This study utilises a conceptual framework of transformative learning theory 
to analyse case study data gathered from world leading institutions in fashion 
education. An analysis of current literature indicates that transformative 
learning theory appears to be the main driver for change when delivering 
content regarding sustainability at a tertiary level within similar design 
disciplines such as architectural education. Data gathered from multiple 
methods for this research reveals a correlation between best teaching practice 
for education for sustainability and transformative teaching strategies. 
This study employs a mix-method approach to data collection and analysis; 
comprised of a literature review, semi-structured interviews, online surveys, 
and a comparative analysis of fashion design teaching methods. The research 
contributes to a greater understanding of contemporary education practice 
within fashion design through an analysis of discipline-specific application of 
transformative learning theory to fashion pedagogy.
In addition to identifying and analysing best-practice teaching for fashion 
sustainability, the findings of the project are geared towards equipping 
students and educators alike with the tools to critically reflect upon, and work 
towards, ethical and responsive possibilities for transformation in their own 
fashion teaching and learning experiences. This research brings together 
real-world examples from practitioners already operating within this new 
paradigm and applies the language of transformation to their methods 
for the first time. The result is exciting new perspectives and guidance for 
teaching sustainability in fashion, as well as key insights and understanding 
for how to practice this emerging brand of transformative fashion teaching. 
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Introduction
This paper draws from existing PhD research examining 
the scope for innovation present in fashion education; spe-
cifically, regarding the fashion educator’s role in enabling 
student designers to develop a more critical awareness of 
their place within the current fashion system. Sterling states, 
“within our current fashion industry we are faced with an 
unprecedented and huge learning challenge at every level, 
in which educational policy and practice need to play a piv-
otal role” (2016:212). The paper provides insights into three 
themes which are fundamental to a deeper understanding 
of the changing role of contemporary education practice 
within
fashion design: 

1. The student learning experience
2. Transformative teaching in sustainable fashion
3. A mutual learning journey

The broader research utilises a conceptual framework of 
transformative learning theory to analyse case study data 
gathered from world leading fashion programs to examine 
how international studio learning contexts are delivering 
fashion education for sustainability. A review of research 
literature illustrates that neither education theory (transfor-
mative learning theory) nor design theory (studio practice) 
has given adequate consideration to the advancement of 
appropriate learning and teaching methods to enable fash-
ion to respond to the social and environmental challenges 
of the future.

Literature Review

Literature on fashion education for sustainability is abun-
dant, as is research exploring the application of transforma-
tive learning theory in disciplines outside of fashion. What is 
yet to be addressed through current literature are the needs 
and issues pertaining to the advancement of learning and 
teaching practice specific to fashion design education. This 
research contributes to a greater understanding of contem-
porary education practice within fashion design through an 
analysis of discipline-specific application of transformative 
learning theory to fashion pedagogy. 

The current fashion industry has been built on a notion of 
progress that is tied to the consumption of material goods, 
“many of them shaped in garment form” (Fletcher & Tham, 
2015, p. 18). Over the last decade the fashion education 
sector has witnessed immense growth, with some institu-
tions experiencing “enrolment increases tripling student 
populations” (Mellery-Pratt & Amed, 2017, para. 2). Further, 
as social media continues to expose a once elusive indus-
try to the world, pursuing a fashion degree has become an 
increasingly popular option for those interested in a career 
in fashion.
Fashion education also makes an important contribution to 
issues associated with sustainability through informing de-
sign students of their responsibility for the greater life cy-
cle of the garments they create. Carolyn Strauss, founder of 
slowLab, notes that “introducing new contexts for fashion 
design to students, such as the effects of an environmental 

calamity on a particular community, can enable shifts and 
re-attunements in fashion awareness, sensibilities and skill-
sets, from personal curiosity or career concerns towards 
self-preservation and community well-being” (Strauss, 
2015, p. 54).

The challenge with sustainable design education lies with 
the means by which the industry could shift sustainable de-
sign thinking into main- stream design thinking (Richardson 
et al. 2005). In a report titled ‘Fashioning Sustainability’, UK 
based non-profit organization Forum for the Future lists 
eight issues that require urgent attention in the clothing 
supply chain to alleviate the negative impact that the fash-
ion production cycle currently has on the planet. What is 
absent in this discussion is how educating the designers of 
tomorrow enables them to find their footing when it comes 
to their eventual decisions as practitioners. In Williams’s 
opinion, education is perhaps the most important place in 
which possibility can be “guided and developed into the 
change that we need in the world” (Phelan, 2013, para. 6). 

Donella Meadows describes the idea of transformation as 
situated in the space of mastery over paradigms (Meadows, 
1997). Transformation occurs when we experience a “shift 
in the way we view the world and its systems in order to cor-
rect our course” (Meadows, 2012, p. xi). Shift in perspective 
afford us the ability to move beyond patterns of thought 
established over many years of cognitive development. In 
1996 Meadows founded the Donella Meadows Institute 
in the United States, with the mission to bring economic, 
social, and environmental systems “into closer harmony 
with the realities of a finite planet . . . [and the human race]” 
(Nina, 2016, para. 1). Collaborative learning is an important 
component of the educational approaches that underpin 
transformative learning experiences; which helps students 
to associate real-life scenarios with their learning, and thus 
critically reflect upon and visualize the actual repercussions 
of their choices. 

Transformative learning theorists Edward Taylor & Patricia 
Cranton (2012) argue that while a person’s understanding 
of transformative learning may differ depending on their 
context or situation, the outcome is the same: “a deep 
shift in perspective” (p. 3). Consequently, this shift opens 
us up to “better-justified” perspectives (Mezirow, 1978). In 
contrast to Mezirow (2009), who describes the process of 
transformation in learning as “transforming existing ways of 
thinking and doing” (p.101), Meadows’ definition alludes to 
a focus on the future rather than looking to the changing of 
past behaviours. Fashion educators are required to equip 
students with the ability to critically reflect on the implica-
tions of their personal design practice methods and en-
courage them to align these methods with a set of personal 
values.

Methodology 
This research employs a mix-method approach to data 
collection and analysis; comprising a literature review, 
semi-structured interviews with leading fashion educators, 
online student surveys, and a comparative analysis of 
fashion design teaching methods. Kate Fletcher’s Local 
Wisdom Project, established in 2009, provided a scope 
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to study the growing field of design for sustainability and 
to identify courses with similar objectives1. The concept 
of Craft of Use was used to select the fashion programs 
used within the comparative analysis component of the 
supporting research project.

The Local Wisdom Project (LWP) explores the concept of 
the Craft of Use by examining emotional relationships be-
tween garments and their owners, and in doing so, offers 
a new vision for fashion that extends beyond perpetual 
buying and selling (CCA, 2012). In total, seven universities 
contributed to collecting these stories and images in suc-
cessive events or symposia as a part of the LWP Interna-
tional Network across nine different countries including: UK 
(2009, 2012, 2013), USA (2011, 2012), Canada (2012, 2013), 
Denmark (2012), Australia (2013) and New Zealand (2013)2. 
 

As a result of their participation in the LWP, four univer-
sities were selected for analysis within this research3. 
Each of these universities are home to fashion educators who 
have designed and delivered studio courses built around the 
central concepts expressed through Fletcher’s Craft of Use4. 
Through their participation it became clear that the 
fashion educators at the selected universities were 
open to challenging their current methods for in-
tegrating sustainability content into their courses5. 

The design and structure of the interviews encouraged an 
open style of discussion on key issues. Through compar-
ative study, coding and mapping processes, the promi-
nence and importance of the central themes discussed in 
this paper became clearer. The project’s diverse approach 
to methodology has significantly contributed to the depth 
in analysis and the quality of findings, allowing for richer 
data to emerge than if it relied solely on the interviews or 
surveys.

1Founder of the Local Wisdom Project, and Professor of Sustainability, Design and 
Fashion at the Centre for Sustainable Fashion.

2Germany, Ireland and Norway also participated in the Local Wisdom International 
Network running Festival events not connected to a specific university course and 
are therefore not included here. These dates were acquired from the Local Wisdom 
website (www.localwisdom.info)

3London College of Fashion, California College of Arts, Massey University and 
Kolding Design School

4 The Craft of Use concept provided a novel way for researchers to engage with 
design for sustainability and in doing so, offered the same opportunity to teachers 
interested in innovating their courses. The important aspect of viewing sustainable 
design through the lens of Use has been to understand that emerging designers 
would benefit from this knowledge during their undergraduate learning journey.
 
5Institution: London College of Fashion / Centre for Sustainable Fashion Studio 
Project/  
Course name: Nike Making Project  
Interview participant/s: Renee Cuoco, Nina Stevenson, Dilys Williams 

Institution: Massey University Studio Project/  
Course name: Fashion Activism: Space Between China  
Interview participant: Jennifer Whitty  

Institution: California College of the Arts Studio Project/  
Course name: Ecology of Clothing  
Interview participant: Lynda Grose  

Institution: Kolding Design School Studio Project/  
Course name: Design for Change  
Interview participant/s: Anne-Louise Bang, Nadine Möllenkamp  

Findings and Analysis 

The three themes discussed within this paper that emerged 
from the broader research project can be linked to strate-
gies for transformative teaching outlined by Carol Kasworm 
and Tuere Bowles (2012) in their Fostering Transformative 
Learning in Higher Education Settings (2012). These strate-
gies provide a means by which to understand how both ed-
ucators and learners can work together to promote trans-
formative learning in certain situations.

It is important to note that while these strategies provide 
educators with a clear understanding as to how transforma-
tive teaching and learning can be translated into strategies 
in the classroom, there is an important caveat to emphasise. 
Mezirow (1991) states, and this research reiterates, there 
are no strategies that can guarantee transformative learn-
ing will occur in a given context. 

The five environmental, instructional and individual strate-
gies to Fostering Transformational Learning in Higher Edu-
cation Settings as outlined by Kasworm and Bowles (2012) 
have been summarised below;

1. Development of Self Reflection based on learners’ 
openness to self-exploration,

a. The development of self-reflection in a 
learner can be encouraged through the 
inclusion of writing and design journals, a 
space where learners have the opportuni-
ty to develop through reflective practice 
(Kasworm & Bowles, 2012). In addition, dis-
cussions that allow for students to experi-
ence sharing their opinions and actions in 
a group context helps learners develop an 
openness to self-exploration.  

2. Strategies for Critical Reflection,
a. Strategies for critical reflection employed 

within a fashion education context could 
include class-led discussions about what 
the role of the future fashion designer, 
reflective activities such as essay writing, or 
design journal annotation. Collaborative 
activities through discussion-based group 
work or design team problem-solving 
support students to understand how they 
work with others and promote the practice 
of critical reflection. 

3. Encouraging a Supportive Social Environment,
a. Given that learners engaged in transforma-

tive learning are ‘open to change’ and thus 
emotionally and intellectually vulnerable, 
there is importance in creating the kind of 
environment that encourages the learner 
to consider and examine differing per-
spectives through listening carefully. The 
leader, mentor,
facilitator, or instructor is key to guiding 
this learning. 

4. Use of Arts, Literature, Film and Drama as Tools for 
Transformational Learning and

a. This strategy is aimed at improving aware-
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ness of context, allowing learners to 
engage in visual and other creative media 
to express their experiences. Students are 
encouraged to keep design journals as 
a method for documenting their journey 
throughout the course, and these journals 
act as a creative outlet for the students 
to express themselves in their own way, 
encouraging constant
reflection throughout the process. 

5. Holistic, Affective & Spiritual Processes
a. This approach challenges the often over-

ly rational perspective that we apply to 
higher education, focusing instead on the 
non-cognitive and in some cases emo-
tional aspects of transformative learning 
(Kasworm & Bowles, 2012). The strategies 
for teaching directed at the non-cognitive 
aspects of transformative learning target 
“empathetic connections, imagery and 
contemplative practices, as well as forms 
of culturally responsive teaching strate-
gies” (Taylor & Cranton, 2012 citing Len-
nox, 2005; Tisdell & Tollliver, 2009; Yorks & 
Kasl, 2006, p. 394).

The above strategies place importance on creating reflec-
tive, self-critical learners who are encouraged to question 
what, how and why they learn (Mintz; Steinberg & Kinch-
eloe, 1998; Slavich & Zimbardo, 2012; Mezirow, 1996). This 
research identified that these strategies are present in the 
delivery of the courses selected for analysis, confirming that 
these educators were engaging with transformative teach-
ing strategies when delivering education for sustainability.

1. The Student Learning Experience
Creating a safe and trusting environment to cater for the di-
versity of needs presented by each learner is the paramount 
responsibility of the educator. Kidron et al. (2019) draw on 
Dewey’s (1916) Democracy and Education to consider the 
benefits of learning communities based on free expression 
and stress the importance of setting up a safe environment 
(p. 741). From the outset the educator should make explicit 
the role they intend to play through the process, to manage 
student expectations and develop an understanding of the 
student’s role in their own journey.

A student’s participation in their own learning process 
should not be passive; where they simply listen, take notes, 
and attempt to absorb information they are fed by a teach-
er. A discussion of active learner participation needs to 
recognise the continued relevance and current application 
of Paulo Freire’s (1968) work on critical pedagogy. In their 
paper ‘Transformative Learning: From Theory to Practice’ 
(2019) Landry-Meyer et al. discuss how using the meth-
od and practice of teaching adult learners (andragogy) 
to guide pedagogy, helps learners to take control of their 
learning process. 

Students look to their teacher as a leader; and the effective 
transfer of the specialist knowledge that teachers are the 
keepers of can only take place through a genuine dialogue 
between teachers and learner. The co-creation of knowl-
edge is one that Paulo Freire has often discussed, opposing 
the model for education that sees students as empty vessels 

in need of filling with knowledge. Through actively involving 
students in the teaching and learning process, Landry-Mey-
er et al. discuss how the view of co-creation of knowledge 
has contributed to the critical pedagogy movement found-
ed by Freire, a movement concerned with the activation of 
learners in the building of their own knowledge, wherein 
“education becomes an act of cognition rather than a trans-
mittal of knowledge” (Landry-Meyer, 2019, p. 1). Invested 
engagement from a class leader facilitates the active par-
ticipation from students, and educators should be encour-
aged to develop a style which incorporates these ideas and 
practices.

The broader PhD project found significant scope to consol-
idate the integration of student feedback into curriculum 
design. Many of the educators interviewed commented on 
assessments that had been made in regard to the projects 
they designed and delivered, though it was not clear how 
each of these projects had been improved by formal mech-
anisms for assessing student outcomes. Examining these vi-
tal insights into the learner’s experience within professional 
development contexts such as observation, peer collabo-
ration and research, facilitates the advancement of fashion 
teaching practice.
Considerations of student agency and feedback in course 
design have important implications for a key component 
of transformative learning theory; the assumed value in dy-
namic learning environments. Whilst there are document-
ed benefits associated with the practice of transformative 
learning theory, including the positive impact that diversi-
ty in environment can have on student comprehension, it 
could be argued that questions remain about the level of 
inclusivity this practice involves.

Participation in each of the courses selected for analysis re-
quired flexibility on behalf of the learner as each learning 
environment varied; in some cases involving international 
travel, and in others a variety of local field trips. When inter-
viewed by the author, educator Anne Louise Bang shares 
her observation on this, noting that “we move rooms a lot, 
which sometimes students find irritating” (Bang, 2016, Inter-
view). Without adequate consultation with students about 
dynamic learning, in design, delivery and evaluation, it is 
impossible to know what is best for each student.

1.1 Agency, vulnerability, and values

Figure 1: Illustrating the relationship between Agency, Vulnerability and Values 

In the figure above (Figure 1) ‘agency’ refers to both the 
student and educator experience in the classroom and indi-
cates how their ‘capacity to act’ as individuals is stimulated 
by an environment that acknowledges the importance of 
sharing ‘values’. It is important for the student and educa-
tor to embrace their ‘vulnerability’ through the facilitation 
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of honest and open communication. This process, whereby 
openness and honesty allow participants to identify and ac-
knowledge their shared values, ideally results in an experi-
ence of empowerment for both parties.

2. Transformative Teaching in Sustainable Fashion 

A critical finding of this research concerns how practi-
tioner-teachers identify with their roles. Of seven interview 
participants across the four universities included in the 
supporting research, only two identified explicitly as edu-
cators when asked to define their roles. The remaining five 
interviewees chose terms such as: designer, researcher, 
practitioner, teaching into the field of fashion. This raises 
important questions about how these fashion educators 
conceive of their position in the classroom.

Perhaps a disassociation from their identity as educators 
enabled a sense of liberation from traditional teaching 
models that is significant to the way these teachers com-
municate their knowledge. While the designer/researcher/
practitioner may consider this an advantage to developing 
potentially transformative strategies, it could equally be in-
terpreted as a form of isolation and an approach less in-
formed by pedagogical theory. This is an important consid-
eration, in that although transformative teaching strategies 
can beneficially impact on student learning experiences, it 
is important to add that not all students will necessarily en-
gage with these methods enthusiastically.

Student survey participants were asked to discuss how 
they felt about sustainability in fashion after complet-
ing their courses, from which a small number of students 
noted that their learning left them feeling helpless and, 
in some cases, unable to identify how they could contrib-
ute to change. In order to prepare for the likelihood that 
there will be some students who feel overwhelmed at the 
completion of a fashion and sustainability course, edu-
cators should allow for the implementation of robust de-
briefing sessions throughout the duration of the course. 

The literature on transformative learning also discusses 
feelings of despondency that can be experienced by ed-
ucators. Without the proper tools to comprehensively 
support learners through a well-rounded transformative 
learning experience, educators can feel discouraged and 
revert to old ways of teaching when they meet with resis-
tance (Mezirow cited by Gravett, 2004, p. 268). There is in-
deed a balance to be struck between an educator freedom 
which enables experimentation, and the implementation 
of appropriate practices to maximise student outcomes. 
The series of conceptual diagrams discussed below seek 
to illustrate structures and mechanisms which may help to 
bring transformative learning to life in a fashion education 
context. 

2.1 The governance context

The teachers interviewed noted that in regard to how the 
governing entities such as schools, institutes and universi-
ties regulate curriculum development, the level of freedom 
they experienced aided in encouraging them to embrace 
a sense of confidence and interest in experimentation with 
student engagement. A key observation was that educators 

need to be provided with creative space to allow for the de-
velopment of their ideas, particularly in the interactive pro-
cess of applying them within the classroom (Williams, 2016, 
Interview). Conversely, it also illuminates how the restriction 
of time, resources and support may hamper the develop-
ment of innovative teaching methods that align with new 
theoretical perspectives.

Figure 2: Illustrating the governance context6

As captured above (Figure 2) ‘space for growth / expe-
rience’ identifies the scope for transformation and devel-
opment in the learning journey that is a consequence of 
empowerment. This is a space that is fostered through the 
mutual learning exchange between educator and student, 
an exchange that relies on both vulnerability to change and 
identification of personal values through communication 
and collaboration. The development of these environments 
that empower both learners and educators is aided through 
the cooperation and accommodation of their governing in-
stitutions.

2.2 The social and cultural context

Figure 3: Illustrating the Social and Cultural Context7

The second group of ideas outlined in the Figure 3 concern 
the relationship with the ‘social and cultural context.’ The 
role of this context is informed by teaching practice that ‘an-
chors learning in reality’. This relationship has been illustrat-
ed by the educators interviewed who emphasised the value 
of basing their teachings on real world interaction. Some 
examples of teaching practice provided by the interviewed 
educators included:
1. Taking students on field trips to meet manufacturers or 

suppliers,
2. Engaging students in culturally immersive activities 

through travel and collaboration with foreign schools,
3. Cultivating discussions between students and key in-

dustry stakeholders,
6Figure 2 was created as part of the PhD research to illustrate the important way that 
the governance context affects the educator’s experience of education design and 
implementation. From The New Look: Transforming Sustainable Fashion Education 
(p. 125-135), by K. Sala, 2020. RMIT. Reprinted by author.

7From The New Look: Transforming Sustainable Fashion Education (p. 125-135), by 
K. Sala, 2020. RMIT. Reprinted by author.
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4. Creating environmental experiences which enact col-

laborative cross-disciplinary practices.

Lanford (2020) has discussed the importance of nurtur-
ing environments that promote dialogue and professional 
growth when building long-term global higher education 
partnerships. The significance of such environments is clear-
ly evident in this research. Primarily, the process of forming 
the relationship must be beneficial to the interests of all par-
ties, however, those involved should also be prepared to 
challenge the assumptions and perspectives of others. and 
be challenged in return. These objectives require special-
ised communication skills on behalf of educators. 

2.3 Evaluating transformative teaching practice

Throughout the interviews conducted for this research, it 
became clear that the educators favoured the use of very 
similar teaching methods. What was not as clear was how 
the educators interviewed evaluated the effectiveness of 
their courses in shifting student thinking about fashion prac-
tice. Without informed methods to measure the success of 
the project and promote discussion and comparison with 
other teachers within the field, claims for effective change 
can be premature.

In their chapter ‘Evaluating Transformative Learning’, Patri-
cia Cranton and Chad Hoggan (2012) note that “literature 
is oddly silent on the issue of evaluation of transformative 
learning” (p. 527). For this reason, Cranton and Hoggan 
present a brief overview of methods for evaluating trans-
formative learning which include: self-evaluation, inter-
views, narratives, observations, surveys, checklists, journals, 
metaphor analysis, conceptual mapping and arts-based 
techniques (p. 524-527). The intention behind Cranton and 
Hoggan’s overview is to bring attention to the need to re-
flect on how and when educators can and should evaluate 
transformative learning (p. 532).

Without the use of appropriate methods for evaluation, ed-
ucators can only make their own assumptions about wheth-
er or not the needs of learners are being met, whether a shift 
in perspective has occurred, or whether prior experiences 
of their learners have been sufficiently acknowledged. The 
research methods adopted here — conducting retrospec-
tive interviews with participants about their experiences 
and identifying resulting themes that relate to the transfor-
mative process — provides an example of the potential for 
comparing teaching practices within fashion sustainability 
to identify the potential for transformative experiences. An 
important point to consider in creating an evaluation meth-
od is that a clear understanding of the characteristics of 
transformative learning is needed from the outset.

The only way to truly gauge the effectiveness and success of 
the project would be to develop a longitudinal study com-
prising a series of feedback sessions, including one planned 
for a few years after the students had exited the program, to 
determine whether student perspectives had shifted radi-
cally enough to positively impact the future course of their 
fashion practice. In Figure 4 below, it is outlined that the 
space for growth within these courses is also the area of 
success measurement, and it is here that the challenge of 
understanding what successful learning experiences aris-
ing from innovative teaching practice is to be found.

Figure 4 : Illustrating Success Measurement8 

3. A shared narrative: a mutual learning journey

All educators interviewed for this research noted that they 
see themselves as learning in partnership with their stu-
dents, a perspective that transformative learning theory en-
courages. Whether this is an intentional strategy adopted 
from the outset is hard to gauge from the interview data. 
What has been made clear is that these educators under-
stand that more can be gained by making themselves open 
to learning from, and alongside, their students. However, 
Dilys Williams raises the additional point that favouring mu-
tual learning can lead to disappointment for some students 
who prefer a learner-centred approach (Williams 2016, In-
terview).

There will be students who prefer teacher-centred learning 
and feel more comfortable in a more passive role. For these 
students, it is important to communicate, at the start of the 
course, how mutually enhanced learning and teaching can 
be beneficial and what they might hope to achieve from this 
educational environment. However, encouraging students 
to engage with practice they may initially dislike, assuming 
that they may have generated good results in other circum-
stances, does call into question the extent to which educa-
tors consider student agency. Again, this relates to the im-
portance of managing student expectations of the teaching 
and learning experience that the educator has envisioned 
for them, and consulting with learners prior to designing 
the course structure.

Teachers must also be willing to learn from students. As-
sumed knowledge about what educators understand to 
be in the best interests of students may not align with best 
teaching practice and even lead to a disconnection be-
tween teacher and students. Faerm (2015) states that the 
awareness gained from undergraduate students helps 
to “inform faculty, program directors and institutions [on] 
how to best evolve and deliver fashion design education” 
(p.198). This partial surrender of authority opens them to 
the possibility of facilitating a transformative experience by 
acknowledging that learning is not an experience unique to 
the student. This is not to say that the educator cannot facil-
itate and mentor the journey for the student, though there 
appear to be clear benefits in re-examining the way educa-
tors frequently see their role within the classroom.

A reassessment of the methods currently used to measure a 
course’s success and their inability to effectively gauge out-
comes from education for sustainability should become a 
priority for the discipline. Current methods of data analysis 
for student feedback within universities favour the evalu-
ation of acute change, whereas the implications of trans-
formative teaching tend to accumulate over a far longer 
period. A method for evaluating the transformative learn-
8Figure taken from ‘The New Look: Transforming Sustainable Fashion Education (p. 
125-135), by K. Sala, 2020. RMIT.’ Reprinted by author.
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ing experience is needed to provide educators with knowl-
edge that might motivate them to consider employing such 
strategies in their own teaching practice.

3.1 Collaboration – communication – challenge

The below Figure 5 illustrates how in addition to prioritising 
communication skills in the learning experience, anchoring 
learning in reality helps to engage students in collabora-
tive activities; forcing them to problem solve, communicate, 
and create alongside others. Collaboration, combined with 
effective communication skills, helps students to embrace 
the challenges associated with working with others, includ-
ing the need to accommodate diverse perspectives.

Figure 5: Illustrating Collaboration, Communication and Challenge9

Making sure that students are challenged is an important 
element in the transformative learning journey, used most 
impactfully when a challenge respectfully engages stu-
dents in providing them the opportunity to fully express 
themselves. Challenge in this context also helps students 
to decide which values are important to foster and express 
through their practice, and which have instead been en-
trenched through questionable cultural or social influenc-
es. The comparative analysis results indicate that through 
engaging students in activities that anchor learning in re-
ality, issues such as sustainability in fashion become more 
valuable to them. This form of engagement also creates a 
space in which fashion education itself can be transformed.

Conclusion
The research has generated several important conclusions 
which could have significant implications for the future of 
fashion education practice. Most notably in the context 
of this paper, is that while transformative education expe-
riences obviously require a willingness on the part of the 
learner, the overall success of such processes are in fact 
fundamentally dependent on an openness to change from 
the educator. The successful construction and navigation of 
these unique learning environments requires the educator 
to boldly integrate their own personal experiences and re-
flect upon their own approach and practices. This project 
thus advocates for the development of a shared narrative 
in fashion education, rather than the teacher or learner cen-
tred dialogues which have traditionally been favoured in 
tertiary education.

Educators could benefit greatly from considering the learn-
ing experience of students, particularly when contemplat-
ing course design structure and assessment. Furthermore, 
the importance of the role of students, in terms of the expe-
rience and knowledge they can provide the educator, can 
also be applied to the relationship between the educator 
9 From The New Look: Transforming Sustainable Fashion Education (p. 125-135), by 
K. Sala, 2020. RMIT. Reprinted by author.

and their peers. Both the student/educator and the educa-
tor/educator relationships should be leveraged to enhance 
the learning experience for all, reiterating the point that the 
learning journey is not an experience that is unique to the 
student.

This paper identifies the extent to which a range of transfor-
mative learning and teaching methods play an important 
role in shaping, sharing and shifting student and educa-
tor perspectives on issues of sustainability in fashion. The 
re-evaluation of current fashion pedagogy supports a case 
for the need to advance common approaches to fashion 
teaching practice, from an internal facing, localised exer-
cise to a global, external and collaborative endeavour. This 
research brings together real-world examples from practi-
tioners already operating within this new paradigm and ap-
plies the language of transformation to their methods for 
the first time, offering new perspectives and guidance for 
teaching sustainability in fashion. The project has also cre-
ated a platform for deeper and broader collaboration be-
tween educators who are passionate about implementing 
ideas from this emerging brand of transformative fashion 
teaching.
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Abstract

Under pressure from their diverse global audiences, mainstream 
fashion brands, as well as independent ones, are taking steps to 
embrace inclusive, antiracist and anti-colonialist business practices. 
The fashion industry’s incorporation of these decolonial practices 
mirrors similar changes taking place at leading fashion education 
institutions around the world. Thus, there seems to be a consensus 
that decolonizing the discipline of fashion studies is a pressing task 
that impacts society at large. But how can fashion studies dismantle 
Eurocentrism, white supremacy, and colonialism if the theoretical and 
epistemological foundations of the discipline are Eurocentric, white 
supremacist, and colonialist? Considering this dilemma, the paper’s 
central argument is that to decolonize fashion the only sensible 
option would be to reclaim the discipline from its Western-biased, 
Eurocentric theories, histories, and intellectual tendencies. Through 
a Critical Discourse Analysis of the dominant theoretical approaches 
in fashion studies, the paper demonstrates that these hegemonic 
Eurocentric theories, although widely recognized and favored by 
many scholars, exclude a diversity of dressed body and fashion 
practices, symbolisms, and epistemologies. Most importantly, the 
paper presents Social Practice Fashion as an alternative theoretical 
approach to the paradigms preventing fashion from fully fulfilling 
its inclusive and decolonizing potentials. The Social Practice 
Fashion theory is based on the understanding that fashion is a 
social phenomenon practiced by all human cultures throughout our 
history in this planet. Thus, the paper concludes that this theoretical 
framework is better positioned to counter the colonial roots of the 
hegemonic methods, practices, and paradigms of both, the fashion 
industry, and the scholarly discipline of fashion studies.
* X University signals my support for Indigenous and non-Indigenous students and faculty advocating for the change 
of our university name. The current name, Ryerson University celebrates Egerton Ryerson, one of the architects of the 
Indigenous Residential School system in Canada.
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Introduction
Most contemporary fashion scholars would agree that 
efforts to decolonize fashion are crucially urgent steps for 
our discipline (Puga, 2018; Slade, 2020; Niessen, 2020).  
Such efforts are driven by a worldwide acknowledgement 
that gender, racial and cultural biases continue to pervade 
the fashion industry and fashion studies alike (Dirks, 1992; 
Plous and Neptune, 1997; Hansen, 2004).  However, for 
fashion to evolve into a practice and scholarly discipline that 
truly exhibits socially progressive decolonial fundaments 
such as equity, diversity, and ethical principles, it first needs 
to challenge its elitist, colonialist, and white supremacist 
theoretical foundation.  Social Practice Fashion is a theory 
positioned to achieve exactly that; to counter the hegemony 
of Euro-centric and colonial theoretical frameworks still 
prevalent in fashion studies. 

The immense theoretical contributions of white intellectuals 
of European descent such as Georg Simmel, Roland 
Barthes, Michel Foucault, Jean Baudrillard, Pierre Bourdieu 
and Jacques Derrida loom large for the discipline of fashion 
studies (Wilson, 2003; Barnard, 2020). Perhaps part of 
fashion’s pervasive exclusionary theoretical posture can be 
blamed to the lack of diversity within the ranks of influential 
fashion scholars (Jensen, 2013).  After all, the writings, and 
theories of mostly male and white thinkers of European 
background, have cemented the current, all-pervasive 
disciplinary conventions such as that fashion is a product 
of Western Modernity (Wilson, 2003; Barnard 2020).  Their 
hegemonic foundational theoretical approaches and 
perspectives are preventing fashion from becoming a 
genuinely equitable, diverse, and inclusive field of study 
and practice. As long as both, the fashion industry and the 
field of fashion studies continues caught on this and other 
colonialist myths (Kawamura, 2018), true lasting progressive 
changes in fashion cannot happen, nor can take hold.  

By contrast, the Social Practice Fashion theory recognizes 
that fashion is a phenomenon practiced by all human 
societies throughout their respective histories (Jensen, 
2013; Craik, 2020).  This decolonial theoretical perspective is 
inclusive and equitable because it hinges on the intrinsically 
social character of fashion (Kawamura, 2018; Thornquist, 
2018) while simultaneously decouples the discipline from 
its perceived Eurocentric origins and its limiting object-
centered1 nature (Craik, 2020).  Furthermore, the Social 
Practice Fashion theoretical framework revolves around 
fashion’s capacities to foster the betterment of society 
(Navarro, 2014; Navarro Delgado 2018).  As a result, this 
theoretical lens necessarily encompasses and celebrates 
the developments, histories, and inputs to fashion by all 
cultures throughout different historical periods (Craik, 2020), 
including the contributions by Indigenous, Non-Western, 
and otherwise ignored, marginalized, discriminated, or 
colonialized societies and traditions.  

This paper employs a Critical Discourse Analysis (CDA) 
1 For decolonial fashion scholars, Eurocentrism and object-centredness constitute a 
dualistic correlation to white supremacy and private property. If fashion is a specific 
form of material culture (as in certain objects but not others) they can be owned. 
Such ownership guarantees power, not only economic but also symbolic power, to 
people of European descent. 

method (Fairclough, 2001) to examine hegemonic 
theoretical approaches to fashion studies. The results from 
conducting this critical analysis support the arguments 
that; fashion’s dominant theories are intrinsically white 
supremacist and colonialist and that by implementing a 
Social Practice Fashion, the study of fashion can finally 
be inclusive of a broader variety of fashion practices, 
symbolisms, and epistemologies. In other words, this paper 
contends that, in contrast to well cemented but ultimately 
biased theories, a Social Practice Fashion theoretical 
perspective is better positioned to incorporate the variety of 
fashion experiences and knowledges autochthonous to this 
planet.  As well, the paper demonstrates that understanding 
the discipline of fashion from a Social Practice frame of 
reference (Thornquist, 2018), has monumental implications 
to scholars, practitioners, business leaders and educators 
alike (Navarro Delgado, 2018). Specially for those who are 
invested in making fashion into a more inclusive and socially 
just discipline and practice. 

Decolonizing Fashion
The decolonization of fashion seems to be well on its way 
(Cheang and Suterwalla, 2020). Due to pressure from their 
diverse audiences, many mainstream fashion brands, as well 
as new independent ones, are taking steps to counter all-
too-pervasive Eurocentric and white supremacist business 
practices (Parkins and Sanders, 2020). This industry-
wide shift can be interpreted as either a response to or a 
mirroring of decolonizing initiatives taking place at leading 
fashion schools in North America (Lisk, 2021) and beyond. 
In fact, there seems to be an almost unanimous agreement 
among fashion scholars that decolonization constitute a 
disciplinary priority (Puga, 2018; Slade, 2020; Niessen, 
2020). Furthermore, decolonizing efforts by the fashion 
industry and by leading fashion schools are linked to a 
global reconning with the harms resulting from systemic 
sexism, racism and other discriminatory biases that pervade 
mainstream culture (Dirks, 1992; Plous and Neptune, 1997; 
Hansen, 2004). It is not surprising then that there is a growing 
widespread acknowledgement that exclusionary practices 
linked to Eurocentrism, colonialism and white supremacy 
are not good for business anymore, nor for the study of 
fashion either (Cheang and Suterwalla, 2020). Nevertheless, 
the actionable implementation of decolonial principles 
such as equity, inclusion, and sustainability are hindered 
by elitist, colonialist and Euro-Centric perspectives deeply 
entrenched in both the contemporary fashion industry and 
fashion studies (Niessen, 2020; Cheang and Suterwalla, 
2020).  

The public’s push for mainstream fashion to relinquish their 
colonialist, Eurocentric and white supremacist practices is 
exemplary illustrated by the implosion of iconic apparel 
and beauty brand Victoria’s Secret (Feng, 2019). Once a 
successful global brand with a solid market share (Chang, 
2004; Robson, 2018), Victoria’s Secret’s undoing can be 
pinpointed to its inability to shift towards the inclusion of 
the diverse bodies, identities and lived experiences its 
global audiences demanded (Robson, 2018; Feng, 2019). 
For example, Victoria’s Secret’s management insisted on 
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promoting a predominantly white, most definitely skinny, 
and cis-gender ideal of beauty despite an increasingly 
pro-diversity and pro-inclusion global cultural environment 
(Feng, 2019), and ignoring the fact that people of color 
constitute most of the planet’s population. 

But the core issue here is that in its market positioning, 
aesthetic approaches and business decisions, Victoria’s 
Secret epitomizes the tenets of colonialism. The brand’s 
global presence and its intellectual and aesthetic monopoly 
within this segment of consumer goods (Chang, 2004; Ling, 
2014) reproduce the hegemonic political and economic 
principles historically espoused by colonial powers. 
Meanwhile, Victoria’s Secret commitment to an objectifying 
idealization of the female body through a white male gaze 
(Feng, 2019) replicates the misogynist and racist paradigms 
of social and racial interrelations under a colonial system. 
Lastly, the brand’s reliance on cheap outsourced labour from 
developing countries and disregard for the environmental 
consequences of its production and retail chains (Robson, 
2018) parallels the exploitative, asymmetrical power 
relations between colonial powers and their colonies. 
Ultimately, Victoria’s Secret market gap has been occupied 
by smaller and independent brands which either pivoted 
towards social and environmental justice or started off 
based on those anti-colonial principles (Robson, 2018; 
Feng, 2019). 

One could argue that by embracing decolonial values as 
a discourse, the fashion industry is responding to changes 
taking place in fashion education (Cheang and Suterwalla, 
2020). After all, several fashion programs in the US, Canada 
and Europe have integrated sustainability, diversity, equity 
and inclusion into their curricula and academic cultures 
(Barry, 2020). For example, The School of Fashion at Parsons, 
one of the top-ranked programs in the US, promises 
potential students and education that “…weaves project-
based methodology with social justice and environmental 
sustainability” (The New School Parsons Fashion, 2021). On 
the other side of the Atlantic, AMFI, which is one of Europe’s 
leading fashion programs is more nuanced in declaring that 
they “… embrace diversity and inclusiveness. We provide a 
respectful environment for all our students; this lies within 
our ambition and vision to educate a diverse community of 
game-changers” (AMFI).  On the bolder spectrum of fashion 
education championing decolonization, we have the School 
of Fashion, X University*, one of the top programs in Canada 
(School of Fashion). In their website, they assert that the 
program’s vision is about “…how to decolonize the fashion 
industry and foster Indigenous fashion resurgence, how to 
support transgender and non-binary fashion collections, 
as well as what impact we want our work to have on the 
fashion industry and the world today, tomorrow and for the 
next seven generations” (School of Fashion). 

The purported transformation towards a decolonial fashion 
education is in no small part sustained by an exponential 
increase in scholarship on related topics by researchers 
who are often affiliated to these leading higher education 
institutions. Among these scholarly communities, there 
appears to be a consensus that decolonizing the discipline 
of fashion studies is a pressing task (Puga, 2018; Slade, 2020; 
Niessen, 2020). However, concerns about the Eurocentrism 

and white supremacist character of fashion are nothing new, 
especially among scholars of racialized or marginalized 
identities (Dirks, 1992; Plous and Neptune, 1997; Hansen, 
2004). For decades scholars of Black, Indigenous, and other 
racialized identities had clamoured for de-Eurocentring 
fashion (Dirks, 1992; Plous and Neptune, 1997; Hansen, 
2004). However, seen against the background of a 
current global reconning with racism and inequality, the 
decolonizing of fashion education now has gained true 
momentousness. That said, despite all the good intentions 
and institutional discourses supporting sustainability, social 
justice, diversity, equity, and inclusion by fashion programs, 
the truth is that Eurocentrism, white supremacy, and 
colonialism are deep-rooted in fashion. For example, while 
the establishment of the global fashion industry happened 
in parallel to transcontinental colonial processes and was 
integral to them (Ross, 2008; Allen, 2011), the emergence 
of fashion studies in the second half of the 20th century 
coincided with a world-wide repositioning of Western 
thought and culture as globally dominant (Shimemura, 
2002; Allen, 2011). Hence, in decolonizing fashion, there is 
no other route but to wrestle it from the firm grip of Western, 
Eurocentric theories, histories, and intellectual tendencies.

Fashion Theory in Crisis
Until now, modernist theorists of European descent such 
as Georg Simmel, Roland Barthes, Michel Foucault, Jean 
Baudrillard, Pierre Bourdieu, and Jacques Derrida constitute 
the formative disciplinary reference for most fashion scholars 
(Wilson, 2003; Barnard, 2020). Contemporary fashion 
academics and intellectuals championing alternative 
viewpoints do exist. Their contributions however are 
overshadowed by these Eurocentric giants, who over the 
last 100 years have accumulated an immense generational 
theoretical capital. Hence, there lies contemporary fashion’s 
theoretical dilemma. How can fashion studies effectively 
dismantle Eurocentrism, white supremacy, and colonialism 
if the theoretical and epistemological foundations of the 
discipline are Eurocentric, white supremacist, and colonialist 
to start with? It can be contended that perhaps the blame 
for fashion studies’ insidious Eurocentrism, colonialism, 
and white supremacism should be attributed to a deficit of 
contributions by diverse scholars? Such inference makes a 
lot of sense because the ideas and theories of the mostly 
male and thinkers of European background are in fact 
preferentially studied and referenced in fashion studies. In 
a snowballing effect, more mentions in curricula, textbooks 
and scholarly writings make these Eurocentric scholars, 
and their theories, constantly visible, accessible and in turn 
exponentially more dominant. 

One of the ways preferential referencing of Eurocentric 
thought (and the resulting generational theoretical capital) 
is achieved is through the tradition of researchers citing 
the authors that have been cited the most before (Thorne, 
1977; Shadish et all, 1995; Golden-Biddle et all, 2006). 
Such citation customs are engrained into young scholars 
by research methods coursework and by the practices of 
academics mentoring or supervising them through their 
formative years (Golden-Biddle et all, 2006). Discrimination 
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of authors based on their number of citations is further 
strengthened by digital research tools such as Google 
Scholar, which rank titles and authors higher in a search 
based in part on the number of prior citations (Martin-Martin 
et all, 2017; Rovira et all, 2018). Practices like this result in 
a further solidification of Eurocentric beliefs such as that 
fashion only exists within the context of Modern Western 
societies (Wilson, 2003; Barnard 2020).  If the fashion 
industry and the field of fashion studies cannot break free 
from this self-fulfilling loop (Kawamura, 2018), a decolonial, 
inclusive fashion does not stand a chance.

Subjecting select works by representative Eurocentric 
thinkers to a Critical Discourse Analysis, or CDA (Fairclough, 
2001) unveils the theoretical insidiousness within Fashion 
Studies of their ideas. CDA sees language in its multiple 
forms (visual, gestural, written) as an intrinsic aspect of social 
practices and social practices as inherently imbued with 
meanings (Fairclough, 2001). This method of critical analysis 
allows us to see first, that the theoretical perspectives 
of dominant Eurocentric intellectuals, their discourse, 
continues to influence the community of practice that is 
Fashion Studies. Second, a Critical Discourse Analysis of the 
work of these thinkers uncovers how their negative effects 
in Fashion as both, a scholarly discipline and a practice is 
amplified as these theories continue being unchallenged.  

Let’s use the CDA method to examine the overarching 
theoretical perspective of Georg Simmel (1858-1918), one 
of the most influential sociology theorist of the 20th century 
and still one the most widely cited authors in contemporary 
fashion studies (McNeil, 2015). In the abstract for his 1904 
article Fashion, republished in 1957 in The American Journal 
of Sociology, Simmel argued about fashion that:

“It unites those of a social class and segregates them from 
others. The elite initiates a fashion and, when the mass 
imitates it in an effort to obliterate the external distinctions 
of class, abandons if for a newer mode -a process that 
quickens with the increase of wealth. Fashion does not exist 
in tribal and classless societies. It concerns externals and 
superficialities where irrationality does no harm. It signalizes 
the lack of personal freedom; hence it characterizes the 
female and the middle class, whose increased social 
freedom is matched by intense individual subjugation.” 
(Simmel 1904, 541)

Consistent with the ideas of contemporary theorists such 
as Thorstein Veblen (1857-1929), Simmel’s positioning of 
fashion is explicitly elitist; he assigns fashion the primary 
role of distinguishing class and gender in social settings. 
Most importantly, Simmel’s discourse on fashion excludes 
societies that don’t share modernist, classist, or capitalist 
Western values. Furthermore, when reading Simmel 
(and other Eurocentric theorists from his time) “tribal and 
classless” societies is code for Non-Modern, Non-Western, 
and non-capitalist societies. 

It would be easy to think that the theoretical tendencies of 
Simmel, Veblen and other thinkers of that period were just a 
product of that time (Elliot, 2011). That would be an accurate 
assessment, except that the discourses of both, Veblen and 
Simmel continue to enjoy healthy popularity within fashion 

studies circles and their ideas and theories are widely cited 
directly as well as indirectly, through the work of subsequent 
late 20th century and 21st-century scholars. Furthermore, 
their elitist and colonial-tinged stance has its continuity 
in post-modern and post-structuralist theorists popularly 
cited in fashion scholarship such as Roland Barthes (1915-
1980). In the foreword to his seminal book The Fashion 
System, published after his death in 1983, Barthes sets the 
methodological and discursive tone for this influential text 
by declaring that:

“Calculating, industrial society is obliged to form consumers 
who don’t calculate; if clothing producers and consumers 
had the same consciousness, clothing would be bought 
(and produced) only at the very slow rate of its dilapidation; 
Fashion, like al fashions, depends on a disparity of two 
consciousnesses, each foreign to the other. In order to blunt 
the buyer’s calculating consciousness, a veil must be drawn 
around the object-a veil of images, of reasons, of meanings; 
a mediated substance of an aperitive orders must be 
elaborated; in short, a simulacrum of the real object must be 
created, substituting for the slow time of wear a sovereign 
time to destroy itself by an act of annual potlatch. Thus, the 
commercial origin of our collective image-system (always 
subject to fashion, not merely in the case of clothing) cannot 
be a mystery to anyone.” (Barthes 1990, xi-xii)

Thus, with a less direct but not less clear intent than Simmel 
and Veblen prior to him, Barthes’s theoretical discourse 
equates fashion with elitist conspicuous consumption and 
serves it with a garnish of neo-colonialism. Note for example 
the condescending use of the Chinook word “potlatch” 
to illustrate what Barthes sees as the destructive frenzy 
characterizing the transition towards a new (consumerist) 
fashion cycle. Never mind that in Barthes’ Eurocentric 
view, the dress practices of tribal and classless societies 
such as the Northwestern Canadian First nations do not 
qualify as fashion (Miller et all, 1996). Never mind either 
that as practiced by Northwest coastal Indigenous nations 
of Canada and the US, the potlatch is a sacred ceremony; 
one that centres around strengthening family ties through 
the gathering of the community to celebrate births, the 
consummation of marriages, name-giving rituals, the 
mourning of a loved one, or the assignment of leadership 
roles (Beck, 2013). 

By way of contrast to the theoretical discourses from 
intellectuals such as Simmel, Veblen, and Barthes, I 
propose a Social Practice Fashion theoretical lens. As a 
fundamentally equitable, diverse, and inclusive theory, 
Social Practice Fashion is positioned to challenge the 
Eurocentric theoretical frameworks established by these 
male, white scholars of yore who still enjoy immense 
currency in fashion studies. Social Practice Fashion offers 
an alternative foundational theoretical approach to their 
Eurocentric paradigms, which are preventing fashion from 
fully fulfilling its inclusive and decolonizing potentials.

Towards Social Practice Fashion
The tenets of Social Practice Fashion theory consider 
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fashion as an eminently social happening (Thornquist, 
2018), which has been part of the human experience 
since time immemorial irrespective of ethnicity, culture, 
or geographical location. In other words, Social Practice 
Fashion adheres to the school of thought that sees 
fashion as a social phenomenon practiced by all humans 
throughout our history on this planet (Kawamura, 2018; 
Thornquist, 2018).  Such theoretical stance is fundamentally 
inclusive and equitable, both in discourse and practice, 
because it centers on the deep-rooted social nature of 
fashion (Kawamura, 2018; Thornquist, 2018) while at the 
same time extricating the discipline from a (wrongly) 
perceived Eurocentric origin and a contested (and suspect) 
object-based character.  By the same token, the Social 
Practice Fashion theoretical framework highlights fashion’s 
inherent capabilities to engender better social experiences 
and relations (Navarro, 2014; Navarro Delgado 2018; 
Thornquist, 2018).  

I developed and coined the Social Practice Fashion 
theoretical framework alongside a series of fashion-based 
socially engaged creative research projects completed 
between 2009 and 2018 (Navarro Delgado, 2018). Through 
these sited projects, diverse Indigenous, racialized, rural, 
or otherwise marginalized communities, explored topics 
relevant to their localities using fashion as a lens (Navarro, 
2014; Navarro Delgado, 2018). While realizing these 
projects, it became evident that extant theoretical lenses 
were inadequate for apprehending the methodological 
and epistemological implications of implementing fashion 
design from a socially engaged perspective (Navarro, 2014). 
The resulting Social Practice Fashion theoretical framework 
integrates elements of Social Practice Art and Conceptual 
Fashion into a comprehensive theoretical instrument 
(Navarro, 2014; Navarro Delgado, 2018). Beyond these 
projects, the Social Practice Fashion theoretical lens 
encompasses, includes, and celebrates the diversity of 
material cultures, histories, practices, and contributions 
to dress and fashion by all human societies throughout 
history. Such an intrinsically inclusive approach makes 
Social Practice Fashion a theory much more elastic and 
welcoming to the contributions by Indigenous, racialized, 
Non-Western, or otherwise ignored, marginalized, or 
discriminated, fashion paradigms and traditions. 
 
Proof that fashion has been practiced by all human societies 
is evident from the material culture (Benson, 2001; Gilligan, 
2010, Riello, 2017) and artistic artifacts found in archeological 
sites in all geographical settings humans have inhabited 
(Benson, 2001; Thomasson, 2019). These articles of clothing 
and depictions of dress in prehistoric and ancient artworks 
evidence that not only human populations have always used 
dress styles to differentiate themselves from other human 
groups, but also, that dress styles have always evolved or 
changed over time (Benson, 2001; Chapdelaine, 2008). In 
the context of the Americas, for example, elements of pre-
contact dress exhibited material and stylistic distinctions 
amongst different geographic regions and linguistic groups 
of North America, South America, Central America, and the 
Caribbean (Webster, 1997; SELF-FASHIONING, 2014). As 
well, dress styles in the Americas evolved and continued 
doing so after the arrival of European colonists and persist 
until now (Webster, 1997; Metcalfe, 2010; Pass, 2017). 

However, in demonstrating that fashion is a social practice 
encountered in all human societies throughout history, it 
is important to stress that garments or dress styles don’t 
constitute fashion by themselves (Jensen, 2013; Kawamura, 
2018). As a universal social practice, fashion is better 
described as a phenomenon taking place when a society 
agrees that certain styles of dress will have currency for a 
period of time (Jensen, 2013; Kawamura, 2018). Thus, in 
this Social Practice Fashion model, garments, accessories, 
hairstyles, and other elements of dress, are used by 
individuals to participate in or showcase their degree of 
approval (or disapproval) of whatever dress styles their 
society has agreed to assign currency at any given time. 
Based on this understanding, fashion is less a category of 
products or artifacts (ex. designer garments, luxury branded 
accessories), nor is the invention of a specific human society 
or cultural tradition (ex. European or Western peoples), 
neither is limited to a historical period (ex. Modernity).

Furthermore, a Social Practice Fashion theoretical 
framework expands fashion’s spectrum of social functions. 
Although the social functions of dress that influence fashion 
such as adornment, protection, group, gender, and social 
status identification are still valid under this theoretical 
model, social functions that are peculiar to a specific 
cultural tradition or historic period are included as well. 
For example, in the Sub-Saharan African dress tradition, 
body modifications have historically taken precedent over 
clothing as the main form of dress and are subject to fashion 
change (Hansen, 2013, Willman et all, 2020). Throughout 
the entirety of their histories, Sub-Saharan African societies 
have privileged body modification as a literal embodiment 
of their societys’ ideals (Hansen, 2013), which in this manner 
become a shared physical and social reality that is however 
connected to the spiritual realm of ancestors and ancestral 
spirits (Hansen, 2013). This contrasts with the Western-
European tradition of dress and fashion change; in which 
clothing has primacy and the social functions emphasized 
in dress practices are individualist expression and temporal 
meanings. Under a Social Practice Fashion lens, the Sub-
Saharan dress tradition and the Western-European dress 
traditions can not only co-exist but be equally appreciated 
within their own cultural distinctiveness.  

Conclusion: The Implications of 
a Social Practice Fashion Lens
Through an analysis of the current state of fashion, both 
as a contemporary industry and as a growing scholarly 
discipline, and through conducting a Critical Discursive 
Analysis (Fairclough, 2001) of representative theoretical 
approaches that dominate fashion studies, this paper 
supports the adoption of a Social Practice Fashion 
theoretical perspective. By implementing this theoretical 
framework, the business of fashion and the study of fashion 
can finally become truly inclusive.  As discussed in the 
paper, most fashion theories currently in vogue, although 
widely recognized and favored by many scholars, exclude 
a diversity of dressed body practices, symbolisms, and 
epistemologies. By contrast, the Social Practice Fashion 
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theoretical perspective inherently incorporates the widest 
possible variety of dress and fashion traditions, experiences 
and knowledge encompassing the full spectrum of human 
diversity and history. As discussed in the paper, the 
theoretical robustness of Social Practice Fashion is such, 
that this framework encompasses the Western dress and 
fashion tradition as well as any other dress and fashion 
tradition from around the world. 

But most importantly, Social Practice Fashion theory is 
underpinned by an acknowledgement of the colonial roots 
of the hegemonic methods, practices, and paradigms of 
the fashion industry and the discipline of fashion studies. 
One of the roots of these dominant Eurocentric theoretical 
positions results from the prioritization of discourses by 
male, European thinkers, over the work of more diverse 
scholars and intellectuals. The theoretical re-centring of the 
discipline from a Social Practice frame of reference then, 
has significant methodological, ethical, discursive, and 
practical implications, not only for scholars but for fashion 
practitioners, business leaders and educators. For more 
diverse voices to be heard within fashion’s visual, written and 
object-based discourses, we need much more inclusionary 
theoretical devices. The Social Practice Fashion theory 
provides just that, a fundamentally inclusive, decolonizing 
frame of discourse and reference. 
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Abstract

Our experience of the world is formulated by a combination of five senses. 
However, much of the making and creating is under consideration of only 
the sight. It submerges the maker in form-giving of an external problem in 
the physical space, thereby isolating them from holistic experiences and 
mental constitutions (Pallasmaa, 2005: 39). To understand production of 
art as sensation and not as an image, representation, or concept (Grosz, 
2008: 9) allows us to delve deeper into the sense of self and the reality 
of human existence which has now become an inevitable process. The 
current practice-based research started as a consequence of opposing 
such affirmative design practices by challenging ocularcentrism, which led 
to mere objects and products of visual seduction (Pallasmaa, 2005: 22). By 
applying phenomenological approach to textile-based projects, the study at 
utilising slow processes of the hand in craft-making that foster sensorial and 
creative aspects hidden in the tactile experiences.
The premise is set by negotiating one sense to heighten other skills (Pallasmaa, 
2009). This creative practice thrives on applying sensory constraints as 
provocations to amplify touch and multi-sensory perceptions, further used 
as materials for mark-making. A reflection-in-action based approach (Schon, 
2016: 82) through documentation and analysis of the encounters felt by the 
maker during processes of making are utilised in forming associations at 
various levels of consciousness. In such a practice, tactile handling of the 
materials triggers new concepts and creative flows, fosters strong connections 
between the maker and their processes which were earlier missing. It brings 
newness and authenticity, identifies a processual practice which holds 
potential to blur various hierarchies created in giving dominance to sight 
and in separation of self and the world (Pallasmaa, 2005: 25). As a result, the 
current practice is slow, transformative and ever evolving in the way it brings 
whole body as part of the process. It minimises focus on form-giving part of 
aesthetics, contributing to a broader context of phenomenology (Heidegger, 
2010), new materialism (Tuin & Dolphijn, 2012) and craft sciences.
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Introduction

The paper discusses ocularcentric approaches to design 
and making practices congesting progressions and 
generative flows of the maker or designer. It aims to 
propose new ways of approaching craft-making, by using 
experiential and sensorial revelations that a touch-led 
practice can bring when phenomenological aspects are 
utilised to gain perceptual experiences. The objective of the 
research is to identify how a constrained-led textile practice 
fosters sensorial aspects through touch; and, to reflect on 
the newness and liberating flows revealed in a textile-art 
making practice which moves away from hierarchies and 
form-giving part of aesthetics.

Literature Review

Ocularcentrism 
We live in a world that relies on information gathered 
through sight, regarding it the most acceptable and rational 
of all the senses (Pallasmaa, 2005: 15). Ocularcentrism 
is the dominance of sight which results from the Western 
thoughts about society, culture and status which demeans 
other sense modalities. During the Renaissance, the five 
senses were understood to form a hierarchical system from 
the highest sense of vision, down to touch (Pallasmaa, 2007: 
16-23). In Greek thought, certainty was based on vision and 
visibility. Plato regarded vision as humanity’s greatest gift 
(Jay, 1993: 22), and Aristotle considered it the most noble 
of all senses as it approximates the intellect most closely 
by virtue of the relative immateriality of its knowing (Flynn, 
1993: 274). 

While our experience of the world is formulated by a 
combination of five senses, much of the making and creating 
is under consideration of only ‘the sight’. Our technological 
world has separated the senses even more distinctly putting 
vision and hearing as most socially privileged. The other 
senses are thought to have more private functions and are 
culturally suppressed. According to Pallasmaa (2007: 16-
23), ocularcentrism lies in the dominance of the visual realm 
in our culture where there is development in technology 
and consumerism. The only sense fast enough to keep pace 
with the astounding speed of technological world is sight, 
even though it has the potential to leave us in perpetual 
present, flattened by monotony and simultaneity (Harvey, 
1993: 5; Pallasmaa, 2007: 20). The maker is submerged in 
form-giving of an external object or problem in the physical 
space while being isolated from a holistic experience and the 
mental constitution (Heidegger, 2010: 58). The suppression 
of the other sensory realms has led to an impoverishment of 
our environment by posing strong tendencies of grasping, 
controlling and totalising a perceptual experience very 
quickly, thereby causing a feeling of detachment, isolation 
and exteriority with emotional involvement, identification 
with no focus or participation with the self and the world 
(Pallasmaa, 2007: 22).

New ways of approaching craft

 
In craft-making, such hierarchies lead to monotonous 
and repetitive designs (Pallasmaa, 2005: 22), a result of 
limited indulgence with one’s creative flows and hidden 
mechanisms within making processes. The true perceptual 
experience lies in exploring the surroundings, with regards 
to all our senses and body (Heidegger, 2010: 59-62; 
Pallasmaa, 2005: 44-45). The hegemony of the eye has 
sprouted this thought of reconsidering the role of sight 
in the life world. There is a crucial need for the maker to 
understand the existential experiences felt in the processes 
of making by engaging with their bodies, rather than 
focusing on an external objectified problem. Authentic 
creative experiences lie in peculiar exchanges between the 
maker and the space or the surrounding they are working 
in; where, the former lends its emotions and associations 
to the later, which inturn lends its aura (Pallasmaa, 2005: 
66) leading to unique associations or connections. These 
generative exchanges are lost if the whole body is not 
immersed in the processes, making touch crucial for an 
experience that is fully integrated in its material, embodied 
and spiritual essence.

The research draws from disciplines of philosophy, 
phenomenology, craft and design practices to utilise 
perception in a textile-making practice. It started because 
of following affirmative design practices and with an idea of 
opposing them (Dunne & Raby, 2013: 45). The hylomorphic 
model of creation imposes form-making on the material 
world by an agent or maker with a pre-determined design 
or outcome in mind (Ingold, 2010) which is limited to the 
idea and the outcome. It further conforms to the hierarchy of 
senses by placing vision on top of the others and misses the 
underlying processes in making (Levin, 1993). Moving away 
from ocularcentric approaches to design and making can 
lead to fresh ideas unleashing maker’s lost spirit (Pallasmaa, 
2005). 

From a phenomenological perspective, an authentic and 
holistic experience of participation in the world is one that 
utilises touch to tune with the world to experience all senses 
in totality for a deeper understanding of the self (Heidegger, 
2010; Rotry, 2009). Touch can initiate continuous sensory 
triggers which allows the perceiver to gain information 
from inner and outer dimensions, leading to nostalgia, 
past sensory memories, fantasies, hidden feelings and 
emotions (Fairey 2017; Rothenstein 2019). These energies 
together can contribute to a generative flow (Ingold 2007) 
and ‘becoming of the world’ as defined by Heidegger 
and Merleau-Ponty (Scott, 2012: 260) that surrounds us. 
It constantly touches us with its sensory nuances and 
allows us to traverse through varied perceptions (Gibson 
& Carmichael, 1966). The haptic mindset can be triggered 
over all areas of the body and not just limited to the hands 
and feet. Pallasmaa (2007: 16-23) has also emphasised on 
bodily and mental identification, empathy and compassion 
for making creating work. So, changes in textures of a 
space or surface might affect how one interacts with the 
materials and processes within it. Though hand is central to 
the making processes, it is through the whole body that we 
sense, feel and perceive (Serres 2008). Indulging in touch 
can allow us to fully explore and engage with our mental 
dimensions of creativity, imagination, dreams and desire, 
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thereby creating meaningful works. 

Speculative approaches to craft & 
design
Previous researches have emphasised the challenges faced 
when going beyond the logical or learnt and embracing 
full aesthetic potential of working with unreality (Dunne & 
Raby, 2013: 87). There is a scope for such speculations in 
design which can allow makers or thinkers to unsettle the 
recent rather than predicting the future (Dunne & Raby, 
2013: 88). Hence, to fully unleash the potential of what 
design can do, Dunne & Raby (2013: 87) emphasise the 
need for design to detach itself from industry and develop 
its imaginary associations with the world which could help 
reveal weaknesses within existing normality by translating 
the critical thought into materiality. 

Speculative and Critical Design confronts the traditional 
practices in design that stick to reproducing and reinforcing 
contemporary perceptions of product and services, seeking 
to change processes with an aim to spur discussions and 
debates (Johannesson et.al 2019). It can allow setting up of a 
theoretical form of design dedicated to thinking, reflecting, 
inspiring, and providing new perspectives on some of the 
challenges facing us (Dunne & Raby, 2013: 88), to reveal 
underlying agendas, and explore alternative values, forms 
and representations (Bardzell & Bardzell, 2013). By acting 
on one’s imaginations rather than the material world, the 
research draws similarities with critical design methodology 
which challenges how people think about everyday life. It 
opens other possibilities by providing a counterpoint to the 
world around us to see that everyday life could be different 
(Dunne & Raby, 2013: 88).

Craft Practice
Gauntlett (2013) defines craft as “the satisfaction of making 
sense of being alive within the process, the engagement 
with ideas, learning and knowledge which comes not 
before or after but within the practice of making”. Using 
hand processes or craft-making is by nature slow and allows 
the maker to connect with the work, build a relationship 
with it, and foster connections through tactile and physical 
engagements (Wellesley-Smith, 2015). It is in the handling 
of the material and physical engagement which allows the 
perceiver to build connections and have a relationship with 
the object. Korn (2015) emphasises the role of making in 
today’s time. He reiterates that more than creating mere 
objects and products of visual seduction, it is crucial to delve 
deeper into the sense of self and reality of human existence. 
The maker and the materials of the world play a crucial role 
in sensing or flowing with progressive currents brought up 
to the surface through movements or interactions during 
making (Ingold, 2009), allowing the maker to elaborate on 
the elements of such a process. Therefore, beauty of the 
making and the techniques is revealed in the slow gestures, 
flows and expression of actions, physical engagements and 
interactions, and not in how the ‘skilled’ views the technique 
(Sennet, 2008: 151). 

As stated in key seminal works of Korn (2015), craft-making 
practice allows the maker to root their imaginative creative 
flows in material reality. It continually answers and raises 
questions to the fluxes and flows of materials furthering 
their intensity to reveal the most innate processes. The 
thought processes of the maker and the materials they 
use are in a continuous process of correspondence and 
becoming with one another (Deleuze & Guattari, 2004: 
23). According to Ingold, creativity emerges from within 
an ongoing, improvisational process between makers, 
materials and other non-human things such as tools and the 
physical environment (Ingold, 2013), on which this creative 
practice rests. It also draws similarities with the idea of 
creating or generating in transformational flows of material, 
and simultaneously in the movement of imagination and 
sensory awareness of the maker (Ingold, 2012: 439). 

Sensory constraints
The ‘resistance of material and technique’ are crucial 
counter-forces for nourishing a novel practice (Pallasmaa, 
2009). For this research, constraint is set as a method to 
deal with ocularcentrism in making practices for exploring 
and making textile-projects and develop alternative ways 
in which craft-making can be approached. Sensorial 
constraints are utilised to amplify touch and gain authentic 
perceptual experiences by connecting to sensations, 
feelings, emotions, memories, and imagination. The body 
is understood as a bank that receives, perceives, grasps 
or collects sensorial memories from complex situations 
and environments, both consciously and subconsciously 
(O’Shaughnessy, 1989: 38). Constraints can unfold different 
sensory channels for creativity and newness (Pallasmaa, 
2009) within the context of speculative design perspective. 
When body is thrown in a constrained environment, it 
consciously tries to find ways to adapt, change how it feels 
and constantly perceives the stimuli around it (Hull, 2013: 
40; Pallasmaa, 2017: 96; Lupton & Lipps, 2018: 10). 

This research acknowledges the potential of the physical 
body to advance sensorially by developing unique 
perceptual experiences through intuitive and discovery-led 
movements, when faced limitations in one or more areas 
of sensory perceptions, so to say in a visually impaired 
state such as blindness (Dodds, 1985: 137). Also, when 
sight is restricted, we automatically start empowering 
other modalities like touch for sensory information to act 
upon and investigate “unique sensory worlds” (Hull, 2017: 
152). In such a negotiated situation, the body starts with 
an intuitive but conscious focus on its surroundings to get 
hints and clues that otherwise might be left unnoticed. 
These clues are mostly localised sensory information that 
the body derives and acts upon (Schifferstein & Desmet, 
2008). There is a shared dependency between touch and 
imagination where the latter relies on the other for a burst 
of information to manipulate, diverge and transform; while 
the former relies on moving into an unexplored direction, 
into newness and feel from the inside (Bloomer et. al, 
1977). The practice aims at utilising touch as it guides the 
perceiver to gather sensorial information (Serres, 2008). 
Sensorial information is crucial for the maker as it opens up 
new perceptions as to what is going on in the world, and 
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in doing so sets up a relationship with the world (Miyazaki, 
2004). It fosters tactile perceptions by setting constraints or 
limitations for the body and reveals certain alternative ways 
in which making can be explored.

Methodology
In this creative practice-based research, theoretical and 
reflective concepts inform each other. Figure 1 shows the 
methods and processes involved in this practice. Here, a 
reflection-in-action based approach guides the maker for 
decision-making by elusive “knowing-in-action”, a type of 
tacit knowledge that reveal processes of the making (Schon, 
2016: 49). Dormer states that ‘thinking through making’ 
allows knowledge of the maker to grow from the crucible of 
practical and observational engagements with the beings 
and things around (Dormer, 1994; Adamson, 2018). As 
stated in seminal works of Korn (2015), craft-making practice 
allows the maker to root their imaginative creative flows in 
material reality. The maker and materials are in a continuous 
correspondence and becoming through one another, from 
where creativity emerges (Ingold, 2013).

Projects
Each project starts with a theme or initiation, which later 
become marks further explored by the maker through 
hand-stitching as a means for documenting, reflecting, 
and transforming the materials and the self. Through three 
projects discussed below (in Table 1, Table 2, and Table 
3) different reflections are drawn with focus on sensorial 
aspects in a tactile making practice. 

Figure 1: Structure of the practice
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Project 1: A Cloak (Large-scale project) Table 1: Project 1, A Cloak

In this large-scale project, tactile marks are created while thinking and 
connecting with inner sensations of the maker. The marks are created 
using blind stitching as one of the provocations and the stitches 
represent the conscious and subconscious sensations felt by the maker 
at that time.

Tools: Hand, body, fingers, plastic needle, bobbin elastic 
Medium: Dissolvable fabric 
Marks: Inner sensations and emotions; tactile sensations of textures 
through hands.
Techniques: Wet-felting, hand-stitching, following thoughts and 
imaginations.

Provocations:  
Blindfold wandering: “The eyes are shut, blindfolded. Feel the 
darkness. Wander in this darkness with your fingers, your mind - 
following sensations in hidden movements. Leaving stitch-steps like 
imaginary footsteps.” 

Ushering hands: “Move those hands and perceive, sense, feel. Don’t 
see. Touch the surface to feel the flows, textures, dialogues. The hand 
will guide your thinking, the hand will guide your making.”

Project 2: Forest walk (Large-scale project) Table 2: Project 2, Forest walk
In this large-scale project, tactile marks are gathered by walking in 
different spaces to connect and gather sensory inspirations for making. 
These marks are impressions formed on the surface of the stockings 
worn by the maker while walking barefoot and are further explored 
through active and passive experience of touch.

Tools: Feet, body, hands, fingers, needle, thread
Medium: Sheer-stocking
Marks: Tactile sensations of textures on feet; memories and emotions 
felt during the walk
Techniques: Walking, hand-stitching, following the flows of landscape

Provocations: 
Barefoot acumen: “Walking barefoot in the landscape, feeling the walk, 
its textures and plays. The feet embody touch of the grass, the gravel, 
the sans, and all that stays. The tangible and the intangible impressions 
of the walk stay with me, in my heart.”
Ushering hands: “Move those hands and perceive, sense, feel. Don’t 
see. Touch the surface to feel the flows, textures, dialogues. The hand 
will guide your thinking, the hand will guide your making.”

Project 3: Re-visiting sites (Covid times) Table 3: Project 3, Re-visiting sites
In this project, touch and space are explored using  memory and 
imagination and without touching or being in the space to interpret the 
making by re-living, re-visiting ephemeral moments and experiences 
while working from home.

Tools: Instant photographs, needle, sewing thread
Medium: Dissolvable fabric
Marks: Felt sensations of the exhibitory space; memories; flows and 
movements; thoughts from subconscious states
Techniques: Hand-stitching, remembering touch, thinking

Provocations: 
Barefoot acumen 2: “Walking barefoot in the memory-scape, revisiting 
the feelings, textures, plays of that space. The thoughts embody 
sensations, tangible, intangible impressions of being in the space that 
stay in my mind, body, heart.”
Ushering hands 2: “Imagine yourself in the space again. Close your 
eyes, remember the feel, the flows, the textures, the dialogues once 
touched. Imagine your hands floating, perceiving, sensing, feeling and 
things actively and passively revealing themselves. The hand will imitate 
your flows by making, the hand will guide your imagination, and the 
other states of being.”
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Discussion
In the above projects, the role of practitioner-researcher 
keeps on shifting along with transitional relations between 
the maker, their materials, and surroundings. The sensory 
experiences are imitated, interpreted, and reflected by the 
maker in the process of making. The initial projects were 
testing grounds, challenging ocularcentrism by applying 
sensory constraints like negotiating the sense of sight 
to amplify touch. Here, surface textures are created by 
applying intuitive and gestural movements of the hand like 
applying frictions, abrasions, pressure on the surface using 
felting, printing, walking, etc. as a response to the sounds, 
feelings, sensations while engaging with the materials. It 
led to a unique tactile-mark making method where marks 
reveal embodied sensory information to the maker using 
touch before seeing which are later interpreted using hand-
stitches. 

The making progresses with an expectation of reaching 
an outcome using the feedback received by the body 
and the senses when an action is initiated. These led to 
unique tactile mark-making method which reflects on 
what touch can reveal by sensing and making with hands. 
The above-mentioned projects unveil interesting flows 
between the maker and their making in the surroundings. 
The provocations were initially designed with focus on 
localised sensations, later understood as multi-sensorial 
processes revealing in such engagements. Initially, the flow 
essential to the creative process seemed blocked due to 
the way it is perceived in making. It is causative, where the 
maker affects the material and vice-versa, one following the 
other and not completely open to receiving the in-between 
flows, pushing it towards an end or outcome. Progressing 
with the practice, it transforms the way maker engages 
with different surfaces - one, the textile material where the 
making happens and the other, the mental surface where 
the thinking and sensing happens.

Sensorial aspects of making
In Project 1 – Forest walk, different multi-sensorial 
provocations like barefoot-acumen and ushering-hands 
are used to initiate the project. These provocations are 
understood as separate processes during the onset of the 
project as they instigated localised sensations. However, 
gradually in this slow tactile process, the felt encounters are 
embodied as lived experiences of the walk on the surface 
of the stockings in the form of bulges, bumps, creases, 
edgy points, depressions. These integrate as multi-sensory 
experiences that are not just restricted to my feet while 
walking or my hands while feeling surfaces.

My hands play a key role in navigating through the surface 
and usher different perceptions through rubbing, grabbing, 
or holding the surface. The maker connects, interprets 
and reflects on sensorial experiences of their inner and 
outer worlds to create hand-stitches which furthers their 
perceptual journey. This makes the exploratory process 
and making as ever-evolving and cyclical in the way it is 
perceived – one leading to the other, that to another which 
further leads to the former, and so on. This conforms the 

nature of these perceptions and the varied sensorial effects 
these processes leave on the maker or perceiver.

In project 2 – A Cloak, the provocation blindfold-wandering 
is used. In this, sight is restricted with a blindfold to facilitate 
stitch movements that imitate feelings and sensations of the 
maker in the processes of making. Elements like pressure, 
friction, tension are negative but unifying mechanisms that 
bring along materials and flows together in my making. 
These subtle encounters are felt in temperature changes, 
altering body movements, active or blank states of mind, 
daydreaming, reminiscing, etc. Even the absence of 
physical touch invites the maker to experience movement, 
memories, and imagination in the unintentional sensing of 
the creative flows encountered while making.

Making is a playground for multiple processes taking place 
simultaneously. In making with hands and restricted sight, 
I encounter sensations on the surface, my body, and mind 
leading to complex sensory experiences. These are internal 
and external, known, and unknown moments for the maker 
and the making to come together through movement and 
interaction, in the form of hand-stitches. It reveals not just 
the tactile or other sensory encounters, but also the complex 
ones that are triggered by imagination and rhythmic 
movements not known to the conscious mind. It further 
invites me to connect with random memories, connections, 
or future imaginary lands through the process of making 
hand-stitches which reveals creative imagination in the 
form of synchronicities and coincidences that were earlier 
forgotten or dismissed. These processes lead to indulgence 
with more techniques and creative forms like words, poetic 
writing, etc. as outcomes that are not pre-determined. These 
engagements between different materials of life which are 
in life for a short time, life of the materials themselves, and 
how they generate more materials in such an engagement 
with each other. This makes the practice more processual 
and generative in nature revealing and relying on the 
textile materials, the encounters, the themes, sensations, 
and synchronicities for making. 

Site as an instigator 
In Project 1- Forest walk, the provocation barefoot-acumen 
is explored in Royal Botanical Gardens, Melbourne where 
my body becomes my tool for exploring and making 
by utilising haptic, tactile-kinaesthetic sense, gestural, 
automatic, and rhythmic movements to facilitate the 
exploring and making-processes. In this project, the place 
where sensory explorations are conducted and gathered is 
different to the one where making is conducted. The place 
of exploration, the garden, is a new un-explored space 
and, the place of making, my home or a familiar studio is 
a known space. Working in one space and moving to the 
other allows a shift in moods, as it comes with set roles, 
responsibilities, and pre-conceived ideas about the place 
in mind effecting the way I explore, move about, changing 
the dynamics of the space.

These spaces facilitate complex sensorial aspects in 
the form of memory or an occasion that emerges as a 
coincidence for the perceiver or maker. They are in the form 
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of nostalgias, dreams, memories, daydreams, imaginations, 
fantasies etc. It is a layer that builds from the encounters 
felt early in the perceptual play, where the bodily senses 
assimilate to reveal as events, noticed or unnoticed by the 
perceiver. Like connecting with a tree during the Project 1 - 
Forest Walk brought memories and revived the connection 
and some hidden thoughts about my grandmother. For 
Project 2 – A Cloak, maker’s home is the site for exploring 
the provocations. The textile-work embodies perceptual 
journey of the maker while being in the process of making. 
When installed in an exhibition space at the Packing Room 
in Abbotsford Convent, Melbourne, the work affects the 
dynamics between the maker and the making, in-turn 
changing the relations with their surroundings. The work 
was open for the participants and observers to engage 
by touching and feeling it. It was observed that through 
engagement with the textile works fresh ideas and interests 
are triggered in the minds of the perceiver. The perceiver 
intuitively starts mirroring or feeling the true-being of the 
work, its material and other non-worldly essence that one 
might coincidently connect with. It soon reaches to a point 
where one starts associating the work with pre-existing 
forms, entities or ideas earlier experienced. The true-
essence of a sensorial phenomenon is understood when 
felt by abandoning all set notions around the techniques, 
outcomes, processes, materials that one must conform in 
craft-making. In doing so, the perceiver can extract deepest 
hidden nuances and flows within the processes.

Pandemic – bridging form and 
process
During pandemic (Covid-19) restrictions, exploratory works 
in public spaces to gather sensory inspirations for textile 
works was difficult. Project 3 – Revisiting sites is the outcome 
of an At-home art residency program I was part of during 
lockdown, where home is used as a site for exploring and 
making. In this project, site reveals as a constraint for the 
maker, an instigator for multi-sensorial experiences. The 
provocations barefoot-acumen and ushering-hands evolve 
as processes with a ‘touched’ context wherein the maker 
re-visits the space or place using memories of active and 
passive touch along with other imaginary and coincidental 
events. In this project, the exhibitory space is re-visited by 
the maker through memory. Instant photograph of that 
place is used as a material for facilitating explorations and 
making. Such an interaction with space, where encounters 
are felt in re-visiting the place, its physical presence through 
memory or imagination. It blurs the foundation of a tactile 
mark-making method which relies on active or passive 
touch and felt encounters gathered in the space. Now mark-
making relies on intangible feelings or sensations gathered 
in conscious and subconscious states while being in the 
space, not necessarily in real time. The mental marks are 
flows that reveal in the connections or engagements made 
with the ‘materials of life’, opening deeper conversations 
that were earlier missed or repressed. In doing so, it builds 
more intimate connections with the space I am working in, 
i.e., my home; and the space I am working on through the 
making, i.e., the exhibitory space re-visited through memory. 

The stitches created lead to automatic and poetic writing 
that reveal the thinking of the maker in the progressive 
and creative flows. It facilitates perceptual experiences 
associated with the space inviting other imaginary realms 
that are co-created in such exploratory sensory processes.
In the exhibitory scenarios, the thing being made as 
an outcome of the projects, like Project 1 and Project 
2, is most privileged and thereby displayed in the form 
of artefacts, installations, and documentations. The 
participants also experience, engage, and process them 
as outcomes of different stages in the process, which limits 
their engagement or immersion with the process. When 
Project 3 – Revisit sites was showcased in a digital gallery 
space, its making-process was presented in a video form 
demonstrating potential of textile-art to connect with the 
perceiver at different levels transforming their perceptions 
and sensorial experiences. Such a practice has the capacity 
to blur distinctions in exhibitory works, whether finished 
or in-process, hand-stitched or written, illustrations, 
mappings, automatic writing or audio or video recordings, 
etc. It does not privilege the sense, the idea, outcome, form, 
the maker, materials, site, tools, but the affects they have on 
each other in an engagement instigating new concepts and 
scenarios.

In Project 2 - A cloak, the provocation blindfold-wandering 
reveals a blind-stitching method, where the maker creates 
hand-stitches on the surface by putting a blindfold to 
restrict sight. In doing so, the role and processes of the 
hand in making change. When touch is amplified, hand is 
not just making but also thinking, blurring set notions in a 
making process. Constraint-led touch amplifies materiality 
of the surface through distinct sounds and sensations while 
making. The actions of gripping and pinching while hand-
stitching are not mere actions of controlling the textile 
surface to facilitate the stitch to be made. Instead, they 
are intuitively made actions or gestures that hold maker’s 
feelings and mechanisms happening at distinct levels 
of consciousness. They manipulate the surface through 
intuitive guidance and occur in the processes of making 
hand-stitches. The hand acts as the hero, however, is guided 
by other forces and flows lying in-between the making 
process. Such a process blurs the hierarchies between the 
tools of making, with changing roles of the left and right 
hand, different bodily parts, senses and the responses 
given in the making process. 

The sound of repeating movements produced in a usual 
hand-stitching process are mostly synchronised and known 
to the maker. These predictable sounds are hindered in a 
blind-stitching process where sight is restricted, thereby 
allowing the maker a room for play. The maker follows 
these new sounds of making produced in an engagement 
with material by following the feelings and perceptions 
embedded in the actions. The truth resides on the fingertips 
which facilitate the maker to notice and interpret the touch 
and commit errors. It is difficult to locate the specific position 
of the work, the surface where stitches are made keeps on 
changing, and the stitches formed become the new surface 
for more making. In the moments of releasing the stitch, 
the maker releases all tensions and inhibitions associated 
with trying something new, and celebrates the uncertainties 
attached with such a process. 
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These hidden mechanisms are acts of letting go of the self for 
the maker. Such a process is ever-evolving as the outcome 
and the process of blind-stitching is a material or inspiration 
for further explorations and making. For the practice to 
reach a state of tranquil, it is mandated to understand it as 
an ever-evolving process. This allows the maker to follow 
their intuition without any external or internal inhibitions or 
notions that might limit the generation of creative flows. In 
deviating from ocularcentrism, the practice now reaches a 
stage where it has started collapsing sensorial hierarchies 
in the process of making. The practice which started by 
negotiating the visual to amplify touch, now embraces 
making as a whole-body experience which is not limited to 
hands.

Conclusion
Speculative design approach to craft-processes was 
attempted in this study to blur hierarchies in my making 
practice.  By utilising constraints, the making changes into a 
more processual practice which reveals slow, transformative, 
and ever evolving mechanisms, also understood as forces 
and processes. The methods and provocations initiate 
newness and creativity which in future can be tested in a 
collaborative scenario with other makers and designers. 
In following the creative flows, the whole body becomes 
part of the process. It shifts focus from the object or idea 
created, to the sensory aspects of a tactile making process. 
It reveals sensorial aspects of making through touch, site 
as an instigator for creative flows, and the pandemic times 
(Covid-19) as a shift which bridges form and processes of 
this craft-making practice. It contributes to the context of 
phenomenology where senses and body unite in a sensory 
milieu. Also views new materialism as a crossover between 
the blurring hierarchies of senses, and of the maker as 
primary driver of the practice work, thereby looking at other 
imaginative and inventive processes in the creative realm. 
It also broadens materials of craft-making by considering 
body and different states of consciousness along with 
textiles as materials of making further drawing from 
psychoanalysis 1989). 
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Abstract

As two individuals with artistic practices grounded in design and fine arts 
respectively, the explorations in the areas of weaving and origami led the 
two authors to question the place of domestic craft and textile art practices 
within the intersections of contemporary art and design. Inspired by artists 
whose heritage and personal narratives are embedded in domestic craft 
practices, the two authors will examine their methods of working that 
incorporate aspects of  embroidery, latch hooking, fabric manipulation, 
weaving, and origami. Defining these artistries as possessing the Aesthetics 
of Care, this research examines craft’s intrinsic link to the domestic space. 
The processes imbued with intentions of care and protection for the people 
who use them or adorn them in the house, are evident in the intricate 
patterning or fashioning of crafting and textile materials.  
Even as we recognise the role that some of these art and social movements 
(such as Bauhaus and Punk) play in addressing craft as a material and 
technique, we want to acknowledge their impact and influence here 
within the Singapore context. Domestic craft and it’s associated materials, 
techniques and processes that were not readily accepted as part of an artistic 
practice are of significance here, where the unseen and unacknowledged 
are used to signify power and potency of the once unaccepted or 
marginalised. Increasingly, more artists and designers are using handmade 
and craft techniques to create works where discourses are grounded in 
personal narratives, formal and material aspects of the craft and statements 
about socio/political issues. We seek to uncover a community of artists and 
designers utilising such methods and materials to present their inherent 
heritage, narratives through contemporary outlooks and perspectives 
and specifically to acknowledge the Aesthetics of Care that underlie their 
practices. In summary, this research investigates the place and legacy of 
craft, heritage and ethnography in the materials, processes and works that 
the authors had been creating and to locate a community of practitioners 
working with domestic craft and textile-based methodologies and situating 
these practices grounded in the Aesthetics of Care. 



187
Introduction 

Aims and Objectives 
Aesthetics of Care: Situating domestic craft in contemporary 
art practices is a research that is primarily investigating 
the place and legacy of domestic craft, heritage and 
ethnography in the materials, processes and works that had 
been created for two exhibitions - Planes and Envelopes 
(2019) and Sewing Discord (2021) organised and curated 
by the authors.  

Craft and textile-based art is a genre of art that occupies 
an ambivalent position within the hierarchy of visual arts, 
and often not placed in the same ranks as more traditionally 
accepted art mediums such as painting or sculpture. One 
can factor in the reason that craft or textile-based art are 
commonly associated with the hobbyist or the domestic 
spheres, and therefore relegated to the category of 
feminine craft or homecraft, not a legitimate art form that 
is situated within the canons of art or design histories. 
Indeed, as argued by Parker (2018, p.495), who cites the 
example of embroidery as an embodiment of woman’s 
craft, that there are huge differences between painting and 
embroidery, different conditions of production and different 
conditions of reception. But rather than acknowledging 
that needlework and painting are different but equal arts, 
embroidery and crafts associated with the ‘second sex’ or 
the working class are accorded lesser artistic value.  

With its less acceptable and marginalised place within the 
context of contemporary art and design practices, the craft 
and textile-based artists and designers within the Singapore 
context remain a loose group of practitioners who have yet to 
carve out a space for constructive discourses and dialogues 
surrounding the relationship of their choiced craft/textile 
materials within the sphere of contemporary art. Through 
uncovering this community of practitioners and situating 
their practices grounded within the aesthetics of care, we 
can address the labour unseen in the production of these 
works. In terms of exhibition making, we aim to elucidate, 
highlight and make visible the technologies behind the 
craft and textile techniques employed by the artists.  

 

Literature review 
Craft methodologies used in contemporary art and 
design is certainly not a new discourse, in fact, the division 
between art and craft had long been debated and never 
quite resolved. For if one is to argue that craft ought to be 
accorded a place in the hierarchy of art is to acknowledge 
that this hierarchy has legitimacy. One of the objectives of 
this research instead is to thwart this hierarchy system, and 
to find a place to view domestic craft’s contribution and 
influence in art making wholly from its materials, processes 
and skills involved.  

Several readings from the book The Craft Reader edited 
by Glenn Adamson (2010), provided varied entry points 
to looking at the role of craft through several chapters that 

span from the how-tos, to craft’s relations to the industrial 
revolution and age of mass production, craft history and 
theory, idealism and reform in craft, craft in action as well 
as highlighting curatorial approaches in contemporary craft 
exhibitions and forums. For the purpose of this research 
paper, some notable essays from this reader provided 
tangible basis to discuss the salient points the authors 
wished to discuss in relation to handwork, feminist discourse 
in craft work and the everydayness of craft techniques and 
processes.  

In particular, Lucy Lippard’s essay on Making Something out 
of Nothing and Rozsika Parker’s The Creation of Femininity 
from The Subversive Stitch: Embroidery and the Making of 
the Feminine are most relevant for the research to anchor 
the points made with regards to craft’s status as being 
intrinsically linked to female work and female-centric art. 
Due to its association with the domestic sphere, craft is 
undermined, accorded an inferior status and continues 
to be identified and accepted as a quintessential form of 
women’s work. Both Lippard and Rozsika, argue for craft to 
be seen as a subversive act - one that denotes an acquiesce 
as much as a medium that resists.  

In Stefan Muthesius’s essay on Handwerk/Kunsthandwerk 
and Walter Benjamin’s Traces of Craft written by Esther 
Leslie, the research finds much relevance in the way both 
authors focused on situating handwork as an opposition 
to the products of industry and commerce, and how the 
hand persists as an organ that extends the notion of tactility 
and sense of touch. Handwork and its associated slowness 
plays an important part in this research where the marks 
and traces of the artist postulate notions of authenticity, 
originality, empathy and care.  

 

Methodology 
The Aesthetics of Care research is centred on two main 
exhibitions planned over the course of two years: (1) Planes 
and Envelopes, and (2) Sewing Discord. This section will be 
focused on these two exhibitions and the works featured in 
them.  

Planes and Envelopes  
Planes and Envelopes is the first exhibition the authors 
organised as part of the Aesthetics of Care research. It 
ran from 18 March to 11 April 2019 at The UltraSuperNew 
gallery, Singapore. The UltraSuperNew Gallery is an 
interactive space that curates and brings together creatives 
from all backgrounds to ignite discovery, imagination, and 
conversation. It serves as a launchpad for experimental 
collaborations between artists, designers, and innovators 
alike.  
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Figure 1: Planes and Envelopes exhibition view at UltraSuperNew Gallery, Singapore 
(2019)

Figure 2: Planes and Envelopes exhibition poster (2019)

The two authors employ the use of rudimentary materials 
such as yarn and paper to create woven artworks that 
highlight the intersections of contemporary art, design and 
craft. Using pared down materials such as the kapok yarn 
and semi-translucent paper, they were fashioned through 
intricate and repeated patterning to create objects that 
celebrate the versatility of the materials used and highlight 
their intrinsic forms, colours and materiality.  

The title of this exhibition, Planes and Envelopes refers to the 
mountain and valley folds a weave makes, a modular pattern 
that could be permuted, to produce larger objects. As can 
be seen in Figure 3, Ginette Chittick’s kapok cotton and 
wool blend is hand spun to fabricate a series of tapestries 
that are collaged with other materials such as wood and 
acrylic, whilst Hazel Lim’s modular coloured pieces of paper 
are folded repeatedly and then integrated in an interlocking 
pattern to form larger and malleable pieces of sculptural 
forms that interact with light and shadows. 

Figure 3: Rainbow in my mind (2019) by Hazel Lim (left) and Coming Into (2019) by 
Ginette Chittick (right)

Grounded in everydayness, the repetitive process of 
weaving is vital to both artists’ processes.  The notion of 
being able to carve out one’s own personal space that is 
untainted by other distractions, reflects a ritualistic and 
meditative energy for both artists. It is an aspect that parallels 
and echoes the unseen labour and detailed hand work that 
females in many cultures engage in: weaving, embroidery, 
knitting, quilting, crocheting, tapestries, origami and basket 
weaving, etc.

Sewing Discord 
As a follow up to the Planes and Envelopes exhibition, to 
extend a dialogue on the Aesthetics of Care, the authors 
worked closely with the Esplanade’s curator Lu Xiaohui and 
3 other Singaporean-based artists to present the Sewing 
Discord exhibition. 

Held at the Jendela Gallery, Esplanade in Singapore, this 
exhibition opened on 16 April 2021 and lasted through 29 
August 2021. The Esplanade is a not-for-profit arts centre 
that is driven by a mission to entertain, engage, educate and 
inspire through the arts. Primarily a performing arts centre, 
it also comprises visual arts spaces such as the Jendela 
Gallery and the Concourse where visual arts exhibitions are 
hosted every quarterly. 

Figure 4: Sewing Discord exhibition poster (2021)
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Figure 5: Sewing Discord exhibition view at Jendela Gallery, Esplanade, Singapore 
(2021)

The Jendela Gallery is unlike the usual white cube gallery 
space, due to the Esplanade’s unique architecture consisting 
of two dome structures framed with windows. Jendela in the 
Malay language refers to windows, and the interior space of 
this gallery is indeed framed on one curved side by a row of 
windows that overlook part of the Singapore river. For this 
exhibition, more wall space was created by closing up this 
window to create a curved tunnel experience throughout 
the elongated cavernous space (Figure 6).

Figure 6: Sewing Discord exhibition view at Jendela Gallery, Esplanade, Singapore 
(2021)

Sewing Discord is a playful pun to the term sowing discord, 
which in common parlance refers to an act that causes 
distrust between persons. The play of the phonetics 
takes a leaf from this definition by highlighting how craft 
as a technique is appropriated from its common use in 
domesticated environs to a chosen approach by these 
artists to articulate domestic craft’s inherent power and an 
intended reversal of meaning from passivity/domesticated 
to one of renewed strength and agency. 

Sewing Discord is an exhibition that brings together 5 artists/
designers whose creative approaches incorporate aspects 
of crafting technologies such as weaving, latch hooking, 
embroidery, origami, punch needling and cross-stitching. 
Whilst interrogating and drawing references from other 
mediums such as painting, sculpture and architectural and 
interior forms, their use of these techniques and materials 
is one that seeks to reinterpret the position of domestic 
craft in the hierarchy of visual culture. Commonly seen as 
a medium used by women in domesticated spaces - it is 
devoid of power and strength and one that is perceived as 

purely decorative and trivial. As Parker (2018, p.494) asserts, 
that the real difference between an art made with thread 
and an art made with paint is where it is made, who makes 
it, and for whom. When looked at in this light, it becomes 
obvious that the “inferiority” of the one comes from the fact 
that it is made by women in the home for the private realm, 
while the other is considered “high art” because it is made 
by men in the public realm, either for money or to “educate” 
the public. 

Whether they are using personal narratives as an anchor 
point, or negotiating visual forms through the lenses 
of sculpture or painting, craft as a method in these two 
exhibitions is meant to raise conversations about the 
unspoken, unseen and invisible. In many ways, the artists 
intend for the craft techniques used to create deceptions of 
domestic craft’s accepted meanings and allusions. 

Ginette Chittick continues to use the handspun yarn as part 
of her materials to create an explosion and cacophony of 
colours in her sculptural wall and standing pieces. Titled 
Echoes and This Must be the Place (Figure 7), the main work 
is a pair of shoji screens that are festooned with assortments 
of yarn latch-hooked and integrated onto one side of the 
screens, creating a visual compartmentalisation of space, 
one that she carefully carves out as time and space of her 
own. The notion of the screen and its symbolic demarcation 
of the domestic and the public also serves as a metaphor 
for the often unseen physical and emotional labour of 
women in the home. Across from the screens, Chittick’s 
smaller pieces of works titled The Diamond Sea (Figure 
8) utilise the same technique of latch-hooking to create 
small tapestries made with handspun yarn and acrylic. The 
geometric acrylic shapes are a reference to the Memphis 
design style that Ginette was inspired by during a time that 
she was in the process of moving house and scouting for 
interior design ideas. For Ginette, such objects endure in 
the mundane everyday but are not accorded a place in 
contemporary art and it is her desire to imbue them with 
narratives of female agency and power. 

Figure 7: This Must Be the Place (left) and Echoes (right) (2021) by Ginette Chittick
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Figure 8: Part of The Diamond Sea series (2021) by Ginette Chittick

Hazel Lim’s experimentation with origami and paper folding 
takes one on a visual journey through her composition of 
colour swatches. The interlocking and repeated design of 
the square origami unit continues to be the main feature 
in her work, as employed in the first exhibition Planes and 
Envelopes. By placing the folded paper tapestries within 
acrylic boxes carefully selected to reflect an associated 
family of colours, the origami folds and drapes against the 
backdrop of the coloured acrylic planes create unexpected 
gradients and hues of colours and shadows (Figure 9). 
This play on coloured forms is related to her on-going 
interest in colour theory, semiotics of colours and optical 
perspectives. As a corollary to the paperwork, Aerobics 
and Squaring the Circles (Figure 10) are using an entirely 
different technique of punch needle embroidery to explore 
craft’s diagrammatic and instructional images. For her, 
these diagrams are overlooked as visuals worthy of being 
considered as art images, much in the same category as 
maps, architectural blueprints and signages. Thus, these 
embroidery pieces are playful derivations of drawings that 
use notations and symbols to signify stitches in craft books, 
and at the same time, echoing similar gradients of shades 
found in her origami tapestry pieces.

Figure 9: The Garden (left), All Pastels, Twilight behind the Pine Trees (Centre) and 
Dance of a Happy Shade (right) (2021) by Hazel Lim

Figure 10: Squaring the Circles (2021) by Hazel Lim

Jodi Tan employs several ways to construct and imagine 
her abstract pieces, at times with drawings and collages, 
and other times through the cross stitching method. The 
works presented at the exhibition is an extension of her 
existing body of work entitled Sense of Order (Figure 11) 
made since 2013. For Tan, her intention with the cross stitch 
method is to create abstract images, which is a departure 
from the usual conventions of cross stitching which tends 
to be representational and includes motifs such as flora and 
animal designs. Working with found images that contain 
planes of shapes and colours and manipulating the pixel 
square units of the Aida cloth (Figure 12), she approaches 
the surface material as she would with a painting, and plans 
the composition in a way akin to a manual photoshopping 
method - cutting, pasting and repeating sections of the 
shapes or forms. However, unlike a painting where one 
could possibly observe the layering of brush strokes and 
analyze the construction of the image, cross stitch has no 
such layers – in this sense, any sort of visual cues for the 
viewer would be purely optical and lying on the surface, 
creating a curious environment where one has to take time 
to read the image differently.

Figure 11: Jodi Tan’s series of works (2013-2021) in Sewing Discord
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Figure 12: Sense of Order #11 (2016) by Jodi Tan

In Nature Shankar’s  movement-driven processes of 
spontaneous embroidery and fabric manipulation, she 
aims to create visual narratives that contextualise existence 
and uncomfortable personal experiences. As seen in Figure 
13, catalysed by a desire to give voice and form to her 
responses to traumatic circumstances observed in daily 
life, her works candidly bring into view that which is often 
concealed or evaded. Fabrics which she finds comfort in 
are deconstructed and blended into pulp which she uses 
to create canvases that form the textured ground for her 
embroidered narratives. Raw, complex and unaltered 
experiences and emotions in the form of personal texts and 
narratives are embedded as layers onto the repurposed 
textiles, resulting in intimate stories that unfurl in large, 
intricate landscapes of unconstrained lines and shapes 
(Figure 14). Her physically intensive and meditative 
process aligns her entire being with the cathartic journey of 
allowing her responses to take form. While embodying the 
notions of care and empathy, these works also attest to the 
importance of holding space for questions that challenge 
our current state of affairs.

Figure 13: Nature Shankar’s series of works in Sewing Discord

Figure 14: As Above, So Below (2021) by Nature Shankar

Berny Tan’s explorations of embroidery stem from her 
understanding of the process as an obsessive act that 
lies between the therapeutic and the torturous; one that 
is meditative and tedious and at times even painful. The 
three series of works in this exhibition represent variants of 
one of her primary strategies in artmaking: the stitching of 
text found and composed (Figure 15), using methods that 
pivot between legibility and illegibility (Figure 16). In fact, 
whether they are found or constructed texts, she creates a 
visual image from the texts or a phantom of the texts that 
resemble hieroglyphs or cuneiform of sorts. They connect 
to larger concerns within her art practice, particularly the 
ambivalent space where the systematic and the subjective 
meet, where her internal states are simultaneously articulated 
and encoded. In her works, she explores the tensions that 
arise when one applies systems to, and unearths systems 
in, intangible personal experiences, complicating the false 
binary between rational and emotional. Her strategies also 
reflect a fundamental interest in language as it is read, 
written and spoken by her, or through her, to express 
and explore the interstices between the cryptic and the 
confessional.

Figure 15: An Anthology of Dwelling (2021) by Berny Tan
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Figure 16: Citations (2021) by Berny Tan

Findings and Analysis

Care for materials - the hand that 
makes
One of the main conjectures of this research on the 
Aesthetics of Care is the notion of the handmade and that 
the craft that had been associated with the home is to be 
made visible and perceptible.  Through both exhibitions, 
this notion is made salient through the selection of the works 
and their processes. During the curation of the Sewing 
Discord exhibition, the authors and the curator Lu wanted 
to include a process room (Figure 17) - a sort of footnote 
at the end of the elongated curved gallery space, to invite 
audiences into a space where the materials used and the 
processes that are undertaken by the artists are presented 
in two ways: (1) as artefacts and remnants of the materials 
used for the works and (2) the techniques and processes 
undertaken by each artist in a curated short video. 

Housed within a vitrine, each of the 5 artists placed a 
selection of materials and/or remnants of their processes to 
clarify their chosen craft methodologies. With an assortment 
of materials ranging from threads, yarn, fabric used as well 
as the tools such as latch hook, embroidery needle, bone 
folder, this section provided a glimpse into the physical 
tools and preferred materials used for the outcome of 
the exhibition. Accompanying the vitrines (Figure 18), on 
the adjacent side of this room, the authors curated and 
filmed a short clip for each artist, showing specifically their 
hands interacting and engaging with their materials. When 
producing this video, the authors are conscious not to create 
an instructional video as is commonly associated with craft 
and hobby art videos where step by step instructions are 
prevalently used as a mode of communication. Instead, the 
video adopted an ASMR (Autonomous Sensory Meridian 
Response) format where not just the artists’ hands are made 
most obvious, but the sounds created when the materials 
are manipulated by the hands or tools. This is an important 
aspect to expound the significance of the hand-made and 

to amplify the noise/sound that accompany the makers 
during these ritualistic and meditative moments of creation. 

Figure 17: Process Room in Jendela Gallery

Figure 18: Vitrines in the Process Room

This process room is a critical aspect of the exhibition and 
is placed at the end of the gallery space in order to provide 
a different pace and rhythm to viewing the exhibition. 
Where the main exhibition area presented the outcomes 
and final outputs of what the audience can imagine to be 
handmade works, this process room lifted some of the 
mystique associated with the works and how they were 
produced, giving the audience a chance to understand 
the motivations and labour involved. To a certain extent, it 
is the intent of the authors and the curator to draw one’s 
attention to the sense of the material, honesty, (Muthesius, 
2018, p.124) as well as warmth that is coming from the form 
- warmly created from home … the feeling-for-growth form 
(Muthesius, 2018, p.127).

Figure 19: Screenshot of video showing Berny Tan trimming her fabric
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The video’s focus on the hand is a strategy and which evokes 
the sense of touch, as described by Leslie (2018, p.387), in 
the essay about Walter Benjamin: Traces of Craft, recurrent 
in Benjamin’s delineations of experience are the words 
tactile, tactics, the tactical, entering German, as it enters 
English via the Latin tangere, touch. To touch the world is to 
know the world. She argues that the hand, with its tactility, 
is central in Benjamin’s comprehension of experience … 
Grasping the truth, seizing the future; the hand is a political 
organ. (Leslie, 2018, p.387)

Care for the self - a room of one’s own
Although the Aesthetics of Care is concerned with the care 
that corresponds to the material and how they are being 
manipulated and transformed to create art objects, one 
should not discount the fact that the notion of care can also 
be extended to the care for the self or maker. 

Indeed, in one of the several exchanges and discussions 
that the artists had during the preparation of the exhibition, 
is whether some of the work that they are engaged in can 
be outsourced - i.e. if the artists would seek help from 
apprentices or assistants to complete the works. All the 5 
artists in the Sewing Discord exhibition, despite the labour 
intensive nature of their works, did not engage any form 
of assistance for the completion of the works, or have 
any intention to do so. This is a particularly interesting 
and noteworthy point, for it appears that singular-person 
production or narrative is of utmost importance for the 
artist where the repetition and the meditative resulting from 
this ritual became a basis of her production and thought 
process. Likened by Leslie (2018, p.387), she cites that 
for Benjamin, to reflect on the operations of storytelling, 
or craft communication and experience, is to ponder the 
arabesque of labour, experience and selfhood. 
Unlike commercial and mass-produced products, where 
one can rely on a template to create multiples and 
exact copies of the object, the idiosyncratic nature of 
the handmade and the bespoke relies on the particular 
handwork of the artisans/artists where marks, traces, and 
even flaws are evident. Whilst the visible materialisation and 
realisation of the handmade is made evident, much has not 
been discussed regarding the psychology of the makers, 
and how the pace of time and the effect of repetitive rituals 
have an impact on the artist/maker, and how this process is 
manifested in the work. 

This, the authors felt, is one of the most poignant 
consequences of this research, where carving out one’s 
own space, particularly for the female, remains critically 
absent in many societies. Females, even in today’s modern 
context, are still expected to juggle the multiple facets of 
public and private lives in a more complex world we live in, 
and continue to carry burdens and emotional labour that 
are invisible and unacknowledged.  It is with this thought 
that the processes of Sewing Discord finds a mirror, that to 
find a room of one’s own - even if that resides in the smallest 
pockets of time and space, is a solace that echos Woolf’s 
essential point on free expression and that a woman must 
have money and a room of her own if she is to write fiction. 
(Kronenberger, 1929) Or in this context, to make art. 

Discussion

Time, Repetition, Ritual
One of the features of domestic craft is its reliance on 
the repetitive mode of production to create a design that 
functions either as an aesthetic object for the home or for 
individuals, or to function as a ware that can be used around 
the home, or adorn a person. This repetition comprises 
techniques that could range from that which is simple to 
one that is complex. No matter,  it constitutes a learned 
process and muscle memory that when repeated endlessly, 
could produce a tapestry of knots, stitches, weaves and/or 
folds that ultimately result in an object that is imbued with 
care and attention for the materials. As noted by Lippard 
in her essay on Making Something from Nothing, she cited 
Harmony Hammond that in so much recent abstract art 
by women often emerges from a feminist adoption of the 
positive aspects of women’s history. It relates to the ancient 
sensuously repetitive, Penelopean rhythms of seeding, 
hoeing, gathering, weaving, spinning as well as to modern 
domestic routines. (Lippard, 2018, p.487)

As highlighted earlier, although one is able to discern and 
appreciate the production and techniques involved in these 
craft through the visual manifestation of handwork, what is 
not immediately apparent is the psychological impact the 
processes undertaken has for the maker. 

Figure 20: Screenshot of Ginette carding yarn on the drum carder

As an extension of the do-it-yourself ideology that undergirds 
her creative practice, Chittick uses a drum carder (Figure 
20) that blends wool and cotton harvested from kapok 
trees found around Singapore and a drop spindle to spin 
the blend into yarn . The textured yarn is then incorporated 
into her latch hook tapestries and mixed media sculptural 
works. Her approach embraces the tactility and presence 
of the creator’s hand inherent in craft, acknowledging 
the value and thought within manual practices alongside 
that which is created with careful labour. Aside from this 
acknowledgement of the labour involved, she often cites 
how this multiple-step process allows her to carve out time 
purely for herself, to create a work that is wholly from her, 
and is imbued with a ritualistic process and is a testament 
to time spent on them. 

Indeed this time spent on the object is a constant feature 
for all the pieces of work presented at the Sewing Discord 
exhibition. This posited time runs against the normal 
clockwork, is antithetical to the capitalistic time and is 
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purposefully expressed as a slowness which is evident in 
each of the marks and traces made by the artists. 

Figure 21: Detail of An Anthology of Dwelling (2021) by Berny Tan

This is particularly palpable in Berny Tan’s way of engaging 
with text sewn on fabric. Although all three pieces of her 
works are embodiments of slow time as can be seen in the 
painstaking process of stitching and at times unpicking 
the stitches to create phantom text/stitch, the work An 
Anthology of Dwelling  (Figure 21) illustrates the slowness 
most poignantly. The notion of dwelling in her title gives 
the sense of languidly meandering on the texts that one 
is encountering on each little piece of fabric. Displaying a 
poem, passage or quote, these are texts that had stayed 
with the contributors for a long time, or might have 
affirmed or altered their perspectives. While Tan might not 
have an existing emotional connection to these texts, the 
meditative and ritualistic act of stitching them stretches the 
time and effort it takes to make them as much as it is to 
read them, simulating a process of prolonged resonance. 
These embroideries are thereby able to signify spaces of 
empathy, created when one person shares a meaningful 
text with another in slowness.

 
Figure 22: Detail of There’s a Portal in the Desert (2021) by Nature Shankar

Similar to Tan, Shankar’s approach to her works embody a 
cathartic process where spaces of empathy and care can 
be created through the personal confessional narratives. 
The fabrics originally loaded and burdened with meanings 
and personal stories, are pulped, reconstructed and then 
reassembled onto another surface, signifying time and 
stories broken down to be retold in another fashion. The 
ritual of destruction in order to express trauma, personal 
grievances and hurt are critical aspects to Shankar’s works 
that aimed ultimately to present coded and layered images 
using domestic fabrics and embroidery stitches to denote 
scars (Figure 22). 

Unit, Scale and Monumentality
It is undeniable that for many domestic craft, the grid is 
the pattern that provides a base unto which the designs 
are organised or arranged. As noted by Lippard (2018, 
p.487), the shared or published pattern forms the same 
kind of armature for painstaking handwork and for freedom 
of expression within a framework as the underlying grid 
does in contemporary painting. Repetition relies on 
this grid, or more specifically on the units of the grids in 
order to permutate itself into multiple forms and designs. 
This minutiae, indeed when expanded, give rise to many 
possibilities in terms of scale and monumentality, one in 
which Hazel Lim and Jodi Tan took advantage of.

Figure 23: Detail of A Slash of Blue (2021) by Hazel Lim

For Lim, the basis of the paperwork is a square unit of 
origami. This simple origami design, found in a hobby 
craft book, presents a versatile and flexible design for 
her because when folded, the pockets on all four sides of 
the square allows for each square to be slotted with one 
another to permutate and extend into larger entities, and 
allow Lim to plan and compose her final sculptural pieces 
that can be draped and assembled on different types of 
structures and surfaces (Figure 23). This portable method 
of working helps her in juggling the multiple roles she plays 
as a full time educator and mother, but also presents an 
interesting facet of working that reminds her of typewriter 
art - a genre of art that she is inspired with. Typewriter art, for 
her, presents some similarity as craft, one that is restricted 
to some degree in terms of structure and the grid. Yet, in 
that structure and grid, it provides freedom in arranging 
the patterns and marks within these restricted and limited 
spaces of the paper or fabric.
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Figure 24: Detail of Sense of Order #16 (2021)

Similar to Lim, Tan is also trained as a painter and both of 
them tend to approach their craft-based works through the 
lenses of image making and painting devices. For Tan, when 
each of the forms and shapes that she deploys are taken 
out of their original contexts, they become anonymous 
and can be manipulated using rules devised by her—like 
playing with basic visual principles such as repetition and 
symmetry—which shape the way the images are created. In 
contrast to the brisk speed of painting, the methodology 
of cross-stitching slowed down her process, enabling her 
to make decisive evaluations of her adopted approach. 
She employed the formal properties of the pixel-like units 
of the Aida cloth and the ready-made colours of cotton 
floss threads in her experimentation. As can be seen in this 
detailed image (Figure 24), the flat, two-dimensional optical 
layering creates an enlarged surface and image made up of 
multiple square units where each pixel is carefully planned 
in terms of colour relations and results in an outcome where 
she hopes the viewer can take time to read. 

Conclusion

When the audience views the Sewing Discord exhibition in 
its totality, one could agree that the selection of the craft 
techniques utilised relates to the craft associated with the 
home, and more specifically with our mothers, aunts and 
sisters. This may very well relate to the everydayness of 
homely rituals , and for many contemporary observers, the 
main appeal of craft is its connection to the rhythms and 
realities of what has been called the everyday. (Adamson, 
2018, p.457)

However, unlike an everydayness that would usually 
conjure sensations of mundane-ness, lightheartedness 
and weightlessness, the works in this exhibition, due to 
the apparent labour and obsessiveness, render feelings 
of weight and gravity.  Despite the exhibition’s obvious 
entryway of beauty, ornament and gem-like quality in all 
the works, being lit in those seductive halogen light - it is a 
facelift that conceals what they truly want to communicate. 
The intensity and obsession in its making and through the 
perceived weight and gravity, that they ultimately want to 
express agency and subversive power of domestic craft.  
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Abstract

The traditional craft of working with the natural resource “palha” provides 
a livelihood for women living on Linga Linga, a peninsula in Inhambane 
province, Mozambique. Their work is inextricably tied to the landscape 
and to indigenous traditions. The well-being of these women is strongly 
impacted by inequity, which they experience, among other things, in the 
form of structural discrimination and exclusion, the very limited access 
to electricity and the commodification of their indigenous craft.
In response to this pressing issue, we – five artisans from Linga Linga and 
three designers from the Netherlands – created a safe space where we 
explored and shared our crafts and techniques. During this three-week 
“design residency”, developed based on principles from participatory 
design and transformative learning theory, the craft of the artisans and 
their cultural values were paramount. As designers, we shared our own 
craft of bringing solar design into everyday life in an accessible and 
meaningful way.
Combining the crafts in an equity-centered way resulted in a new 
material: “solar palha”. During the making process the concrete needs 
and wishes of the women emerged. Their ideas resulted in six working 
prototypes: five Lâmpadas Solares; lamp shades that light up in the 
dark and one Solar Bolsa; a small handbag that charges a phone. Based 
on our experiences, documented through journaling and retold in this 
paper through a phenomenological account, we draw several insights 
that reflect on the impact of the residency. The contribution this paper 
offers, is an example of best practice in which the cross-over between 
solar design, participatory design and equity-centered design has been 
a fruitful strategy. Herein, craft firstly connects these different disciplines 
and approaches. Second, it has proven to be a powerful strategy of 
overthrowing the three described forms of inequity and becoming 
opportunities for positive change.
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Introduction
This paper is based on the experiences of designing and 
executing a design residency in the province of Inhambane, 
Mozambique in January 2021. Here, a group of five female 
artisans from the local community of Linga Linga worked 
together with three designers (two female, one male) with 
their own backgrounds in equity-based and activist design, 
participatory design and solar design. The indigenous 
craft of working with the natural resource “palha” (a dried 
palm leaf) provides a livelihood for women living on Linga 
Linga, a peninsula in the Inhambane province. Their work 
is inextricably tied to the landscape and to indigenous 
traditions. The well-being of these women is strongly 
impacted by inequity, which they experience, among 
other things, in the form of structural discrimination and 
exclusion, the very limited access to electricity and the 
commodification of their indigenous craft.

In response to this pressing issue, we created a safe space 
where we explored and shared our crafts and techniques. 
During this two-week design residency, developed based 
on principles from participatory design and transformative 
learning theory, the craft of the artisans and their cultural 
values were paramount. As designers, we shared our 
own craft of bringing solar design into everyday life in 
an accessible and meaningful way. Combining the crafts 
resulted in a new material: “solar palha”, whereby solar cells 
became tied into the meshwork of the woven palha. The 
concrete needs and wishes of the women that emerged 
through making led to six working prototypes: five 
Lâmpadas Solares that light up in the dark and one Bolsa 
Solar; a small handbag that charges a phone. 

This paper provides a phenomenological account of 
the design residency in which craft played a leading and 
connecting role. Through a series of insights, we reflect on 
the crossover between solar design, participatory design 
and equity-based design, and the impact these combined 
design approaches have on the artisan community. 
Herewith, we offer a contribution to other design researchers 
and practitioners working with marginalized or minority 
communities of artisans living in postcolonial contexts.

Theoretical Background
The work presented in this article stems from the 
convergence of three theoretical angles and associated 
practical design approaches, namely 1. decolonial 
theory for social change, 2. participatory design, 3. social 
innovation through crafts and technology. Through our 
project these are embedded within the context and work of 
an indigenous artisan community. In the paragraphs below, 
we briefly explain the three theoretical angles.

1. Decolonial theory for social change within an equi-
ty-centred approach 
The decolonial lens on the importance of indigenous 
communities when it comes to sustainable solutions 
related to craft and design is seen as an integral formation 
of this project. Herein, craft can be read as a cultural text. 

In the context of Linga Linga, it thus becomes imperative 
to look at how the political, social and historical construct 
of Mozambique plays a role in the craft sector and how it 
has been sustained thus far. This is further contextualised in 
section 3 of this paper. By adopting a transcultural strategy 
to the design residencies created in Linga Linga, the 
collaborative effort of this project explores the emancipatory 
identities that are brought forth. These so-called hybrid 
settings (Bhabha, 1994: 111) warp the decolonial and the 
(subconscious) colonial mindset into a fusion of several 
identity constructs that inevitably question the fundamental 
equitable notion of the project. By utilising decolonial 
theory, we can begin to deconstruct these hybrid layers 
to understand the processes of decolonisation and how it 
can bring forth social change. An equity-centred approach 
to community-based design (Creative Reaction Lab, 2019) 
challenges the inequities based on race and gender whilst 
being applied to design and crafts, by dismantling power 
constructs in the design process.

2. Participatory design
Participatory design is a design research method that entails 
user participation from the very beginning of the design 
process. It is a democratic process in which the participants 
determine the design and research agenda and have equal 
input. (Muller, Kuhn, 1993: 24-28).

An important characteristic of a participatory design process 
is what it is called ‘a safe space’ in which participants can 
have a high level of involvement in the activities, such as 
designing and creating together and sharing their personal 
stories or values as a basis for the design. The characteristics 
of a safe space are aimed at providing trust and comfort 
to participants so that open communication, knowledge 
exchange and connections occur between participants 
(Duarte, at all, 2019: 188-210).

When participatory design methods are combined 
with methods from action research, a new field arises: 
‘participatory action research’ (PAR). PAR seeks to 
understand and improve the world by changing it via 
small interventions. A first outcome of PAR is knowledge 
that is relevant for the participants to shape their own 
living and working environment. A second outcome is the 
empowerment of participants in learning new methods 
with which they can acquire knowledge themselves (Walter, 
2009: 151-158)

3. Social innovation through craft and technology 
When it comes to innovation, craft is essential to sustain and 
integrate tacit knowledge, as well as to facilitate cultural 
appropriation (Wilkinson-Weber & DeNicola 2016). Rachel 
Philpott (2012: 2) explains how the high degree of manual 
dexterity of craft practices leads to embodied knowledge 
that “forms the basis for creating artifacts”. The value of 
craft in relation to industrialization and digitalization is the 
making of discoveries by the human hand as opposed to 
the high degree of control and automation of machines 
(Sennett, 2009: 112).

Currently, there is a problematic discrepancy between high-
income industrialized societies’ ‘top-down’ technocratic 
approach versus ‘bottom-up’ indigenous innovation 
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based on multigenerational knowledge, practices and 
beliefs (Watson 2019). Acknowledging this gap, Digby 
Swift (1992: 1) states: “The extent to which science and 
technology contribute to the quality of life in developing 
countries is likely to be strongly influenced by the extent 
to which indigenous knowledge is employed.” As a result, 
education in science and technology should fortify existing 
knowledge and be mindful of the local environment. There 
are companies looking to give rural communities access 
to energy through solar technology, such as Little Sun, 
WakaWaka, and Rethaka. However, projects that let the 
community itself familiarize and design with raw materials 
such as solar panels are much harder to find.

Context of the design residency
The project centred on Palha and the female artisans 
of Linga Linga formats itself around an equity-centred 
community design studio (Studio Palha) that fosters 
collaborations between the artisans and fashion designers 
active in the Netherlands. Through the design residency, 
the project served as a facilitating platform in which design 
and the artisanal hand merge in a nuance of silent beauty, 
revealing the stories and meaning behind the products. 
The residencies focus on amplifying the voices of the 
makers — the women artisans; what drives them, what is 
inbred in their belief system and how this translates into 
the material they work with: palha, a dried palm leaf. Their 
work is inextricably tied to the landscape and to indigenous 
traditions Local basket weaving techniques – one of the 
oldest techniques of the world – remain a symbol of 
Mozambique’s craft tradition. Baskets with “gipatsi” or 
“sipatsi” strip-patterns, as produced by the Tonga people in 
central Mozambique, are now sold as handbags, although 
the tradition of basket weaving is very much rooted in rural 
life. Over 490 unique “sipatsi” patterns have been observed 
and collected amongst others by researcher Paulus Gerdes 
(2011). The artisans’ labour of love reflects an influence 
of the past and transmits a technical know-how that in 
turn defines the local identity. On a larger scale, with the 
increase in attention towards the creative market in Africa 
as a continent, especially in design and fashion, the issue 
of cultural appropriation is undeniably becoming a relevant 
topic. Authorship and ownership of cultural manifestations 
lack to fall under intellectual property in fashion and design. 
Their use in disconnected circumstances adds to a growing 
problem of the preservation of many traditional expressions.
 
Mozambique has long been faced with impoverishment – 
a long struggle for independence, the consequences of a 
16-year civil war and widely spread corruption. Burdened 
with social and economic complications, the country deals 
with numerous challenges from access to education, clean 
water, job creation and a functioning public infrastructure. 
Research by the MDG-F Joint Programme for Strengthening 
the Cultural and Creative Industries and Inclusive Policies 
in Mozambique (MDG Fund, n.d.), in cooperation with 
UNESCO, have identified the main issues of the country’s 
cultural crafting sector. They named unstable market access, 
limited production capacity, product design and quality as 
the main impediments to the field. Additionally, the lack 

of governmental support and the informal nature of the 
crafting economy reinforce the limitations of sustainable 
development.   Yet, there remains a country with an 
immense cultural heritage dating back to the Arabic traders 
and tribal formations in previous centuries (Waterhouse, 
1996: 4). This provides an overwhelming inspiration for 
the creative arena, in which a collective artists, artisans and 
designers are still making a living by. Currently, national, 
and especially international market access is limited, which 
results in the constant struggle of artisans and crafters to 
make ends meet and support their families. Added to this, 
the COVID-19 pandemic has added on to enormous social 
and economic hardships and affected the tourism sector 
that Inhambane has fostered severely (ECHO, 2021). Due 
to this, the artisans of Linga Linga have been hit with a huge 
lack of clientele and demand for basketries.

Methodological approach
The design residencies provide a methodological context 
to elevate the voices and centre the voices of the female 
artisans in a community-based design environment. Here, 
interchanges in techniques and skills can be fostered 
between designers and artisans, to derive to equity-
based design settings. The residencies are created based 
on a specific theme and corresponding material and/or 
technique. This residency was designed around the theme 
of ‘the sun’, with the premise of exploring the role and 
value of solar energy and solar design in relation to the 
Palha craft. The outlines of the residency were created by 
the team of designers. Based on previous experience we 
decided on a duration of three weeks for which we invited 
five artisans from Linga Linga, namely Dona Louisa, Dona 
Gilda, Dona Dulci, Dona Joanna and Dona Joaquina. The 
already existing relationship of trust with Studio Palha made 
our plans possible. To accommodate the women and create 
a pleasant working environment, we rented a house and 
organized their travel. Carla Correia Parente, local designer, 
became involved in the team to ensure the women’s needs 
were paramount in the process and assist as an interpreter 
and facilitator in the transcultural exchanges in language, 
ideas and creative processes. Since the residency took place 
during the covid-19 pandemic we took extra measures to 
ensure the safety of all participants.

The residency was set to take place every day, except 
Sundays, from 8 a.m. to 5 p.m. Beforehand, the residency 
program was divided into four phases: 1) an introduction 
phase to get to know each other and each other’s craft, 
customs and language, 2) an exploration phase focused on 
making samples that combine materials and techniques, 
3) the co-creation phase in which the samples were further 
developed into prototypes, and finally 4) a presentation 
phase in which the prototypes were presented by the 
artisans to other interested people.

Within the design residency the aim was to create an equity-
based participatory design process that strives to create 
a safe space. To create this, we designed a context and 
process based on the following principles that are based on 
extensive experience with participatory design processes in
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the context of Ruimtekoers Festival (the design practice of 
one of the authors) and the theoretical background (see 
section 2):

A well-known subject or theme forms the starting point 
ensuring that everyone can be an expert of their own 
experience, enabling us to work on equivalent positions 
and interests;

• From the start of the process, a clear formulation of roles 
and expectations is shared and it is made explicit that 
this topic will remain open for discussion throughout 
the entire process;

• The design process actively creates space for joint 
rituals, for example through daily meetings, and 
undertaking joint activities that break through these 
rituals, to offer variety and a basis for shared memories;

• Part of these joint rituals is explicitly naming the design 
process and making it visible and tangible to make sure 
everyone is provided with the same information. This 
establishes a shared basis from which all participants 
can work on co-creation as experts of their own 
experiences and role;

• The design process invites and promotes an open 
and curious attitude towards each other and towards 
the surroundings; thereby creating a place where all 
participants feel welcome to give their own rituals a 
place and a voice.

Throughout the residency, journaling was used by the 
designers as a phenomenological method to record 
participant experiences. Conversations and observations 
were documented in writing and the design process was 
further captured through photos and videos.

Tying together indigenous 
crafts and solar design
In this section we present a phenomenological account of 
the experiences of the design residency to do justice to the 
tacit knowledge and values exchanged in the craft process.

Figure 1: Dona Dulci testing her solar lamp

Lihani: “Sun on earth — the rays that touch our skin and 
the plants”
On the first morning, all participants sat in a circle in the 
living room of the house in Tofo. They were given the 
opportunity to tell something about themselves, share their 
expectations of the residency and explain their role. The 
Mozambican women explained their role as artisan who 
wanted to share their craft, Zinzi as the initiator and curator 
of the residency, Pauline as a solar designer, and Yosser - 
the only man among this group of women - as a designer 
of participatory processes involving communities. After 
introducing the theme of the residency, all participants were 
asked to tell an anecdote to explain their relationship with 
the sun. Yosser made drawings illustrating our conversation 
and the plan for the residency, which were hung on the wall. 
This drawing exercise became a useful way to align each 
other’s expectations.

Lighty, lighty, lighty!
The afternoon was focused on familiarizing with solar 
energy. Pauline explained her work in this area through 
samples and videos. The women, when asked to reflect on 
what they were shown, explained how their cell phones give 
them access to remote family and radio news, but that they 
have to go to “rich people’s houses” to get them charged. 
When dona Dulci discovered that it was possible to wear 
clothes that could charge a cell phone, she stood up and 
performed how she would walk around confidently on the 
phone while charging it with her t-shirt. 

Figure 2: Dona Gilda celebrating the lamp with a dance

Next, the first craft exchange involved making a solar lamp 
using a small solar panel, a pcb with components, battery 
and glass jar that needed to be assembled using tools that 
the women had never used before. Making these lights 
revealed the eagerness with which they learn a new skill. 
The reward was great when the lights worked. The women 
tested them by creating a dark space with a capulana (a 
type of sarong) and celebrated the lamps with a dance 
and improvised song with the phrase: “lighty, lighty, lighty” 
(Figure 1 and Figure 2).
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Figure 3: The woman sharing their Palha craft

Everything starts with a knot
The next two days were dedicated to palha, with the 
artisans sharing their craft with the designers. We sat on 
the veranda floor amidst piles of beige-colored dried palm 
leaves that the women brought from Linga Linga (Figure 3). 
The women showed how to separate the individual leaves, 
strip them into narrower strands with their nails, and sort 
them by stiffness. Then they demonstrated how to paint 
bundles, using a discarded paint pot on a fire made in the 
garden. We went out to cut some fresh palha leaves and 
got a bucket of white beach sand that would keep the palha 
moist so it wouldn’t break during the weaving process. 
Dona Dulci explained to us how “Everything starts with a 
knot” (Figure 4). An expression that reflected not only the 
actual making process whereby strips of palha are knotted 
together to form the starting point of the basket weave, but 
also the tying together of people and experiences that the 
residency was enabling.

Figure 4: Dona Dulci explains: “Everything starts with a knot”

Figure 5: Drinking “cha” and eating “pão” together in the morning

Pia, pão, hodza — “Cut, bread, eat”
The craft process enabled the artisans and designers to get 
to know each other, and in particular each other’s language, 
cultural beliefs and social rituals. On most mornings, the 
designers joined the women’s favourite morning ritual: 
drinking “cha” (tea) and eating “pão” (bread) together 
(Figure 5). This moment of sharing personal stories and 
looking at the workday ahead became a shared ritual. The 
fact that we could not all speak the same language, invited 
us to be very attentive to other communicative resources. 
Over the course of the collaboration, we developed a 
‘composite’ language consisting of Gitonga (local dialect), 
Portuguese and English words and inside jokes that proved 
sufficient to communicate to each other. These shared rituals 
and repeated jokes became a way of making memories 
together.

Documentation and shared experiences
Every day, many photos and videos were taken to document 
the creative process and our collective experiences in and 
around the house. After the first week we organized a drink 
at the house to view the footage together. This was a way 
to break up the work atmosphere so we could get to know 
each other in a different way and contextualize the shared 
experience of creating together. 

Figure 6: Dona Joanna sitting underneath the five Lâmpadas Solares

Making solar palha

After learning each other’s craft, we explored how to 
combine the two elements into what we called “solar palha”. 
The designers first wanted to make some material samples 
that could inspire product ideas. The women are used to 
working on commission, but during the residency they were 
stimulated to explore their own ideas more deeply. During 
this specific phase the women explained how they preferred 
to make actual products; making samples only for research 
was difficult for them to support. In the conversation that 
followed, the women explicitly shared that they wanted 
to create useful products. Their ideas took shape in the 
creation of six working prototypes: five lamp shades that 
light up in the dark and one handbag that charges a phone 
(Figure 6). Several days of fabrication followed in which 
the artisans and designers worked together to determine 
the overall design, the weave patterns and integration of 
wires, solar cells and batteries. Finally, it was time for the 
presentation of the working prototypes.
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Lâmpada Solar & Bolsa Solar

To present the final prototypes we went to the market in 
Tofo, where local vendors sell palha products that they buy 
from traders or directly via the artisans. We did not come 
to sell the prototypes, because the prototypes belonged to 
the women. Yet we wanted to get feedback on our work and 
explore the potential value of the products. The merchants 
were enthusiastic about the products. João, one of them, 
didn’t want to return the Bolsa Solar: “It suits me so well, this 
one is made only for me”, he said (Figure 7).

Figure 7: Merchant João is showing the Bolsa Solar

Visiting Linga Linga
The next day it was time to say goodbye, but not for long. 
The women had invited us to visit their homes, which created 
the opportunity to include autoethnographic research. A 
week later, almost as usual, we were having lunch together 
at the house of dona Joanna in Linga Linga with all the 
women. During our three-day visit we stayed with dona 
Dulci, her husband, niece and nephew. In this context with 
the blistering heat of the sun, the lack of electricity and 
clean drinking water, we experienced first-hand what the 
women told us extensively about. We also saw with our own 
eyes how important the role of women is in the household; 
continuously taking care of the fire, water, food, children 
and running the family and the community and making 
time for their craft. The intensity and importance of this role 
is often hardly or very little recognized by their husbands. 

Figure 8: Lâmpada Solar hanging in the tree being charged by the sun

While visiting all the women at their homes, we saw the 
Lâmpadas Solares hanging in the tree being charged by 
the sun, to give light to the community of Linga Linga after 
sunset (Figure 8).

Insights of the design residency
The creative and cultural exchange of the making 
process throughout the design residency as well as the 
autoethnographic exploration on Linga Linga has generated 
the following three insights.

1. The residency method ensures that artisanal values 
are directly transferred to newly introduced materials. 
While exploring the value and meaning of prototypes 
requires autoethnographic research in the woman’s living 
environment.

By working with the solar cells daily and gradually making 
them part of the craft of working with palha, they quickly 
acquired a ritual value. Daily practices with the new 
prototypes, however, were not instantly formed. During 
the stay in the house in Tofo, the glass jars and the finished 
Bolsa Solar were often gathered in the house and thus 
kept out of the daylight. None of the women was aware 
at the time that it was better to put them in the sun. When 
we spent a long weekend at their homes and were able 
to observe their daily practices, we came across the palha 
leaves drying in the sun next to a pile of logs with the glass 
jar and a Lâmpada Solar on it (Figure 9). This revealed an 
intimate connection between the natural resource palha 
and solar technology, as both depend on and relate to the 
sun, unlike anything we could have experienced before 
in Tofo. Moreover, it emphasizes how a familiar context 
and everyday social practices were needed for these new 
products to become meaningful.

2. Implicit differences between the role of “designer” and 
“artisan” reinforced, by the power relations that are a remnant 
of colonial history, stand in the way of equal collaboration.

The residency revealed the challenge and need to 
overcome the implicit hierarchy between the different 
roles of participants, which is further complicated by the 
remnants of colonialism such as the power relations in race 
and class (Mozambique became officially independent 
in 1975). Despite the conscious efforts made to create an 
equitable design process, we noticed during the residency 
that “the designer” is typically seen as the one who decides 
what should be made and that “the artisan” executes and 
realizes it. This can be illustrated by two concrete examples. 
Firstly, the women had difficulty making what we know as 
material samples or swatches; they were quickly tempted 
to make actual products instead. When we brought this up, 
the women explained that the emphasis on form is common 
practice for them, as they normally always receive a concrete 
product order. Secondly, the designers were regarded 
as “clients” by the artisans, while the focus and aim of the 
residency was to develop ideas and products that could 
support the artisans in their daily lives. This became clear 
when the artisans returned home with all their belongings 
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and deliberately left behind the solar lamps on the sofa 
in the living room of the house. While it was repeatedly 
emphasized that the needs and wishes of the artisans were 
central to our material and product exploration, it wasn’t 
obvious to them that they would take ownership of the result 
of the work. We paid the women a daily fee for their work. 
This creates a degree of dependency, which can typically - 
in a context of limited inequality - be considered normal or 
self-evident, but which complicates the intention of equity-
based participation in this particular context. It is worthwhile 
noting the importance of challenges equity-design spaces 
in this context and considering that an artisan from an 
indigenous community may differ in needing resources 
from what a designer may need, to arrive at the same place 
or create common solutions.

3. The celebration of craftsmanship and the sharing of 
knowledge has an empowering effect on the women

The joyful exchange of craftsmanship yielded new 
knowledge, skills and perspectives for both artisans and 
designers. Precisely because of the possibility to learn 
themselves as well as teaching others, the women became 
empowered. This observation was literally expressed when 
they described what the act of “making light” did to them: 
“I feel powerful”. As a thank you and tangible reminder of 
the experience, we gave all women a printed canvas with 
two photos of themselves, made during the residency. 
The excitement of this moment, expressed with cheering, 
singing and dancing was a culmination of the acquired 
knowledge, skill and shared energy.

Discussion
Our research raises several new questions that serve as 
points for discussion and inspiration for future research. 

• As our approach to the design residency shows, equity 
doesn’t arise by chance but with intent and focus. 
Despite our conscious intentions and efforts to ensure 
an equity-centred design process, we still faced the 
complex power dynamics that minoritized communities 
are involved in; especially those that are more subtle 
and therefore more difficult to anticipate. Highlighting 
the voices of those in marginalised communities 
does indeed begin with a reorientation of the design 
process and the mindset and attitudes that everyone 
involved brings. Based on the positive feedback we 
received from the women, we believe our research is 
a good example of how this can be done. However, 
based on our experience, viewed through a decolonial 
lens, we wonder whether it is at all possible for design 
processes and practices to be truly equitable? Even 
over the course of writing this paper, we as authors 
have struggled with doing justice to the voice of the 
artisans who do not have access to writing academic 
publications. As a result, our work invites a rethinking of 
how equity is being mediated and actively negotiated 
in design practice. Our attempt to fluidly approach 
the role of the artisan and the designer challenged 
our consideration to the relationship designers and 

indigenous artisan communities have. In the context 
of the artisan’s relationship with their surroundings, the 
holistic embodiment of community living where the 
artisan’s livelihood depends on the craft and the craft 
depends on the livelihood, it is imperative to question 
how an equity-based design setting is even possible. 
After all, we ourselves repeatedly appoint/write from 
the perspective of the designer vs craftswoman; those 
differences may also be there, but they must be given a 
dignified and explicit role and place to come into their 
own.

• The design residency enabled us to better understand 
the local traditions, the way the country is organized 
and the existing structures in which the women produce 
and sell their products. For a more durable impact and 
lasting empowerment of the artisan community an 
infrastructure is needed that incompases the materials 
and processes necessary for the solar palha products 
to come to life. While the women learned how to 
solder the electronics, they would no longer be able 
to do so at their homes in Linga Linga without access 
to electricity. Here, the engineers of local electronic 
repair markets could provide a viable solution, which 
we intend to explore further. In addition, a supply chain 
of materials should be established, preferably based on 
local resources.

• Finally, our work points to the possibility of actively 
involving men for their side of the emancipation that is 
needed to give women in the community of Linga Linga 
greater independence and freedom. During the design 
residency the women were physically separated from 
their spouse. The prototypes and the printed canvas 
they brought home were a means to explain the work 
they had done and the experience gained. We had 
brought our digital camera to Linga Linga and showed 
José, dona Dulci’s husband, some photos to make her 
work more tangible. It was striking how he suddenly 
opened up and became much more interested and 
talkative about it. This made us aware of the value of 
design anthropology in promoting greater involvement 
of men and thus greater respect for the knowledge, skills 
and role of women. In the future, the design residency 
could be physically closer to the actual living context, 
or the men could be invited during presentations of the 
work.

Conclusion

This paper presented a design research project in the 
context of Mozambique whereby five female artisans from 
indigenous culture collaborated with three designers 
active in the Netherlands. It described the theoretical 
foundations and practical considerations that went into the 
design of the residency, considering the sensitivities and 
challenges of this specifc context with its colonial history. 
Based on a phenomenological account that highlights the 
crafting process and the cultural exchange that it facilitated, 
three key insights emerged. These insights as well as the 
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subsequent discussion points are meant to inform other 
design researchers and practitioners working in similar 
contexts. The contribution this paper offers, is an example of 
best practice in which the cross-over between solar design, 
participatory design and equity-centered design has been 
a demonstrable strategy, revealing how the fluidity in roles 
of artisan and designers can bring about new methods 
that offer true inclusivity. Within this strategy, craft is the 
thread that ties these different disciplines and approaches 
together. Moreover, it has shown to be a powerful strategy 
to overturn the three described forms of inequity to become 
opportunities for positive change. For the women, their craft 
first of all facilitated new intrinsic values; solar energy has 
become more accessible and understandable; ultimately 
empowering them to strengthen their position within the 
community. 
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Abstract

India has a craft sector that employs over seven million artisans, of which 56% are 
women. Textile skills are deeply embedded into the artisan designer’s culture and 
are constantly evolving. This paper is based on the Raising Awareness of Value (RAV): 
Women and Crafts in India project, which set out to find methods of communicating 
the value of Indian artisanal textile design to new customers. The research is focused 
on the impact that COVID-19 has had on rural communities who are searching for 
new methods of communicating the indigenous artisanal nature of their products 
in order to command prices in line with their quality. This paper proposes that there 
is a need for artisan designers to find methods of sharing how, where and why their 
garments are made in order for them to share their narratives and communicate 
the value of their handmade crafts. This paper will outline a 21st century method of 
resolving an old problem, one which Coomaraswamy writing in 1910 identified, that 
‘It is suicidal to compete with Europe on the basis of cheapness. Competition should 
be on a basis of quality’. This research asks the question: Can the value of Indian 
artisanal designer’s textiles be enhanced through new forms of storytelling? The 
research was carried out by a community-based, interdisciplinary research group 
from India and the UK. The study was undertaken in partnership with nine women 
and their families, who dictated their own needs and priorities. The immediate need 
to connect makers directly with consumers became apparent as the pandemic 
struck and access to long-standing markets dried up. As part of this project the 
craftswomen ‘learnt how to learn’ in order to add to their knowledge of marketing 
and promotion methods. A series of 15 workshops generated new knowledge 
through sharing ideas, skills and experiences and by transferring expertise through 
collaboration with craftswomen and their families. As widespread use of the mobile 
phone has made new media more accessible, the quality of these textiles is being 
publicised and disseminated across the globe from the craftswomen’s rural villages 
in Kachchh, Gujarat. This study set out to raise the monetary value of women’s crafts 
but what came to light through the workshops was that communicating the less 
tangible cultural and conceptual value of their products was of equal importance. 
The artisanal designers are now able to communicate the value of their own goods by 
describing their living cultural heritage through evocative text, film and photography. 
They now have freedom to create new products in response to feedback direct from 
the consumer. More significantly, the energy and commitment to engage with new 
forms of communication has led to a greater degree of independence, signalling a 
new future for fashion where makers take control of their own livelihoods. 
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INTRODUCTION

Raising Awareness of Value (RAV): Women and Crafts in 
India was a pilot project that set out to support female 
crafts makers, producing complex indigenous textiles. This 
study originally set out to investigate how female crafts 
makers in Kachchh, Gujarat in India, could improve their 
livelihoods through product innovation and new forms of 
marketing. The project was due to start just as COVID19 
took hold of the world in 2020. As the pandemic halted 
the project’s trajectory, it was necessary to re-evaluate 
priorities and make new plans. The opportunities for the 
artisans to sell direct to businesses had dried up due to 
the pandemic. As a result, the participants expressed an 
urgent need to sell their products direct to consumers. A 
shift of emphasis and a new primary focus on direct sales 
through digital communication methods became essential. 
The makers’ priority was to communicate the value of their 
handmade textiles and raise their position in the value 
chain (Fig.1). This research asked the question: can the 
value of Indian artisanal-designers’1 textiles be enhanced 
(better communicated) through new forms of storytelling? 
The overarching aim of the project was to foreground the 
value of artisanal crafts. These female artisans rely primarily 
on selling products in bulk to wholesalers in India and 
internationally.

Indian crafts have been undervalued for more than a 
century. This study investigated a 21st century method 
of resolving an old problem, one which Coomaraswamy 
writing in 1910 identified, that ‘It is suicidal to compete with 
Europe on the basis of cheapness. Competition should 
be on a basis of quality’ (Coomaraswamy, 1910:6). The 
struggle for the recognition of the work of textile artisans 
in Kachchh has been well documented by Edwards, (2016) 
Frater and Hawley, (2018) and Crill (2015), amongst others. 
This project provided the opportunity for a group of highly 
skilled artisan-designers to develop the ability to tell their 
own stories. The aim was to unpack what makes their 
textiles high quality and explain this to a broad audience. 
The initial focus was placed on the use of new media, 
with the understanding that this would instigate a process 
of storytelling by the makers. The research team and the 
artisanal designers co-produced a project plan to tackle the 
issues and difficulties in communicating the value of their 
crafts. 

In the accompanying publication to the Fabric of India 
exhibition at the V&A in 2016 Rosemary Crill (2015:212) 
writes: ‘Undoubtedly inequalities exist: while designers 
become recognized individuals, the artisan remains 
anonymous.’ This project set out to tackle the lack of 
recognition the artisan receives, to empower the women 
particularly to shout about the quality of their work and 
share their own backstories. It sought to redress the lack 
of equality in terms of recognition of the artisan, how the 
textiles are made, by whom and where, whether they are 
hand dyed or woven on a specific type of hand loom. 
Providing this level of detail will enable the client/consumer 

1The graduates from Somaiya Kala Vidya call themselves Artisanal Designers, they 
blend artisanal and design skills together to create their work. 

to understand the complexities which underpin the garment 
they are wearing. This will in turn ensure that these textiles 
have the potential to become heirlooms. If anonymity 
becomes a thing of the past and artisans are given credit 
for their design work, a fairer more mutual relationship 
could be sustained between the textile designer and the 
fashion designer. A collaborative approach to marketing 
the products could lead to greater recognition of the 
skills involved in hand made textiles, and the deep-rooted 
cultural traditions which underpin them. 

Figure 1. The position of the Artisan Designer in the wider value chain in Kachchh, 
India.

The Fashion Context
As the rise of the slow fashion movement gradually 
intensifies in importance (Clark, 2015), the possibility 
of an increase in sales of hand-crafted goods becomes 
more relevant to the marketplace, particularly to the next 
generation of consumers seeking high quality crafts. ‘..our 
passion for craft has increased craft sales from £883m 
in 2006 to over £3bn in 2019.’ (Greenlees, 2020:1). Can 
Indian craftswomen benefit from this newfound interest in 
crafts? Can they develop their voice and be heard  over the 
plethora of information available online?

Handmade textiles in India play a significant role within 
village economies, where the crafts sector often provides an 
income to those that live in rural communities. In Kachchh 
District the semi-arid desert is rich in culture. The history 
of textiles in the region reaches back over four and a half 
thousand years (Edwards 2011:17). The legacy of textile 
production and its rich cultural heritage forms a complex 
and evolving backstory to the fabrics produced today in 
the region. Although the artisan’s traditions are revered 
across the globe, the future is very much in the hands of the 
younger artisan-designers. 

Those that have produced handmade cloth in India for a 
lifetime pass on their skills to less people year on year. India 
had nearly 7 million artisans in 2013, 40% of the global-
artisanal workforce, but the number of artisans operating 
in India is decreasing. (Dasra, 2013:2). The Government of 
India has provided opportunities for design intervention to 
crafts people through various stakeholders such as NGOs 
and design schools to breath fresh life into their designs 
making them more marketable. They have also tried to offer 
support in the form of sales channels. A craft market in the 
heart of the national capital Delhi, called Dilli Haat, is one 
such example (Gupta, 2012:14).
A number of craft initiatives such as the ‘Kutch Craft 
Collective’ and aggregators like Okhai and Jaypore, 
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have emerged in recent years. They have helped provide 
both design and marketing support to craft producers 
by bringing them under one umbrella. These initiatives 
however have not addressed the issue of anonymity of the 
individual maker.

The community context
Many of these women work part-time, the work is highly 
skilled and labour intensive and often undertaken at home 
with their families. When asked how she learnt her practice 
Zakiya  Khatri  (2021) one of the participants in the study 
explained: ‘From the childhood we have (learnt) the mostly 
(from) our  mothers and aunts sitting in the  veranda  and 
they are doing their Bandhani, so we always get interested 
in that. We go near them and see what  they are doing, so 
by looking we learn  how  to tie.’ These artisanal skills are 
acquired over a lifetime and are constantly developing, 
the work embodies a ‘living intangible heritage’. These 
textiles were traditionally produced for domestic use 
and for economic exchange. Whilst the makers’ cultural 
background informs their designs, their products, normally 
scarves, stoles and saris are gradually evolving. At the same 
time as developing new ideas and products, there is a sense 
that they need to safeguard their heritage. (UNESCO 2019). 
The artisan-designers do not normally work in isolation they 
are part of their complex communities who often support 
one another to produce orders and create new work. New 
collections are produced by the artisans-designers each 
year, aimed at local, national, and international markets. 
Although the Indian market is vital to their success, they do 
sell internationally, particularly in America (Khatri A, 2021). 

The cultural context 
The research for Raising Awareness of Value (RAV) was 
undertaken largely in India, the research project was led by a 
team based at Pearl Academy in Delhi. It was a British Council 
Crafting Futures project undertaken in conjunction with a 
team of researchers at Manchester Metropolitan University 
and a specialist crafts advisor based in Ahmedabad. The 
project evolved as COVID bit hard into the economy in 
early 2020 and the study changed as the artisans needs 
shifted. The research team worked in partnership with seven 
women and their families, who dictated their own needs 
and priorities at the start of the project. Changes to agendas 
were inevitable as the pandemic took hold. The immediate 
need was to connect makers directly with consumers as 
communication systems broke down during ‘lock downs’ 
which affected the normal channels of communication. 

Figure 2. A view of Kachchh. Photograph by Krishna Vankar (2020)

The textile context
The textiles of Kachchh have a highly respected international 
reputation and are collected by museums such as the 
Victoria & Albert Museum and the Calico Museum of 
Textiles, Ahmedabad India. Martin Roth (2015:7) in the 
Directors Forward for ‘The Fabric of India’ exhibition at the 
V&A noted ‘Today, India’s designers and makers are creating 
waves in international settings with exciting new ways of 
using traditional skills and materials.’ The textiles made in 
Kachchh vary immensely from one community to another, 
the skillsets are completely different and very distinctive, 
they are shaped by ancient indigenous traditions and 
particular cultural values. John Gillow (1993:6) paints a rich 
picture of Bhuj:

‘I walked through the main bazaar of Bhuj, past silver 
merchants and shops full to bursting with fine mashru satins 
and shawls.  Jostling past me came Sidis of African descent, 
as well as Ahir and Rabari, Hindu herders in their mirrorwork 
costumes and ivory bangles, and Kanbi farming women with 
chain-stitch blouses and skirts.  Stalking through them all 
came tall and lean Jat Muslim herders, henna-bearded men 
in ajarakh block-printed turbans and lungis, and women 
wearing profusely embroidered tunics, heavy gold nose-
rings and madder-dyed bandhani shawls and skirts.’ 

This was written long before the region was devastated 
by an earthquake in 2001, and before the rise of 
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industrialisation in the region, but in many ways Gillow’s 
description of the textiles of Bhuj rings true today. There are 
numerous communities living in harmony, each with their 
own culture and beliefs that create work within their own 
crafts specialisms.  The participants involved in the project 
represent a range of crafts processes:

• Suf embroidered fabrics, using a very fine satin stitch 
• Complex hand weaving using Kala Cotton2 grown in 

the artisan’s village
• Rabari embroidery including chain stitch and mirror 

work
• Bandhani very intricate tie dye fabrics and clamp resist 

dyeing or shibori 

Figure 3. Laxmiben  Puvar’s photograph of her Suf 
embroidery (2021).

Project Structure and Methods
A co-production approach was taken to enable a collective 
outcome to the project. Through working together 

2 Kala Cotton of Kachchh is the original Old-World cotton from India. Khamir is an 
NGO, created the Kala Cotton Initiative which encourages sustainable cotton textile 
production, and the preservation of agricultural and artisan livelihoods in Kachchh. 
http://www.khamir.org/work/activity/kala-cotton-initiative

in partnership, the researchers and the participants 
developed a shared plan to deliver a series of workshops 
to identify their priorities.  The overall hypothesis was 
that by helping the textile makers to gain new and direct 
access to customers they would see an increased income 
through direct sales. The participants also established 
the need for less reliance on middlemen and a desire to 
use new retail and social media platforms to sell goods 
directly. 

The RAV team placed the needs of the participants at the 
core of the project which led to collective co-creation 
(Hackney et al 2016), a powerful approach that also 
suggests the possibility of decolonisation of western 
agendas and processes (Bonacchi, 2018: 23). An initial 
group discussion developed a series of sequential activities 
to be carried out together, online, to unpack value, identify 
and establish meaningful brand communication. This was in 
order to empower creators through processes which they 
could own, apply and develop independently and share 
with others in the future. These learning capsules focused 
on digital marketing, personal narrative building for 
consumers, photography and image creation and editing, 
to allow artisan-designers to create engaging content and 
reflect on and tell their own stories. The focus was on finding 
new methods of communicating the makers’ handwork, and 
the context in which their textiles are made, to new markets, 
whilst maintaining the indigenous qualities of these textiles 
and their living heritage. (UNESCO 2019)

A series of 16 online workshop sessions of 2 hours each 
(Annexure 1), was held twice weekly. These workshops 
combined co-production with learning to develop the 
artisan-designer’s knowledge of how to create brand 
narratives.  The main focus was on developing stories which 
unpacked their making processes using still and moving 
images. Mitchell (2009) describes how ‘Images are not 
only visual. They are also auditory, they involve sensuous 
impressions, bundles of information that come to us 
through our sense, and mainly through seeing and hearing: 
the audio-visual field’. In this way the workshops examined 
the potential power and agency of the image from multiple 
angles. 

Figure 4.  Zakiya Khatri demonstrating the ‘rule of thirds’ explained during the 
photography workshop.
In regard to the ‘in-project’ communication, there was 
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ongoing translation at every stage. The translation process 
was undertaken by the project team and participants and 
was key to the success of the workshops which were held 
remotely across India and the UK using English, Hindi and 
Gujrati. 

The participants were encouraged to critique their own 
work and that of the other in the group This provided them 
with valuable feedback in addition to the comments and 
discussions they had with the facilitators of the workshop. 
All sessions were recorded and uploaded on an unlisted 
channel on YouTube for the participants to easily access. 
This helped the team maximise the use of technology to 
fill any gaps caused by network lags and slow connectivity 
especially considering one of the participants, Sajnuben, 
resided in a remote village with intermittent access to 
internet connectivity and spoke a specific dialect which 
made it hard for her to keep up with the synchronous 
sessions

Figure 5 & 6. Sajnuben Pachan Rabari’s photographs of her bags taken as part of the 
photography workshops. (2020).

Findings
These findings are drawn from the workshops, review 
sessions and interviews. Quotes from the artisan-designers 
are presented exactly as they were translated verbally 
immediately after being spoken, hence they are sometimes 
included here in the third person. The translation was shared 
across the project team members with bi/trilingual skills. 
All sessions were recorded which aided later transcription. 
The findings are divided into factors improving the status 
of the textile practitioners, factors that the artisan-designers 
felt important to focus upon, factors that help improve the 
handmade status of the textiles and finally factors that might 
help the consumer to better value the products.

Creativity

The workshops resulted in the artisan-designers reporting a 
new creative excitement to share work. Laxmiben reflected 
(in the words of the translator) 

‘there has been a positive change towards creativity. Now they 
feel a little bit more excited than before, then now when they 
do a piece or a new design, they want to take a photograph 
and put it on Instagram.” The artisan-designers were able 
to synthesise new styling skills with new photography skills 
to add value through better composition; Laxmiben said 
“styling has also been helpful for them because now they 
can style their products better while taking a photograph... 
they can put together a composition better because they 

know styling.’ 

Figure 7.  Zakiya and Adil Khati’s photograph taken as part of the workshops (2020)

Confidence
There proved to be a relationship between confidence in 
better skills and wanting to share work. They reported gains 
from the workshops of increased confidence in new skills 
learnt, ability to use social media, increased independence, 
facilitated business start-up skills, life enriching through 
knowledge exchange, and receiving feedback on work 
from each other and the project team. Tulsiben said:

‘she wants to now use social media and she’s able to put her 
work out there. And … that she doesn’t have to depend on 
someone else.’ Sajnuben said ‘she can use social media to 
get her work out there …. its given her the idea I think, a little 

bit of confidence.’
 
It materialised that the artisan-designers previously 
undervalued the importance of the details of their craft, 
possibly because it is so habitual and familiar to them. 
Zakiyaben said:

‘… we have grown up in the culture of the craft, so we don’t 
have much importance of that particular craft, and if we are 
getting involved with you and the other people who are in 
this project, so we feel [realise] that this is not a normal thing 

that this craft is.’ 
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Also, they recognised that (fashion) designers were able 
to present their craft in a different way to add value. After 
the workshops, they felt the helpful changes were the way 
they could now use social media to optimally present their 
work, their ability and confidence to increase the value 
of their own craft, having a new perspective of the value 
of both detail and knowing the consumer’s point of view.  
Zakiyaben said:

‘this has given them the confidence because earlier they 
used to work with bigger designers or other people who 
used to take their work and kind of present it in this beautiful 
way, and they used to look at the work and be like you know 
‘it’s our work but why are we not being able to present it the 
way that they are being able to present it?’ … but after this 
they feel like even they can present it in that way, they can 

give it that kind of value that it actually deserves.’
 

Knowledge
From the workshops there was a widening of scope of 
branding knowledge, from just the product to an entire 
narrative which required creative thinking to apply it through 
technology, imagining, exploring possible threads of 
stories, and planning photography and film of new contexts 
for products. Their practitioner status is dependent on 
their high-quality products and this relationship expressed 
further through branding. Hence the need for effective and 
desirable branding to reflect all that is important to them, 
for example their philosophies of their craft and making 
practice. Laxmiben said: 

‘…at first she thought it was just an image making workshop, 
but … what she realised was that [previously] they learned 
branding in the sense of just their product. What she realised 
was that that same narrative, that same story, you implement 
it in your social media and how you present yourself so it 
becomes an entire narrative altogether, so it gave her a new 

way of thinking…’ 
 

Ambition
The artisan-designers gave many examples of being 
ambitious and sharing these ambitions may be a way to 
increase their status in future. They were all very driven 
people, working extremely hard, and every day of the week, 
at many different types of tasks, and in different groups/
networks in furthering their goals. Their plans and dreams 
included: 

• to empower a small group of women to have a business 
of their own alongside running their homes, 

• planning to use social media to share products, 
• to combine different crafts that are no longer available, 
• to help the craft survive and thrive by supporting each 

other, 
• to set shorter goals, 
• to be more informed in understanding the history of 

their craft, where motifs come from and how long they 
take to make, 

• combining the traditional and contemporary to create 
something new, 

• starting their own workshop.

Krishnaben said ‘… it is her dream that she should run 
the business independently and she should be able to 
run a business, and this workshop she really thought has 
facilitated that. And it is going to happen very soon for her.’ 
Zakiyaben said ‘…that the craft that is made by women, if 
they can support themselves and build their own identity, 
and sell under their own brands, that is something that 
she dreams of and dreams of being a part of.’ Laxmiben 
says ‘she’s very aware of the skill and how it is done but 
she would like to delve into the history… she would like to 
know everything about her craft, so if anyone asks her, she 
is able to answer them correctly with all the knowledge that 

is maybe available.’

Figure 8. A Photograph of Zakiya Khatri wearing her bandani stole, taken by her 
husband Adil Khatri 2021 as part of the photography workshops.

Important points of focus were the years taken to learn 
skills, the amount of time spent when making fabric and 
the centuries of practice that underpins their design work. 
The challenge of competing with inferior mass-produced 
work that may look similar and was sold more cheaply, or 
even sold at a higher price by fashion designers, came up 
several times and the need to distinguish their own high-
quality materials. Regarding learning, Adil Bhai elaborated 
‘According to my family I am actually second generation 
who is practising this craft as a profession. But the tying work 
is actually being done in my family since many generations, 
even I have my great-grandmother doing Bandhini. I 
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learned this craft from my uncle. I’m doing this since 2011’.  
Krishnaben described how long her woven items took to 
make ‘It usually depends on the design, how complex it is, 
the time period which it takes but for a plain shawl, they can 
make 2 shawls, 3 shawls in a day, but if it is a sari with a 
little bit of complex design or even a basic design, it will 
take almost 5 to 8 days for a sari to be completed.’  Suf 
embroiderer Laxmiben said ‘that for a [basic designed] sari 
… they take fifteen days to do the embroidery.’

Figure 9. Scarf by Krishna Vankar (2020).

Through taking part in the project the artisan-designers 
described a new appreciation of the importance of their 
heritage and culture; Adil Bhai said ‘…after the workshop 
I realised … that just product and process is not enough. I 
mean, you have to deliver, how we live, the region, our culture. 
So after, especially the videography workshop I would say, 
we have learned a lot too.’ The artisan-designers had clear 
ideas of how they worked with their heritage in their balance 
between old and new having a good appreciation of what 
they could change and what they should not, especially as 
artisans, and knowing that certain things should not be lost 
in compromise between tradition and contemporary. They 
said there were very recognisable motifs linked to certain 
places, so by keeping it, it allowed a recognition of that 
heritage and tradition. Some reported no change in how 
they worked and were already contemporising heritage 
through adding or moving motifs. Others were considering 
taking historic elements and inspiration from the past and 
keeping a contemporary feel with their buyers in mind. 

Dhebaria Rabari embroiderer Sajnuben described ‘for them 
that their work does not change, that means the embroidery 
and the motifs don’t change. They may change the product, 
like it may be a smaller bag, bigger bag, on a veil, any 
product, any piece of clothing but the actual embroidery, 
the technique, the motif stay the same.’
 
If the status of handmade textiles can be raised it is more 
likely to become an attractive method of gaining a livelihood 
for the next generation of makers. Ways of doing this 
explored in this project were through the use of storytelling 
that also emphasised the fact that they are hand-made, are 
sustainable in terms of their materials and processes, and 
are place-identifiable cultural heritage products.  Regarding 
learning storytelling, Laxmiben and Krishnaben felt ‘they 
learned the aspect of storytelling, telling the story of their 
culture, of themselves … visually … they are learning how to 
express themselves a little bit better.’

The participants grasped the importance of quality 
to communicate the quality of their goods through 
photographs. What came to light through the workshop was 
the need to also be accurate when making clothes, and to 
photograph their refined details to ensure that the customer 
is aware that the garments are well made.  Laxmiben said 
the technical workshops on detail and pattern cutting gave:

‘…them most, I would say, space, where they are seeing 
tradition, how stitches were done in tradition earlier, and 
how fine they were and how good they were, and now they 
are thinking how they can go back to those traditions and 
bring them back in a newer version, better versions of it. And 
it gives them more direction, more thinking, more creativity’ 
Krishnaben said ‘she also learnt a lot about the idea of new 
details and how do you use detailing to kind of add value to 

the garment.’ 

Summary
Through co-production with the artisan-designers the 
following factors were identified that could potentially 
better communicate and hence increase the way consumers 
value handmade textiles:

Understanding the handmade through increasing customer 
knowledge of complex making processes, detailing every 
single step of the process in an engaging way, showing 
their equipment / tools / working environment, what is used 
when at different stages of the making process, and showing 
the people required and involved at different stages.
 
To emphasise the value of handmade textiles, increasing 
customer knowledge and appreciation of the time taken 
during making processes and demonstrating this. Seeing 
the number of people involved in making just one product, 
showing them and their relationship to the artisan, giving 
details of the artisan-designer’s daily working life, showing 
them working at their craft every day of the week, showing 
customers visiting the studio home of artisan-designer 
and crafting community, showing that home is also the 
workplace, showing how they live and breathe their craft.
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To appreciate handmade textiles, emphasise and 
demonstrate  to the customer the touch and feel of them in 
particular, to appreciate the heritage of traditional textiles, 
show qualities and handling properties of materials, what 
the materials will do and their limitations, outline the 
materials’ provenance, the materials quality once woven 
or shaped, the techniques and their heritage, explain their 
handed-downness, show their design inspiration unique to 
each artisan-designer and how they developed their ideas, 
show the detail. 

Above all share their desire and enthusiasm for their 
speciality and demonstrate how the finished piece 
embodies the artisan themselves in that it is not something 
designed by someone and then made by someone else, it 
is a one-off holistic piece, seen through from beginning to 
end by the artisan-designer.

Conclusion
During the course of the project, over a period of 4 months 
during the Covid 19 pandemic, the project participants, 
both the artisan-designers and the research team, gained 
a greater understanding of the impact that a series of in-
depth, online workshops can have on the self-confidence 
and self-appreciation of female artisan-designers in rural 
Kachchh. As face-to-face sales disappeared during the 
pandemic new opportunities arose, the experiences 
gained from the digital workshop and the ability to share 
and co-produce online opened new virtual doors. The 
experience of participating in this online project led to a 
shared understanding of their sophisticated practices and 
their need to explain their expertise and the provenance of 
their textiles to potential clients on social media platforms.  
The learning was mutual, all members of the team gained 
a better understanding of what was urgently needed for 
artisan-designers to communicate digitally in a virtual world.
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Abstract

In March 2020, the students studying fashion design at various levels of 
undergraduate course were forced into a study from home format due to the 
global pandemic. The students had to adapt to a new learning environment with 
limited resources and with a curriculum where the pedagogy focuses on skill and 
studio-practice based modules. The tutors had to explore teaching and learning 
approaches on a digital platform without any access to the campus facilities or 
fashion labs. But yet they have explored various possibilities of innovation for 
a smooth transition from face to face to online mode within a very short time 
span. The paper focuses on the changes incorporated, and the impact it had on 
the overall learning of students through focus group interview and analysis of 
student performance in skill-based subjects across Pearl Academy Campuses.  
The case study covers two aspects of learning: one from students’ perspective 
and other from the perspective of the tutors. Students’ perspective is based 
on quantitative research - analyzing the assessment criteria and comparing the 
grade bands obtained by the students during pre and post Covid-19. It also 
focuses on qualitative research to critically analyze students understanding of 
the subject, the level of difficulty faced by them, the support system created 
by the academy and assistance provided in case of special circumstances. The 
faculty perspective is based upon quantitative research that includes, analysis of 
faculty utilization time, assessment hours and frequency of student interactions. 
The research also focuses on collecting qualitative data in terms of adaptation of 
course materials to online learning, use of online tools and resources, assistance 
provided to the students in case of special needs and the faculty’s own well-
being. The situation of the pandemic might be temporary, but it has thrown light 
on possibilities of online learning for skill-based fashion education which has 
traditionally relied on a hands-on approach in studio practice. 
The objectives of this study are:
i) To discuss the factors that promote effective blended online learning for 
students in fashion design.
ii) To determine the tutor readiness for lab-oriented subjects. 
iii) To identify the best practices as well as challenges to suggest a new academic 
model.
We have observed many good practices while adopting technology for effective 
students learning. We also realized from the pandemic that most of the time 
scarcity drives frugal innovation, and it fosters creativity.  The paper aims to 
suggest methods of promoting blended online learning and generating interest 
for both tutors and students for this modality of learning. 
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business, knitwear, and other courses that support students’ 
individual goals (Faerm, 2012). In this context the paper 
will critically evaluate the factors that  promote effective 
blended  online  learning  for fashion students. The best 
practices and challenges will be identified for researchers 
to suggest a new academic model to promote BOL in 
the same curriculum.
  

Methodology
The research  was conducted by  using  a combination of 
primary and secondary data collection to approach the 
subject. An initial research  on  secondary sources  helped 
to create a strong  literature review  which  has  been 
discussed in various sections.  

The primary research was conducted with  two  sets of 
stakeholders  by creating a questionnaire separately. The 
first  set of stakeholders are  faculty  members  teaching  in 
fashion design department  at Pearl Academy  across 
five campuses. The faculty members were chosen based on 
their following subject expertise (Fig. 1):  

The questionnaire filled by the faculty is 

inserted as Annexure-I.  

The second set of stakeholders were the students 
studying Fashion Design at Pearl Academy. 
They are from both undergraduate and post 
graduate  courses,  studying  Fashion Design  in  various 
levels and across various campuses at Pearl Academy. The 
questionnaire filled by the students is inserted at Annexure-
II. 
 
The questionnaires were created to collect both quantitative 
and qualitative data and  total  of  35 faculty  members 
and 126 students have participated in the survey. The results 
were assimilated, tabulated, and used for discussion in Key 
Findings. 

Key Findings and Discussions
Transformation from Face to Face (F2F) 
to Online Modality: 
Converting traditional F2F courses into online modality 
requires knowledge and skills that many faculty members 
may be restrained to learn or haven’t found the appropriate 
exposure or academic support to begin the process. This 

Introduction
The COVID-19 pandemic forced universities around 
the world to shut down their campuses indefinitely and 
move their educational activities onto online platforms.  In 
India, most of the educational institutes were not even 
prepared for such a transition from face to face to online 
modality.  While some believe that the unplanned and 
rapid move to online learning with no training, insufficient 
bandwidth, and little preparation will result in a poor user 
experience that is unconducive to sustained growth, others 
believe that a new hybrid model of education will emerge, 
with significant benefits. 

In Pearl Academy, we have adopted an emerging version 
of BL called Blended Online Learning  (Power, 2008)  for 
students to have an  uninterrupted learning  experience. 
From classroom projects, assessment to internships 
and placements, the academic cycle was continued by 
engaging students in virtual mode.  Usually,  blended 
learning  combines  face-to-face classroom instruction 
and asynchronous online instruction,  but  blended online 
learning (BOL) is fully online, mixing “asynchronous online 
learning” by using a learning management system (LMS) with 
“synchronous online learning”  through  web conferencing 
applications  such as  Adobe Connect,  Microsoft Team, 
WebEx,  WizIQ  etc.  In Pearl Academy, Blackboard was 
used as  LMS,  and Blackboard collaborate was used 
as Web conferencing applications for “synchronous online 
learning.” We can use the following equations to illustrate 
the differences between blended learning and blended 
online learning (Fadde & Vu, 2014): 

BL = F2F + LMS  (Blended Learning = Face-to-Face + 
Learning Management System)  
BOL = LMS + LVC (Blended Online Learning = LMS + Live 
Virtual Classroom)  

In addition to common concerns about intellectual 
property, workload, and tenure, many  faculty  members 
also cite pedagogical concerns with online learning such as 
lack of interpersonal interaction with learners and needing 
a different instructional skill set (Green, Alejandro, & 
Brown, 2009; Lloyd, Byrne, & McCoy, 2012). Technological 
developments require faculty members to consider new 
ways to prepare, organize, deliver, and assess courses and 
learning materials for online teaching (Pagliari, Batts, & 
McFadden, 2009; Sorcinelli & Austin, 2006).  

So,  this paper  is a case study to explore 
the  effectiveness  of  blended  online  learning  adopted in 
Pearl Academy during the lockdown for skill-based fashion 
education,  which has traditionally relied on a hands-
on approach in studio practice.  A comparative analysis 
of students’ and tutors’ perspective will be discussed 
to determine  the tutor readiness for BOL specially in  lab-
oriented subjects. 

Fashion design curriculum is typically framed by the core 
studio courses of fashion design and garment construction 
that are taught throughout the undergraduate levels; these 
are supported by required liberal studies and discipline-
related subjects such as digital design, textiles, drawing, 
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task requires thorough understanding of the components 
involved in both setting the stage as well as in the change 
process (Park & Bonk, 2007). When faculty were asked, 
what the biggest factor is in deterring conversion to online 
courses, they responded “time” as one of the biggest 
factors for impeding the processes.

When faculty members were asked about the current 
modality of teaching that they follow, 40% responded 
as Blended learning and 60% mentioned about fully 
online modality (Fig. 2). In terms of blended learning, 
76% mentioned about handling both synchronous and 
asynchronous modality. This data indicates that all the 
tutors have a good exposure, and they are well versed with 
various modalities of online learning.

In Pearl Academy the online delivery was not a very new 
concept. The academy has first invested in online delivery 
almost 5 to 6 years before the pandemic starts. The faculty 
members were enrolled in the following programmes to be 
trained as online tutor:

• Postgraduate Certificate in Higher Education, Validated 
by Nottingham Trent University, UK - 2007

• Laureate Certificate in Online Hybrid and Blended 
Education – 2015

• 21st Century Teacher by Laureate University 2017
• Post Graduate Certificate in Academic Practice – by 

Pearl Academy

The academy has its’ own Learning Management System 
(LMS) since then. There are many initiatives and events 
which have contributed towards a smooth transition from 
F2F to fully online modality in Pearl Academy. For the last 
five years around 20% of the existing curriculum in both UG 
and PG courses were delivered through online modality. 
There was a mandate given to all faculty to develop module 
content, session plans and assignment briefs and to upload 
in Blackboard (LMS) in every semester. 

When the first lockdown was declared by Indian Govt. 
in March 2020, the following strategy was adopted and 
implemented within a week time to transform everything 

from face to face to online modality.

Adopting Curriculum in Online Modality: 
Curriculum is the key to drive a meaningful learning 
experience for students. It is the driver for equity, and clarifying 
instructional leadership, faculty and staff development 
opportunities, and to create various exposures for students’ 
learning. So for online delivery, we can’t blindly depend on 
a curriculum that was mainly developed for F2F learning. 
When the existing fashion Design curriculum was adopted 
for Blended Online Learning (BOL), for any change in a 
particular area  the focus was given on – selection, adoption, 
implementation, and evaluation.  So that, the effectiveness 
of the changes can be identifies in the short run for further 
action. The course team used to meet in regular intervals to 
reflect on the changes. 

From literature review, this is very prominent that when we 
adopt a curriculum for online delivery, it is not just about 
processes, but it’s also about the people who will impact on 
the effectiveness. Processes and people work together to 
build a constructive  alignment, enabling the instructional 
core to attain the desired outcomes. When we talk about 
instructional core, it involves students, faculty and the 
curriculum. So the curriculum was re-visited to explore the 
following factors.
Fig. 5: Revisiting the existing curriculum to make it compatible for online delivery. 

Blended online teaching redefines the faculty member’s 
schedule. At times the feeling of being a 24/7 professor 
can lead to frustration. So managing and best utilization 
of faculty time as an online teacher can be a challenging 
task. In Pearl Academy, we took the advantage of BOL to 
address this task.  The merged classes were organized for 
campuses with less number of students and the tutors were 
shared across campuses. It helped the fashion design team 
to work more cohesively in PAN India, to achieve balanced 

Fig. 4: Strategy for online transition

Fig. 2: Modality of Teaching during lockdown

 Fig. 3: Blended Online Learning
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FUT while time tabling and at the same time for students to 
have the best faculty with their subject expertise to teach 
them across campuses. It also helped faculty members and 
students to have cross-campus exchange of ideas, parity 
and more transparency in teaching and learning.

The faculty also felt that once they were able to adapt their 
assessment and evaluation on the online medium it became 
easier for them to mark the students and look through 
work from other campuses to ensure parity in marking. In 
the Survey 61% of faculty felt that they were able to ensure 
better parity by looking through students work of various 
grade bands.

Fig. 6: Parity of students’ marking across campuses

One of the biggest challenges in synchronous learning is 
the screen fatigue. In the pandemic situation, the abrupt 
shift from face-to-face to online teaching has left teachers 
and students struggling to adjust (Diana 2021). Specialists 
have recognized digital fatigue as a concerning condition 
with significant physical and psychological impacts on 
both teachers and students. So it was important to reduce 
the contact hours in synchronous learning and also to 
reorganize the module content accordingly.

Pearl Academy has taken the subscription of online courses 
offered by Business of Fashion (BOF) and Coursera where 
some of these courses were aligned with existing modules. 
It helped the course team to create a balance between 
synchronous and asynchronous learning, to reduce the 
contact hours for existing modules and for students to have 
learning with their own pace. 

The students and faculty both felt that the current curriculum 
has effectively been adapted to the online medium and the 
future belongs to blended learning.

 
Fig. 7: Adopting current curriculum in online modality (Faculty response)

  
Fig. 8: Adopting current curriculum in online modality (Students’ response)
 
For online delivery, faculty must create an organized 
course where objectives, structure, content, activities, 
assessments, materials, and interaction components of 
the course are made explicit (Martin et. al. 2019). Faculty 
need to design assessments considering whether students 
will work individually or interact with peers in groups, 
striking a balance between independent, interactive, and 
interdependent activities (Gunawardena, 1992). So, for 
fashion students the assessment methods in different 
modules were modified to make it online friendly. The 
assignment brief, assessment criteria, deliverables and 
mode of submission were restructured as per the availability 
of resources. The Academic Governance Office (AGO) has 
circulated separate guidelines for assessment in the covid 
19 situation and the semester was spread for a longer 
duration to reduce the number of sessions in daily basis. It 
also helped to decrease the duration for each session in the 
time tabling.

Later in the survey when students were asked to indicate 
the ease of online assessment on a scale of 1 to 5, almost 
48 % students rated as 3.

Fig. 9: Ease of Online Assessment (Students’ response)

Although many students appreciated the individual 
mentoring provided in assessment, they felt online 
assessment gives more transparency, they can speak and 
present better virtually and the submission process is also 
much easier. But a good number of students also felt that 
they are struggling with time management or lack of clarity 
on the brief. They can’t explain each and every step of their 
work and they also have the fear that the work uploaded for 
online submission might get copied by someone else. 

Faculty and Students’ Preparedness: 
Since teaching in the online modality is different from 
teaching in the classroom, faculty competencies to teach 
online require faculty to adjust their attitudes towards 
technology and teaching (Martin et al., 2019). Technological 
developments require for faculty members to consider new 
ways to prepare, organize, deliver, and assess courses and 
learning materials for online teaching (Pagliari, Batts, & 
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McFadden, 2009; Sorcinelli & Austin, 2006). Students are 
likely to experience more positive learning outcomes when 
their faculty have positive attitudes towards online course 
delivery (Volery, 2000). Similarly, studies of online teaching 
competencies are important, as they provide information 
about how online faculty might be trained and supported 
by professional development initiatives in higher education 
institutions (Martin et al., 2019). Online courses are delivered 
via a learning management system, and navigating the 
learning management system is an important competency. 
In various studies faculty rated navigating the learning 
management system and basic computer operations as two 
very important technical competencies. In Pearl Academy, 
the BOL was introduced by focusing on Blackboard 
Collaborate Ultra as a virtual platform for faculty to deliver 
technical modules of Fashion Design through synchronous 
learning. The workshops were organized for both students 
and tutors separately to be trained with various features 
available in this platform and also to be familiar with the 
navigating system. 

“Teaching to teach” initiatives were introduced, where a 
faculty within the team was conducting workshop for the 
rest of the team members to be trained in a specialized 
area. For example, a faculty with good technical knowledge 
in CAD or video editing helped others to learn the basics 
of video editing and which was very helpful for tutors to 
develop teaching resources for skill related subjects like 
Pattern Making, Garment Construction, Draping, Textile 
Surface Techniques etc. Such initiatives really helped 
tutors to be self-dependent while preparing videos to 
demonstrate different techniques in skill related subjects.
The workshops were also conducted to train faculty 
members for exploring various online tools that can be 
used in online delivery. For example, workshop on using of 
iVCam or EPOC Cam (Fig. 11) helped tutors to understand 
the technique of converting a mobile phone into webcam.  
The technical tutors have taken the advantage of such tools 
for live demonstrations in Synchronous learning.  It was  
used extensively for teaching subjects like pattern making, 
sewing, drawing or embroidery techniques which require 
the table top view while giving demonstrations.

Time to time industry experts were also invited to conduct 
specific workshops  for tutors as well as students to explore 
effective use of digital tools in online teaching and learning. 
Workshop on using of Wacom for digital drawing and 
design ideation (Fig. 12), CLO 3D etc. are few examples.
The tutors also explored online tools like Trello and Miro 
(Fig. 13), which were used effectively for project based 
learning. It helped students to work in small groups, to 
experience collaborative learning in a virtual platform by 
exchanging ideas through mind mapping, doodling etc. 

  

Fig 11: Using Mobile Phone as web cam.

 

Fig 12: Workshop on using Wacom Tablet

 

Fig 13: Use of iVCam for table top view while demonstrating.

Fig 10: Workshop on BB Collab-
orate
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Fig. 14: Use of Trello and Miro in Project Based Learning 

 
Teaching and Learning Resources: 
Makumane and Khoza (2020) argue that traditional physical 
resources are influenced by professional reasoning in 
order to attain specific discipline goals during curriculum 
implementation. This suggests that traditional physical 
resources are fundamentals in addressing the module 
needs in online learning. The importance of physical 
resources becomes imperative when we look at delivery 
modules in fashion design course. Most of the modules 
require studio space to practice different skills and also 
to create tangible outcomes. So in Pearl Academy this 
was addressed by providing a home studio kit (Fig. 15) 
during the time of lockdown. As part of the  home studio 
kit the students across levels received an electronic Sewing 
Machine and a half scale Dress Form  (Size 12). Students 
were encouraged to create a mini-studio at home (Fig. 16). 
The faculty members were also supported with the same 
kit and for some tutors Wacom Tablets were provided to 
handle modules like drawing, fashion illustration, CAD etc.

 
Fig. 15: Home studio Kit Provided to student and faculty

 
Fig. 16: Students’ creating studio space at home

Mpungose (2019b) agrees with Selwyn and Stirling (2016) 
that accessibility to online resources enhances effec-
tive e-learning. This suggests that online learning is more 
meaningful when students have access to online resources 
ranging from learning management systems, software ap-
plications, social media sites and others. In Pearl Academy 
having Blackboard as a LMS really helped tutors to organize 
and archive their teaching resources in one place. The LMS 
helped the tutors to record each session and the record-
ings were automatically saved in the same virtual platform. 
In such approach, most of the time the demonstrations or 
lectures  in a synchronous learning became resources for 
asynchronous learning. It helped students immensely, spe-
cially for those who had genuine problems while fighting 
with  Covid 19 and the pandemic situation.
The fashion design students were supported with free 
subscription of WGSN and Adobe Suite along with 
e-resources from Pearl library. In our survey around 46% 
students highly appreciated the alignment of BOF and 
Coursera courses with the current modules and agreed 
that it has enhanced their online learning. More than 55% 
students were positive about receiving the home studio 
kit for technical modules and almost 50% students were 
agreed that training and orientation on blackboard were 
helpful to adopt online learning.
When the same question was asked to faculty members, 
the response was very different (Fig. 17). Around 97% tutors 
were very appreciative about training and orientation on 
Blackboard and more than 74% tutors were positive about 
having Coursera (MOOCS) and BOF online courses to 
enhance online learning. The academy has given a mandate 
to all tutors to complete a certificate course on “Virtual 
Teacher” offered by University of California in Coursera. It 
really helped tutors to understand the online pedagogy as 
well as the role of an online tutor in virtual platform more 
deeply.
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Fig. 17: Support from Academy on online delivery and response from faculty

Providing the home studio kit was a great initiative and it was 
highly appreciated by all stakeholders. But due to lockdown 
the process got delayed and many students were unable to 
receive studio kits on time. Probably this is the reason, the 
students and faculty have not rated that particular aspect 
high on support-scale.

BOL  and Students’  Engagement in  Lab-oriented 
Subjects: 
As Van Zandt, (2011) rightly said that future designers will 
acquire success not by simply how smart they are by studying 
traditional subjects or to those who have master technical 
skills. It will go to those who are able to comprehend both 
the problem and the context of the problem and design or 
create solutions accordingly. As suggested by Van Zandt, 
design expertise is no longer relegated to creating a mere 
items but relates to larger and more connected conversation 
that may inform and affect more serious global networks.
The fashion design team in Pearl Academy has taken 
the advantage of lockdown situation and created a 
strong networking with industry or international fashion 
community. A series of master classes and expert talks were 
organized to engage students with industry. (Fig. 18 to 21, 
show few examples).

 
Fig. 18 Renowned Fashion Designer, Cutter and film maker Julian Roberts demon-
strating subtraction pattern cutting techniques to Pearl students

 Fig. 19 Industry Expert and 
Researcher, Rameshwari Kaulpresenting her research on Indian Women’s body size  

 
Fig. 20: FD Students working in a Collaborative project with Whitecliffe, New Zea-
land and exploring Indian craft.

Fig. 21: Students and faculty attending sessions on CLO 3D, delivered by MMU, UK

In lockdown as everyone is working from home, so 
distance, travelling, or geographical location etc. are not 
a big concern for collaboration. The FD students across 
levels were engaged with various industry and International 
Collaborative Projects throughout the academic year. Such 
exposures helped students to experience a holistic learning 
that goes beyond their curriculum and helped them to 
build important life skills. This will also instill confidence 
in students as they feel prepared for long run. In the 
questionnaire when the faculty and students were asked 
about industry intervention in classroom, 77% of faculty 
responded positively to the intervention while up to 50% 
students said yes or maybe for the pandemic situation.

 
Fig. 22 Industry Intervention (Faculty Response)

Fig. 23 Industry Intervention (Students’ Response) 



220
A little over 50% students in the survey also said that Blend-
ed Online Learning helped them to get more opportunities 
to be engaged in “work from home” format.

Fig. 24 Work from Home Opportunity (Students’ Response) 

One of the very interesting observation in this research was 
students and faculty members  innovative approaches to 
teaching and learning. Whether it is about exploring home 
studio kit (Fig. 25), delivering content using resources avail-
able at home (Fig.26) or for some students to explore in-
digenous craft in their surroundings (Fig.27), original ideas 
were evolved. In this context  they really proved that with 
limited resources, scarcity drives innovation and it fosters 
creativity.

 

Fig. 26: Tutors organizing studio space with utensils from kitchen

 
Fig. 27: A Textile student exploring traditional handloom in her locality to produce 
fabrics for Graduating Project

Fig. 28: One UGFD, final year student exploring silhouettes using an umbrella 

Both students and faculty felt that with challenges of limited 
resources, they were able to explore more innovative and 
original ideas. The chart below shows the comparison 
of faculty and students response for innovative practices 
during online learning.

Fig. 25: Students explor-
ing home studio kit



221

 
Fig. 29: Innovative practices in TLA (Faculty response)

Fig. 30: Innovative practices in TLA (Students’ response)

The students also felt that in certain modules blended 
online teaching was more effective as compared to others. 
The chart below shows the same:

Fig. 31: Effectiveness of blended online learning across various modules

The chart demonstrates that for modules like CAD, illustra-
tion and project based modules the effectiveness of learn-
ing was far easier for students to grasp their learning than 
certain technical modules like Pattern Making and Garment 
Construction, which are traditionally more lab-oriented 
modules. However the students were positive about the 
learning resources provided by the Academy and contin-
uous support from faculty to learn various techniques in 
these modules. 

Best Practices and 
Key Challenges:
During the pandemic time, while some believe that the 
unplanned and rapid move to online learning –  with no 
training, insufficient bandwidth, and little preparation  – 
will result in a poor user experience that is unconducive 
to sustained growth But at the same others believe that a 
new hybrid model of education will emerge, with significant 
benefits. We had a great learning from the blended online 
learning approaches adopted in Pearl Academy to teach 
fashion design course. Any change or innovation in the 
curriculum delivery brings its own pros and cons. The key 
challenges and the best practices are listed below:

Best Practices Key Challenges

Transfor-
mation

• Pearl Academy’s invest-
ment on online delivery, 
5 to 6 years before the 
Pandemic

• Working on a strate-
gic plan to execute the 
transformation

• Long term investment 
on faculty development 
and research on online 
delivery

• Having an investment on 
LMS like Blackboard

• Very limited prepara-
tion time

• Anxiety and uncer-
tainty amongst the 
students and faculty

• Internet connectivity, 
bandwidth and lack 
of requisite devices 
for students in remote 
locations

A d a p t a -
tion

• Merged classes and 
sharing faculty across 
campuses

• The PAN India approach 
in delivery and working 
like one cohesive team

• Balancing the delivery 
with both synchronous 
and asynchronous learn-
ing to avoid screen fa-
tigue 

• Acceptance from all 
stakeholders about 
possibilities of online 
learning for fashion 
design

• Constructive align-
ment of Teaching, 
Learning and assess-
ment to make the cur-
riculum compatible 
for online delivery.

• Lack of studio-space 
and materials for proj-
ect- based modules

Prepared-
ness

• “Teaching to teach” ini-
tiatives for peer to peer 
learning

• Opportunity for tutors 
to explore cutting-edge 
digital tools. 

• Organising course con-
tent as per online mo-
dality

• Teachers’ willingness 
to adapt new technol-
ogy

• Students readiness 
to organize learning 
resources during lock-
down 

• Tutor readiness with 
appropriate tools for 
online delivery

Resourc-
es

• Training and orientation 
on LMS to navigate and 
explore different fea-
tures

• Online BOF courses and 
Coursera to supplement 
students’ asynchronous 
learning, support of 
home studio kit

• Long term investment 
of the academy to be 
equipped with latest 
technology and resourc-
es

• Delivery of home-stu-
dio kit on time during 
the lockdown 

• Too many supple-
mentary resources for 
students to grasp in a 
limited time frame

• Too much depen-
dence on digital tools 
created screen fatigue 
for both tutors and 
students

Engage-
ment 

Easy to organize industry in-
teractions where time and 
distance is not a barrier for 
industry professionals
Use of break-out rooms in 
LMS for smooth handling of 
mentoring and project-based 
learning
Possibility of recorded ses-
sions to convert synchronous 
learning into asynchronous 
resources for students’ future 
use.

Reluctance of students to 
switch on cameras often 
leads to no-cues on their 
body language 
Shyness of students to in-
teract in larger groups
Self-consciousness of stu-
dents to share work in a 
larger group 
Self- consciousness of stu-
dents and tutors in balanc-
ing academic delivery and 
household activities.
LMS unable to provide any 
personal feature for stu-
dents’ continuous motiva-
tion
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Recommendation and Future 
Blueprint – New Academic 
Model

Based on our research findings and the best practices that 
evolved through blended online learning, we are proposing 
the following academic model for undergraduate fashion 
design course. In this new model, the module across levels 
are divided into five categories.

i). Core Modules (C): They are common across various 
undergraduate courses in different design disciplines. We 
can deliver these modules in a common platform and that 
will encourage students to experience multi-disciplinary 
learning.

ii). Domain Specific Modules (D): Common across 
different undergraduate courses within the same discipline. 
For Example, Fashion, Styling, Textile etc.

iii). Specialism (S): Modules pertaining to special skills and 
knowledge within Fashion Design domain.

iv). E-Pearl: These are fully online modules. These modules 
will help for merged classes and to share best faculty 

Fig. 18: Proposed Structure for Undergraduate Fashion Design Course 

across campuses to teach a larger group of students. The 
approach also help the course team to maintain parity in 
students’ learning across campuses. 

v). Modules with Industry Intervention: Project based 
modules where industry intervention is imperative. We 
have identified those modules to be delivered in the hybrid 
mode. When industry experts are connected for special 
inputs, masterclasses etc, the students across campuses can 
attend such sessions in virtual platform. For the course team 
it is easy to align  industry with course delivery because 
distance, travelling and geographical locations etc. are not 
a matter of concern for Industry experts.

Conclusion 

Historically, each crisis has paved the way for major 
innovations and changes in the fashion industry. The best 
examples are the work of Chanel in women’s wear and the 
‘new look’ created by Christian Dior between the two world 
wars. The way they have introduced new materials and 

innovative design solutions, that was exemplary. Certainly 
the covid 19 Pandemic will be the next trend setter. While 
we have yet to see how much it will impact on e-learning in 
post-COVID-19, but it is one of the few sectors in India where 
the strategic investment is required from the government. 
What we have learned from this Pandemic is the importance 
of disseminating knowledge across borders, across the 
country and all parts of the society. This case study helped 
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the researchers to identify the factors promoting blended 
online learning for fashion students and also to reflect on 
tutors readiness in lab-oriented subjects. A new academic 
model is suggested for undergraduate fashion design 
course based on the best practices and key challenges 
identified. However, the effectiveness and how it will impact 
on students’ graduating profile to become industry ready 
that still require further studies and we are leaving this as a 
scope for future research.

This research was conducted during the lockdown in India 
and students were still studying in the same curriculum, so 
the feedback from all stakeholders were not included here. 
Still we have scopes to gather feedback from industry and 
parents about the effectiveness of students learning once 
they complete the course.

Due to campus lockdowns and continuous engagement 
with online classes in isolation, non-academic peer 
interactions have dwindled to a great extent. The pandemic 
itself has caused much worry, stress, and grief for both 
students and faculty. The academy has taken various 
steps to enhance their emotional and social quotient. But 
this area needs further research to establish a model for 
systematic screening of the school population who may 
have difficulties with anxiety or depression and leading to 
mental health challenges.

Besides focusing on the academic calendar, educational 
institutions should also ensure that virtual peer sessions are 
organized at regular intervals which will help students to 
interact freely, share their thoughts and feelings, and learn 
from each other. 

The bottom line is that if we have access to the right 
technology then learning online can be more effective in 
a number of ways. For fashion students, non-availability of 
studio space or physical resources in the campus can’t  be 
the only hurdle to learn technical subjects. If online learning 
technology can play a role here, it is incumbent upon all of 
us to explore its full potential.
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Abstract
The global pandemic and subsequent need to move practical studio-based fashion and textile 
course content rapidly to an online format has provided a challenge and an opportunity to 
reconsider the curriculum delivery of practical design degrees. This paper will consider how 
this pivot has led school leads to reconsider the curriculum in terms of the balance between 
delivering the practical skills, knowledge and understanding for manufacturing and the cultural 
context, the conceptual aspects, materials and process knowledge, design research and design 
development methods.

This paper will first consider the development process. Then it will assess the initial adaption of 
practical sessions to online teaching. It will consider the meaningful impact and benefits of the 
online pivot from a staff and student perspective and the future vision. Finally, the paper will 
consider the rapid learning curve necessary for academic and technical colleagues to overcome 
the challenges of Covid to create certainty and direction for students; a vibrant learning 
community, whilst recognising the positive impact of the pandemic. Key initiatives have included 
using workbooks to create certainty for the students linked to the virtual learning environment 
where academics have a rich repository of learning resources; community and wellbeing through 
creating a regular on line Art Club for academics and students to jointly connect with creativity 
outside the curriculum and retain practical skills; curriculum enhancement through virtual travel 
to workshops with industry experts, enhanced digital skills for academics and students and 
enriched curriculum with a focus on sustainability, technology and responsible design.

This paper concludes that the pandemic is an opportunity for a different way of working, a 
broader curriculum and co-creation opportunities for staff and students. It is a crucial time for 
fashion and textiles educators to seize the opportunity to reimagine, combining the optimum 
attributes of a practice-based studio culture with a broader curriculum delivered in a blended 
approach, and equip students and graduates with relevance and responsibility to respond to the 
needs of a changing industry.
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1. Introduction

On the 11th March 2020, the Director General of the World 
Health Organisation, categorised the Covid 19 coronavirus 
outbreak as a global pandemic (WHO, 2021). As the 
outbreak accelerated, countries responded with drastic 
lockdown measures to stop the spread and ensure health 
services were not overwhelmed. 
The UK’s first lockdown commenced on the 23rd March 
2020, (Institute for Government, 2021). This was the first 
of three national lockdowns and immediately impacted 
education. For students studying practical disciplines this 
meant no access to manufacturing facilities and a rapid 
major shift in teaching delivery and project requirements.  
The disruption continued with three lockdowns over the 
next twelve months meaning that for academic session 
2020-21, a substantial of the academic year was delivered 
online. 
As a result for the School of Fashion and Textiles at De 
Montfort University, with 1300 students, studying a range 
of highly practical design, communications, buying and 
management programmes, ten weeks out of twenty-four 
undergraduate teaching weeks in 2020-21 were delivered 
online. 
The rapid introduction of online teaching, learning and 
assessment in March 2020, and the steep learning curve 
educators and students traversed over the year of lockdowns 
and social distanced studio practices is examined and 
evaluated here. Referred to as blended learning, the paper 
considers the approach taken through the initial reactive 
phases required to get started; the practical issues and 
challenges, pedagogic reflection that led to the proactive 
solutions, and the emerging opportunities that developed 
as educators and students adjusted to the new normal of 
blended learning. 
With a curriculum already focusing on sustainable 
development, the paper evaluates the pedagogic successes 
and failures and provides a future facing view of practical 
design education post pandemic. 
The aim and objectives are as follows:
Aim: 
To investigate the challenges and opportunities of the 
forced pivot to blended learning for fashion and textiles 
design education.
Objectives:
Review the literature relating to the pedagogy of practical 
disciplines online. 
Examine the activities developed in the reactive early stages 
of online learning
Examine the progression to a proactive pedagogical 
development. 
Outline how this experience and the knowledge gained will 
be taken forward in a re-imagined curriculum. 

2. Literature Review 
The impact of the pandemic has provided a unique 
opportunity for teaching, learning and assessment of 
practical fashion and textiles to be completely reviewed and 

evaluated. With the enforced lockdowns affecting the end 
of the 2019-20 academic session, and then two subsequent 
lockdowns over academic sessions 2020-21, this has meant 
that both reactive measures and proactive responses have 
been developed. 

The first lockdown happened four weeks before the end 
of the 2019-20 undergraduate teaching year. This urgent 
situation required an urgent reactive response. In these 
early days the principals of scaffolding for learning were 
drawn upon. (Salmon, 2002) outlines five stages in this 
model:
access and motivation, 
online socialization,
information exchange,
knowledge construction,
development.
Learning accumulates across each stage with student 
autonomy growing. 
The initial reactive phase certainly had a keen focus on the 
early parts of the model with intense activity surrounding 
technical access for staff and students and ensuring the 
sessions were attended and were welcoming and engaging. 
As the pandemic progressed and the uncertainty of 
academic session 20-21 was ever present, academic teams 
were developing their online pedagogies. A proactive 
approach to the scaffolding stages of online socialization, 
information exchange, knowledge construction and 
development were given much more focus. 
The literature discusses traditional studio and workshop 
practice in terms of constructivism pedagogy (Hamer and 
Van Rossum, 2010) where the student transforms from a 
passive recipient of information to an active participant 
in the learning process.  Always guided by the teacher, 
students construct their knowledge actively rather than 
just mechanically ingesting knowledge from the teacher 
or the textbook. The traditional studio setting also echoes 
the idea of connectivism and the concept of ‘a community 
of practice’ (Wenger, 2010). The pedagogic challenge in 
the proactive phase was to transfer this community to an 
online format. Further, developing a maker culture and 
community enables peer to peer activity, an application 
of constructivism which emphasizes learning as a social 
process. 
In addition, Vygotsky considers the development of 
autonomy in the Zone of Proximal Development, (Kurt, 
2020). This captures the concept of how to design 
independently through use of language and discussion 
with tutors and fellow students to develop ideas. The Zone 
of Proximal Development refers to the difference between 
what a learner can do without help and they can do with 
guidance and encouragement from a skilled partner. This 
captures the concept of independent learning and how 
students develop this ability through use of language and 
discussions with tutors and fellow students to develop 
ideas. Van Rossum and Taylor also note that the design 
student needs to adopt a deeper approach to learning 
through interpreting, critically appraising and application 
(Van Rossum and Taylor, 1987). 
The importance of scaffolding all of these facets of traditional 
studio and workshop design pedagogy; information 
exchange, a community of practice, peer to peer learning 
to an online format is vital. 
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Methods such as the flipped classroom, where an 
asynchronous pre-recorded lecture is watched ahead of 
an activity-based seminar, were well known at De Montfort 
University,
with elements of the pedagogy embedded in the Universal 
Design for Learning (UDL) strategy that has been in place 
since 2015, with its aim to provide an equal learning 
experience for every DMU student, (De Montfort University, 
2021). 
The pedagogic methods described below aimed to 
replicate the existing face to face practice and included the 
flipped classroom, peer to peer learning, development of a 
maker culture and community. 

3. The Development Process 
3.1 Scaffolding: Access and motivation (Reactive phase) 

The immediate response to the lockdown by the programme 
leaders was reactive. What immediate actions could move 
the teaching online? The two approaches were practical to 
ensure that students could access the relevant technology 
and academic to ensure an education of equal quality and 
level of learning. 
Practical considerations were ensuring the students and 
academics could access the virtual learning environment 
(VLE) and had wifi. This was necessary to access virtual 
classroom but also for digital submissions. A module was 
created to support and explain the VLE called Blackboard. 
The university Information Technology team created 
remote access to the creative suite of software ADOBE. The 
timetable was re-worked so sessions that had been studio 
based were planned as smaller student group sessions 
supported by the tutor throughout the day. Where lectures 
were pre-recorded or live was also noted on the timetable. 
Students and academics had to mentally adapt to the 
new situation and, in many cases, physically adapt as they 
moved back home for lockdown. Assessment dates were 
moved by two weeks to allow for this disruption. A review 
of all learning outcomes (LO) and assessment requirements 
showed that very few LO required a physical outcome, 
however most required the acquisition of skills. The module 
briefs needed to be adjusted to allow for digital hand in 
and to consider how to develop skills.   
The next step was to adjust the briefs. As an example, the final 
project for Contour Fashion BA(Hons) is to demonstrate the 
design and technical skills acquired across the three year 
degree usually in the form of four outfits with supporting 
design work. The sketchbook, design development, mood 
board and market research could all be submitted digitally.  
Fortunately, by lockdown in March, most students had 
completed one outfit and had sewing machines at home. 
The option was altered to technical working drawings 
demonstrating stitching, print, logos, all aspects of the 
design. The student documented any potential issues with 
pattern cutting or fit. This still answered the key learning 
outcomes of:
Original design concept
Research into emerging materials and processes
Demonstrate pattern cutting and fit analysis 

3.1.1 Challenges

Moving online presented consideration beyond the 
curriculum to create a positive environment for learning. 
The three main challenges were to consider the UDL 
principles when teaching in a virtual environment, maintain 
student engagement for online teaching and to replicate 
the creative community. It was through consideration of 
these challenges that academics started to consider and 
share different ideas and approaches that were possible on 
line. 

3.2 Proactive phase 

As re-writing of the curriculum took place to move online, 
it was apparent that the same methods of delivery were not 
appropriate. A practical studio session could not be lifted 
directly and delivered digitally. This was an opportunity for a 
different approach. As academics engaged with technology, 
there was positive learning through peer to peer sharing of 
ideas across subject areas, with academics playing to their 
strengths. Those more technically adept created a library 
of films of techniques for students to refer to and design 
academics created films demonstrating basic skills such 
as creating textures for design development. For example, 
graphic design suggested ways to film workshops. Through 
reviewing the curriculum came consideration not only of 
the components of each module, but also of the theory 
that led to creativity and how the student could document 
this to build on for future learning. The activities that were 
created fell into areas of providing expertise, ‘scaffolding’ 
of clear guidance for resolution of ideas and peer to peer 
learning that echoed the creative community. The next 
section presents the examples from across the School of 
Fashion and Textiles that supported this holistic approach 
to support online learning. 

4. Reimagining
4.1 Scaffolding: Online socialisation

4.1.1 School meetings and guest lectures
Using MS Teams, it was feasible to invite the whole 
school, 1300 students to regular meetings. These were 
opportunities to discuss the latest lockdown restrictions and 
implications for next steps in a rapidly changing landscape. 
Meetings attracting good attendance and enabled the 
University communications to be relayed in a much more 
personal way.
This platform was also used for guest lectures on a wide 
range of topics from sustainability, trends, and inclusivity. 
With no travel and minimal outlay of time the School and 
programmes have benefitted from a wide range of guests, 
including Caryn Franklin and Avis Charles. 

4.2 Scaffolding: Information exchange 

4.2.1. Bureau service 

As soon as the practical spaces could not be accessed, there 
was an immediate need for students to develop practical 
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product. The technical team also created films of techniques 
for students to refer to and help guides on creating digital 
files. Supported by the technical team who remained on 
campus, a bureau service was offered for students to send 
designs to be digitally printed, electronically embroidered 
and digital designs for knit. 

4.2.2 Workbooks
A positive outcome of using online course space was the 
creation of a workbook where all links to lectures and 
supporting resources such as internet links to artist sites, 
films, e-books could be saved for future reference. Face to 
face teaching in the studio is an individual discussion with 
the student but the knowledge depends on the quality of 
the notes the student takes. The move to online teaching 
created a richer more varied and flexible access to resources 
appropriate to the student’s own learning style and access 
to designers talking about their individual approach.  The 
workbook had a weekly schedule outlining pre-session, in-
session and post-session activities. 

Figure 1: Footwear Design Workbook

The feedback from the use of the workbook to support the 
synchronous sessions has been very positive. A concern 
was the loss of peer to peer learning within the studio 
environment and group awareness of deadlines and 
required works within a group of students with high levels 
of dyslexia. However, the workbook provided the necessary 
scaffolding alongside online group critique of sketchbooks 
to maintain and challenge expectations of the level of work 
required. 

4.2.3. Detailed lesson plans 
The lesson plans were published on the VLE module site 

with defined steps to set out expectations, encourage 
discussion and opportunities to seek clarity in order to 
achieve the learning outcomes. The virtual sessions were 
divided into themes, each relating to an aspect of learning 
outcome so the student could clearly see what was required, 
the purpose of the exercise and how it contributed to the 
deliverable work for assessment. 
4.2.4 Virtual opportunities 
The student curriculum is enhanced through guest 
lecturers, visits to trade shows and museums. As this was not 
possible, a series of lectures was organised for the school 
through industry support explaining areas as diverse as the 
Sustainability and Compliance for Sustainable Sourcing, 
Quality and Procurement to the psychological roots of bias 
and stereotypes. 

De Montfort university has an award-winning programme 
for international student travel #DMU Global. ‘DMU 
Global is an international experience programme for De 
Montfort University students, which aims to enrich studies, 

broaden cultural horizons and develop key skills valued 
by employers.’ The pandemic has led to a re-think in how 
to offer online experiences as an opportunity to challenge 
students to consider sourcing and manufacturing design 
across continents. An example here is an Erasmus plus 
project with Eurasian Technological University for a student 
collaborative group project to create a marketing or supply 
chain strategy that reflects links to the Kazakh or British 
heritage. in sourcing, supply, sustainability and marketing. 

4.2.5 ’How to films’ 
Alongside the online teaching sessions were asynchronous 
filmed sessions on the practical aspects of design for 
students to review and support self-directed learning at 
home. The university has a Virtual learning Environment 
(VLE) ‘Blackboard’. Lectures can be filmed through ‘Panopto’; 
‘virtual’ and interactive sessions make learning accessible. 
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The filmed, captioned lectures are useful for information 
and context as well as filmed practical processes. Where 
students may never have experienced creative processes 
before, the films allow time to assimilate technical 
vocabulary and use the glossary to ensure understanding. 
This helps students where English is not the first language 
as well as providing flexible learning in households where 
access to the internet may need to be shared or where 
students have additional challenges, for instance deafness 
or caring responsibilities or jobs for household income 
due to the pandemic. This consideration aligned to the De 
Montfort University Universal Design for Learning. Examples 
of filmed asynchronous sessions are of taking a secondary 
image and creating a step by step response through cutting 
the elements, drawing from it, distilling the colours, textures 
and shapes to then lead into creating a textile/ pattern or 
silhouette using these elements to support sketchbook 
design. 
Other examples are to support the technical side as 
many students had access to sewing machines so for the 
contour and fashion design students, videos on garment 
construction were created.   

4.3 Scaffolding: Knowledge construction to create a 
community of practice

4.3.1 Dulux workshop
Programme leaders have had to re-think projects; how to 
use the virtual classroom to teach practical core skills. It 
has also been an opportunity to consider the elements and 
theory that go into design. The programme leader created 
a colour project with Dulux. The student was asked to 
consider the use of colour within the post pandemic world. 
Colour can reflect light, enhance mood in an environment 
or product that created a sense of well-being. How could the 
student use these qualities in design? A colour workshop 
was held to discuss the nature of colour and also a practical 
session on mixing colours within paints. Students were sent 
samples of Dulux paint to use and mix. The feedback on this 
online practical session was so positive, further workshops 
based around practical techniques were held. 
The pedagogic value of this project demonstrated the 
beneficial links with industry which gave students an 
understanding of the research around everyday products 
and context and application to teaching practical skills 
online. The students enjoyed the hands-on learning as 
opposed to lecture based learning and this will feed into 
future planning of project activities as students have fewer 
art opportunities at school and FE. Through the interactive 
discussion, the students were learning the skills and 
language required for design.  

Studio ‘extra’ packs plus masterclasses to prompt ideas
At the start of lockdown, the academic discussion centred 
around how to move a practical course online. Contour and 
fashion sent out materials for students to create garments. 
However, for knit students who had not had practical 
experience on machines, this did not address the practical 
skills and experimenting with techniques. Online students 
were waiting to be ‘shown’ ‘taught’ what to do. 
An example was the knit pack. A pack of 4 different fabric 
types- rib, ripples, eyelets and ladders were sent out. 
Fourteen different techniques were demonstrated with 

films on the VLE. There was a practical session where some 
of the techniques were demonstrated and the students 
and academic sampled together on line. The students 
were encouraged to use embroidery, macrame, lacing and 
printing techniques to create effects on the knitted fabrics. 
This was accompanied by a lecture and discussion on what 
made knit an interesting fabric to manipulate, to consider 
the qualities of a loop structure. The results were excellent 
and inspirational. Knit had been smocked, printed, mock 
cables created, laced to echo the patterns on trainers. The 
results will be included and used to inform the teaching 
next academic year.

Figure 2: Fashion Design extra packs to prompt ideas

4.3.3 Impact and benefits 
The idea of beyond the studio- studio ‘plus’ or ‘two’ did 
not replicate the techniques taught in a workshop but 
offered a different approach that enhanced creativity. By 
handling the fabrics, student became aware of the qualities 
and therefore potential to manipulate loop structures. This 
will now be an introduction to knit before learning the 
techniques on the knit machines. This was an unmarked 
exercise within the taught sessions. This enabled students 
to experiment freely without conforming to a mark scheme. 
The following session, the students shared ideas and 
methods. Materials had been adapted to include use of 
Amazon packaging, paper, plastics and recycled materials. 
This project meant sustainability was embedded as part of 
the experimental materials. The practical session created 
on online community.

4.4 Scaffolding: Knowledge construction to create a 
community of practice

4.4.1.Art Club 
The School of Fashion and Textiles is based within the 
traditional Art School building where each floor has a 
creative programme and this creates a dynamic, creative 
and supportive community.  To ensure the rich learning 
environment of studio-based practitioners was maintained, 
two senior lecturers started a weekly art club. The aim was to 
create a calm atmosphere to release stress and anxiety both 
staff and students experienced due to the second UK lock 
down in January 2021.  This contributed to the community’s 
wellbeing and also enhanced and strengthened acceptance 
of digital skills to present creative subjects.  The art club ran 
for 8 weeks online through lockdown. An online community 
grew and at the height there were over 42 students and 
academics joining. The session started with a presentation 
of an aspect of an artist’s work and then three practical 
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exercises for the participants to try. A materials list would be 
sent before each session and the results could be shared 
on Instagram.  The benefit of creating art, participating in 
a group and without assessment, led to several students 
feedback to say they felt it helped to bridge the gap 
between losing creativity and starting to enjoy design once 
more. The success in creating a sense of community and 
wellbeing was so successful that it is planned to continue 
for the future running three times a term.

Figure 3: Art Club poster, activities and academic host

5. Conclusion: successes and 
forward thinking
The literature review describes and the practical 
experience highlights that providing certainty for 
students through an engaging community, peer to peer 
engagement with appropriate scaffolding throughout 
can provide an online environment for students to inquire 
and explore complex problems and develop creative 
responses away from the traditional studio.   
The challenges presented through moving online were 
based more on the practicalities of ensuring academics 
and students could access the necessary technologies. 
The decision was taken to review the pedagogic research 
and to consider the elements that deliver creative design. 
This created opportunity to create new methods of delivery 
and move the attitude of the school into the digital age, 
rather than attempting to move the present curriculum, 
unchanged, online. One of the main outcomes was the 
importance of the school to work as a team. Without a 
dedicated technical team, practical outcomes, the bureau 
service and ‘how to’ videos would not have been achieved. 
The academics also worked as a team sharing best practice 
and this broke down a ‘subject silo’ attitude and created 
a collegiate environment. The theory of creative learning 
benefitting from peer to peer sharing was also true for the 
academic team as they negotiated a new reality. 
By accepting this opportunity and the strategies instigated, 
innovation could enhance accepted practices. An informal 
measure of success is the standard of the work submitted 
across all three years and the level of good honours 
achieved by the graduates. Initially, through the school 
meetings, students voiced concern for online teaching, 
but this has been replaced by the end of the year with 
positive feedback and student representatives asking if 

some of the online lectures and online peer to peer review 
of design development could be retained. This feedback 
will be built upon through co-creation by academics and 
students. Digital skills have increased across the school and 
the development of digital portfolios, which will be needed 
for employment applications has been incorporated into 
the programmes alongside mock video interviews as part 
of professional practise. 
The strategies instigated were far reaching and addressed 
all aspects of the traditional design education. There were 
some clear successes and elements that will be taken forward 
post pandemic the new normal. There are opportunities to 
develop even further into distance learning which could 
enhance inclusivity and further develop digital skills.  
On reflection, the lessons learnt from this dramatic pivot 
are the need to create certainty and clear task setting for 
online sessions. Learning needs to be enhanced through 
both technical information but also creative workshops. 
Finally, the need for artists and designers to re-gain their 
love of creating as part of a community is as important as 
the taught session.  
The pandemic has presented an opportunity for a different 
way of working and studying. 
It is a crucial time for fashion and textiles educators to seize 
the opportunity to reimagine, combining the optimum 
attributes of a practice-based studio culture with a broader 
curriculum delivered in a blended approach. It is with 
optimism that we face the next year to equip students and 
graduates with relevance and responsibility to respond to 
the needs of a changing industry.
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Abstract

Humans have worn clothing for many years, and the history of 
apparel design is rooted in crafting objects to protect and adorn the 
body. However, since the rise of the industrial revolution, apparel 
has moved away from this craft foundation to large-scale factory 
production and the systemization and automation of processes. This 
industry is now a global, complex system that can produce large 
volumes of inexpensive clothing. However, it also includes harmful 
practices utilizing natural, human, and technological resources in the 
manufacture and consumption of clothing at an unsustainable rate. 
Such problems have been highlighted by the disruption of the 2019 
Coronavirus pandemic, when manufacturing and consumption were 
interrupted. While this interruption caused considerable damage to 
the world economy, including the apparel industry, it also highlighted 
how large corporations embedded in the global system were far less 
prepared to make adjustments in response to the pandemic than 
small-batch,
artisan-type brands. These companies were able to be reflective and 
responsive to the challenges of the pandemic, shifting the use of 
resources with far greater agility and creativity. This suggests that 
the benefits of the craft foundation of apparel making provides a 
stronger base, allowing the designer and makers to view tools and 
materials as opportunities, regardless of their originally intended 
use. Embracing this parallel to small brands working in the industry, 
this practice-based research applies this thinking to uncover ways 
to incorporate the value and respect for the craft practice of making 
clothes within a making process that is sensitive to the needs of 
humans and the environment while operating within contemporary 
markets and economic systems.
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Introduction
Humans have worn clothing for many years, and the history 
of apparel design is rooted in crafting objects to protect 
and adorn the body. (Lou Taylor 2004) The skills required 
to make cloth and clothing was valued and necessary, 
with the key elements to this practice being the materials 
and the maker’s hand. However, since the rise of the 
industrial revolution, apparel has moved away from this 
craft foundation to large-scale factory production and 
the systemization and automation of processes. This has 
enabled the production of clothing at greater volumes 
and lower prices, bringing with it both benefits as well as 
challenges. The industry is now a global, complex system 
that can produce large volumes of inexpensive clothing. 
However, it also includes harmful practices utilizing natural, 
human, and technological resources in the manufacture 
and consumption of clothing at an unsustainable rate. 
Such problems have been highlighted by the disruption 
of the 2019 Coronavirus pandemic, when manufacturing 
and consumption were interrupted. For example, goods 
became stranded by closed ports, brick and mortar stores 
were shut down and unable to pay for goods they could 
not sell, and factories were unable to pay workers for the 
stranded goods.

While this interruption caused considerable damage to 
the world economy, including the apparel industry, it also 
highlighted how large corporations embedded in the 
global system were far less prepared to make adjustments 
in response to the pandemic than small-batch, artisan-type 
brands. These companies were able to be reflective and 
responsive to the challenges of the pandemic, shifting the 
use of resources with far greater agility and creativity. This 
suggests that the benefits
of the craft foundation of apparel making provides a 
stronger base, allowing the designer and makers to view 
tools and materials as opportunities, regardless of their 
originally intended use. These tools include both the 
traditional and contemporary, such as sewing machines and 
dress forms alongside digital 2D and 3D programming and 
fabrication. By applying a craft-based theoretical approach 
to the use of these tools, creativity, problem-solving, and 
innovation can progress. In the academic community, this 
applied approach is established as an important method in 
problem-solving design, and produces scholarship that is 
part creative practice, part research through practice (Bye 
2010). Embracing this parallel to small brands working 
in the industry, this practice-based research applies this 
thinking to uncover ways to incorporate the value and 
respect for the craft practice of making clothes within a 
process that is sensitive to the needs of humans and the 
environment while operating within contemporary markets 
and economic systems.

Contextual Review
This research was started before the pandemic began, but 
the challenges and problems highlighted and enhanced 
the importance of this approach to making. It particularly 
spotlighted the ability of small, artisan brands to shift and 

respond to change. These shifts are supported by the ability 
of the craftsman to transfer knowledge of making to new 
materials or processes through hands-on learning and 
doing. The product that results can better match demand 
while utilizing available materials. Several examples are 
Pakistani loungewear brand One432, Dallas- based fashion 
label Livintage Apparel, and the Los Angeles headquartered 
brand House of Amaya. One432 was known for traditional 
leather shoes, produced within a localized supply chain; 
when the pandemic reduced demand for this product, the 
company helped the cobblers learn to sew casual at-home 
clothing from their homes; this created a new profitable 
product and supported social distancing safety measures. 
(Chandran 2020) Moving from angular, hard streetwear 
to softer hoodies and jogging trousers helped Livintage 
Apparel stay relevant and even grow while navigating the 
material shortages of the pandemic. (Hornick 2021) House 
of Amaya used the slowed sales during the start of the 
pandemic to make important business- focused changes 
that supported their made-to-order manufacturing process, 
which enabled them to meet demand for their new lounge-
focused products.

These brands use both design and process innovation to 
create and implement these shifts, (Jones & Xu 2021) and 
previously written articles and books on fashion and clothes, 
craft practice, and tools support this type of re-imagination 
of process through applied work. Of key importance 
is the intentional use of terms “apparel,” “garment” or 
“clothing” instead of “fashion” throughout the discussion. 
Yuniwa Kawamura explains that “items of clothing must 
go through the process of transformation to be labeled 
as fashion” (2005), and here we will not be concerned 
with the sociological and semiotic transformation of the 
clothing object. Instead, we will focus on the designing 
and making process. Within this making process are many 
decisions about tools, materials, and aesthetic the designer 
must resolve. There exists a dance between functional and 
aesthetic concerns, affecting the designer and makers use 
of tools and materials. Annie Albers’s On Designing and 
David Pye’s The Nature and Art of Workmanship and The 
Nature of Design are foundational texts that describe these 
relationships in simple, unaffected terms useful to returning 
to the foundation of making clothes. These texts also provide 
a basis for navigating the balance of knowledge and skill 
with the risk-taking needed to innovate. Connecting this 
to the contemporary are Loh, Burry, and Wagenfeld who 
expand on Pye’s theories and describe the creation of a 
tool repertoire, connecting seemingly disparate tools such 
as the physical or traditional with the digital and virtual 
into a useful toolbox for the maker. These sources support 
practice-based design research as a place of knowledge 
discovery executed here.

Because this work embraces the use of digital technology as 
a supportive contemporary tool for the craft maker, sources 
confirming the validity of their use are important to reference 
for both theoretical and methodological purposes. In 
Abstracting Craft, Malcom McCullough describes how 
computers and software are virtual tools for developing 
and making via a screen environment. The importance of 
intuition and human skill are described in the text Mind over 
Machine by Dreyfuss and Dreyfuss. The debate between the 
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power of computers versus the experience-led wisdom and 
intuitive understanding of a human mind provides a useful 
model to follow when balancing logistics and innovation. 
The 2001 Manus-Machina exhibition catalogue by Andrew 
Bolton showcases the use of digital technology in apparel 
design and is important to reference for perspective on 
using digital tools to make clothing. Because this work 
involved developing original textiles, sources such as Digital 
Textile Design and “Design Thinking for Textiles: Let’s Make 
it Meaningful” provided theoretical and methodological 
guidance.

Theoretical Framework
Reflection on growing up in a household where repairing, 
re-building or re-purposing things was common inspired 
the beginning of this work. Sometimes these efforts were 
out of necessity when the washing machine or car needed 
to work again, and at other times to provide enjoyment 
such as engineering a go-cart using an old lawn mower 
engine. In this resourceful environment, one learned to 
use whatever materials were available, learned knowledge, 
and imagination and creativity to solve problems and make 
things. Objects and materials were not limited to their 
originally intended use or life-cycle, and re-building or re-
working objects relied on an interdisciplinary synthesis of 
knowledge. This valuable experience led to the craft practice 
foundation underpinning this design research, where 
tools, techniques, and materials become opportunities 
for creativity even when they fall outside the traditional 
methods of garment- making. McCullough writes, “the 
more we learn how to do, the less we know what to do.” 
(McCullough 1996), and while that may sound dramatic, 
it is a useful way to describe that limiting processes and 
tools for their intended purpose only hinders creativity and 
innovation.

By understanding the relationship between designer 
and maker, tools, materials, and end product we find a 
theoretical framework from craft practice that encourages 
the maker to take educated, creative, and methodical risks 
to open opportunities for innovative discovery. Without a 
creative user, tools cannot perform any activity on their own 
and are limited to what they are used to accomplish. (Pye 
1964) Without design thinking, or the “creative input and 
designing workflow from the practitioner… such toolsets 
remain outside the practice.” (Loh, Burry, & Wagenfeld 2016) 
The garment manufacturing process has progressed with 
advancements in better tools and new technologies along 
with social changes such as the industrial revolution and 
the rise of fashion houses. However, with this advancement 
the use of tools, both digital and physical, are developed 
for a specific purpose and subsequently limited to these 
purposes, leaving little opportunity for the designer to think 
or work outside established systems of making clothes. 
The more regimented each step in the development 
and making process becomes, the less creativity or skill 
is necessary (Edwards 20-2001, McCullough 1995); with 
regard to tools, the more focused they become, their 
range of creative use is limited (Albers). This enables the 
simplification of complicated process and the automation 

of physical tasks – a capability that contributes to mental de-
skilling as well. (Edwards 20-2001, McCullough 1996) This 
defeats the exciting possibilities for creative risk-taking and 
innovation, converting the digital design environment into 
“a means to an end.” (Loh et al. 2016) Dreyfuss and Dreyfuss 
explain that a computer is a logic machine that is an “ideal 
beginner,” and an expert is needed to use the tool in an 
innovative manner; with expertise and intuitive decision-
making the user can challenge pre- programmed uses. 
McCullough supports this, stating that “masters respond to 
context, even when doing so means breaking the rules;” this 
also encompasses the “…exploration, improvisation, and, to 
use the simplest word, play.” (1996) When we simply collect 
processes to repeat, we do not construct new knowledge. 
(Albers 1971) In this practice-based research, the skill of the 
artisan’s hand and the value of the materials is preserved 
while incorporating digital tools in the making process, 
enabling the artisan to improve traditional methods while 
remaining rooted in craft practice. (Loh et al. 2016)

Process
The two looks shared here are pieces within a larger body 
of work, similar to a capsule collection that an artisan brand 
might create, that utilized traditional processes such as 
hand-draping and patterning alongside the digital textile 
printer and laser cutter. To program these digital tools, 
Adobe Illustrator and Photoshop were used. The purpose 
of this work was to remove pre- conceived notions about 
how the making process has been established in a linear 
manner, to re- approach and re-design the process 
incorporating agility to solve problems. Here, a reflective, 
responsive process capitalized on the fluent knowledge of 
both the physical and digital tools and how they manipulate 
materials in order to respond to aesthetic, functional, 
logistical, and environmental challenges. Each ensemble is 
designed to incorporate both hand-crafted skill alongside 
digital processes to maximize creativity and efficient 
materials use. Digital textile printing was used as a tool to 
develop original surface design, as well as for its sustainable 
benefits. It consumes far less water and energy, minimizing 
the environmental impact.
Additionally, digital textile printing enables the designer to 
take an active role in the fusion of garment and textile design 
to create customizable, unique surface designs. (Bowles & 
Isaac 2016) Through applied research these benefits were 
expanded to maximize the digital printer’s ability to print 
engineered shapes and patterns allowing multiple designs 
to be printed on the same yardage, matched stripe or 
design matched, and manipulation of scale and colorways.
Additionally, laser-cutting, digital rendering samples, and 
digital print manipulation were used alongside sketching, 
hand-draping, and physical prototyping in a symbiotic 
relationship between these tools.

In addition to the research purpose and concept, this 
work was inspired aesthetically by a wildflower from the 
researcher’s home state, representing a sense of place, 
timelessness, and durability. A photograph of this flower 
(Figure 1) was manipulated using Adobe Photoshop to 
create 4 unique motifs, which were used to create a layered 



234
print repeat. These motifs and the repeat pattern were then 
incorporated in a variety of forms throughout the work, such 
as all-over repeat, stripes, engineered placement, and color 
and scale gradation.

Figure 1: Wildflower Inspiration

Working in a reflective, responsive manner meant that 
not all garments were fully designed at the start. Initial 
sketching formed a framework for silhouette and shape 
but allowed the designer to make changes as the making 
process evolved. In this way, some garments were inspired 
by responding to challenges or problems with flexibility and 
agility. The garments featured in this article are the results 
of developing solutions for these design challenges. The 
look in Figure 2, Bring Me all the Flowers, was developed 
in response to the problem of waste. While the engineered 
print capabilities of digital printing allow pieces with a variety 
of designs to be printed on the same yardage, fabric must 
be cut with proper yarn grain and left-to-right mirroring and 
can only be rotated 180 degrees. This caused project goals 
to reduce wasted fabric to fail to improve upon the industry 
average of 15%. (McQuillan 2011) Viewing the layout 
on-screen exposed the small areas being wasted, and a 
solution was worked out in the digital environment before 
printing. (Bowles & Isaac, 2012, McCullough 2015) Building 
on the idea of repeated motifs explored in the textile print 
repeat, individual motifs were nested into the smaller areas, 
making use of very small, hard to utilize spaces on the print 
layout. After printing, these motifs were laser-cut, (Figure 4) 
resulting in multiples of flowers that could be used to create 
texture.

These motifs were then sewn to a base fabric (Figure 5) 
to create a dramatic texture for a cropped jacket. This 
garment was designed in direct response to a problem, 
and a useful, aesthetically interesting solution developed.

Figure 2: Garment titled Bring Me All the Flowers

Figure 3: Print layout with motifs filling wasted space.

Figure 4: Laser-cutting the motifs
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Figure 5: Motifs sewn to base fabric

Another garment responding to the need to reduce 
waste is the look called Bloom. This garment was inspired 
by research on the structure of the Kimono, which is an 
efficient, near zero-waste cut consisting of rectangles and 
triangles. Through draping, the silhouette was modified with 
a bubble-shaped hem and pleats across the shoulders to 
provide structure. (Figure 6) The layout for this print can be 
seen in Figure 7, with the small amount of waste filled with 
motifs for Bring Me all the Flowers as well as the addition of 
several custom garment tags. The sustainable benefits of 
the Kimono cut provide a canvas to creatively apply surface 
design, and here the repeat print was modified to create 
a gradated scale from neck to hem (Figure 7) as well as a 
mirrored center front and back (Figure 8).

Figure 7: Print layout for Bloom

Figure 6: 
Development of 
Bloom

Figure 8: Mirrored print design at center-back

This piece also features the incorporation of custom 
embellishment to highlight the pleating at the shoulders. 
Instead of using invisible stitching or a pre-made bead, 
spangle, or other type of embellishment, using digital tools 
made the design and fabrication of these custom pieces 
highly accessible. Using photographs of the pleated areas, 
shapes matching the motifs were drawn in illustrator (Figure 
9) and laser-cut from acrylic. A small prototype to test 
various acrylic colors and application techniques (Figure 
10) helped the designer choose the end result of clear 
acrylic applied using jewelry pins set through all layers of 
the folded fabric. The resulting garment (Figures 11, 12, and 
13) is voluminous garment that appears effortless but holds 
many layers of detail highlighting materials and process.
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Figure 9: Drawing embellishment in Illustrator over photo of pleats

Figure 10: Prototyping color and application of embellishment

 Figure 11: Front of Bloom

   Figure 12: Back of Bloom

Figure 13: Close-up of Bloom
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Analysis
Harmonizing traditional and contemporary ways of making 
was an important component of the work; as Andrew Bolton 
describes in the Manus Machina exhibition catalogue “the 
hand and the machine are creative – rather than contrasting 
or contradictory – tools to help refine, perfect, and advance 
their craft.” (Bolton 2001) The merging of digital textile 
printing with sustainable practices are contemporary 
thematic areas that demand attention. (Hwang, Shaheen, 
& Chawla, 2018). This work addresses the needs of a 
contemporary craft apparel making practice and is rooted 
in the hands-on approach to problem-solving described by 
Bye. The use of digital printing and widely accessible tools 
makes this approach to using wasted areas of a nested 
layout viable for a variety of applications. By returning to the 
craft foundation of making while embracing contemporary 
technologies as complementary tools in the making arsenal, 
focus remained on the most appropriate use of tools, 
processes, and materials, for “Without the creative input 
and designing of workflow from the practitioner, as well as 
the development of the repertoire, such toolsets remain 
outside the practice – as a means to an end and nothing 
more.” (Loh et al. 2016) A symbiotic relationship between 
process, tools, and creative design choices is shown to 
included hand-worked and digital tools. The textile’s digital 
print files were designed alongside patternmaking and 
draping garment development, allowing both to inform 
and respond to each other during the making process. 
This encourages treating materials as a direct source of 
knowledge through direct material handling (Marr & Hoyes 
2016) and allowed the maker to respond intuitively when 
working in both physical and digital spaces.

Conclusion
This applied research reveals how a small-scale, craft-
focused approach to making allows the designer to work 
through design challenges in an agile, flexible manner, 
adapting fluidly to changing design environments. This 
is a critical skill needed to survive not only the pandemic, 
but also the post-pandemic industry. Before the current 
disruption from the coronavirus pandemic, time and to 
stop and reflect was not available within the fast-paced 
fashion system. The apparel industry focuses on economies 
of time and money, and these processes settle at the most 
efficient balance of these with “best” ways of manufacturing 
generally evaluated in terms of their cheapness rather 
than ethical or environmental concerns. (Fletcher 2016, 
Pye 1964) With this in mind, instead of only describing a 
theoretical idea of a more responsive, flexible approach to 
design, this body of work displays practical application of 
these ideas within a contemporary creative design process 
through hands-on making and doing. A rethinking of the 
apparel production process as a whole is often called for 
in the discourse on improvement to the industry (Fletcher 
2014, Gwilt & Rissanen 2011), yet discourse on this tends 
to focus either on modifying specific, isolated parts of the 
larger system or changing the larger theoretical approaches. 
Coping with the pandemic’s effects on supply-chain logistics 
and changing consumer buying habits is requiring a new 
perspective on these priorities, such as a re-connection of 

time between seasons and collections. (McAlpine 2020) 
To help guide us towards the sustainable systems changes 
often called for in current fashion discourse (Bowles & Isaac 
2012, Fletcher 2014, Gwilt & Rissanen 2011) as well as those 
demanded by the effects of the pandemic, this approach to 
making provides a framework for working creatively outside 
previously established systems.
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Abstract

Quality is a factor used for consumers to evaluate a product. While much 
previous research has determined that consumer’s subjective perception 
of a luxury product is superior quality and performance, other research 
also indicated that the quality of some luxury brands’ products cannot 
satisfy consumers’ expectations because of their improved capabilities 
to evaluate product quality. This motivates luxury fashion designers 
and brands into an ongoing pursuit of product quality through the 
understanding of their consumers’ quality values.
In this study, a luxury product’s quality value was measured through 
four specific values: Craftsmanship, Material, Country-of-origin, and 
Brand image. Craftsmanship value refers to how consumers assess the 
craftsman’s technique through the product design details, such as the 
lining and finishes of the product; Material value refers to how consumers 
evaluate whether the characteristics of the material will increase the 
quality of the product. Country-of-origin value refers to the consumers 
use of the country’s image (the label “made in ...”) to evaluate the product 
quality. Lastly, brand image value is defined as the consumers’ use of their 
preconceived impression of a brand to evaluate its product quality. 
Although multiples studies have evaluated the influence of consumption 
values in the purchase intention of luxury fashion goods, there is scarce 
information on the influence of quality value perception of luxury 
handbags in the design and product development decisions of luxury 
fashion designers. This study aims at evaluating the influence of quality 
values on the purchase intention of luxury handbags by Chinese Gen Y 
consumers to impact product design decisions. A pairwise comparison 
method based on the analytic hierarchy process was used for this study. 
The results demonstrated that the Craftsmanship and Material values 
had relative high impacts on the purchasing intention of luxury fashion 
handbags, and the Country-of-origin value has the lowest impact. This 
result offers designers relevant information to improve design criteria for 
developing luxury fashion handbags. 
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Introduction 
Since the 1990s, the luxury market has grown dramatically 
(Vickers & Renand, 2003). Luxury fashion marketing is the 
business of promoting high-end products, which provides 
consumers many categories of fashion goods and services. 
The products of luxury fashion brands involve ready-to-wear, 
leather goods, accessories, cosmetics, and others. One of 
the main reasons consumers decide to purchase goods 
from the luxury brands is their quality. Most consumers 
believe luxury brands can offer better quality than non-
luxury brands (Wiedmann, Hennigs & Siebels, 2007). 
However, luxury quality consumption is now changing 
because of consumers’ improving capabilities to evaluate 
a product quality. A recent study by Perry, Barnes & Ye 
(2020) states that more Chinese consumers have stronger 
capabilities to evaluate a luxury product or service thanks to 
the fact that their fashion knowledge has been increasingly 
acquired, driven by social media, education, and luxury 
brands’ marketing activities. Some consumers, for example, 
take craftsmanship as a standard to evaluate a product’s 
quality (Amatulli & Guido, 2011), while other consumers 
believe the product’s material can demonstrate its quality 
(Shukla & Purani, 2012). Adapting to this new luxury quality 
consumption, many luxury fashion designers and brands 
have an ongoing pursuit of product quality through the 
understanding of their consumer’s quality values.

Although there is a wide range of populations consuming 
luxury goods, this study will focus on the Chinese Gen Y 
consumers as the research object since they are identified 
as valuable consumers for luxury consumption (Butcher 
et al., 2017), contributing to almost half of the luxury 
consumption in China and over a quarter of the total 
population consumption of luxury around the world (Kim, 
Hsu & Yuen, 2020). The aim of this study is to evaluate the 
influence of quality values (e.g., Craftsmanship, Material, 
Country-of-origin, and Brand image) on the purchase 
intention of luxury handbags by Chinese Gen Y consumers 
to impact design decisions. 

In this paper the luxury quality values that are positively 
related to consumers’ purchase intention are identified 
according to previous research, establishing a new 
theoretical framework for evaluating luxury fashion goods. 
After that, the analytic hierarchy process (AHP) proposed 
by Saaty (1987) is used to examine which luxury quality 
value has the highest and which has the lowest impact on 
the Chinese Gen Y purchase intention for a luxury handbag, 
providing designers with consumer insights in product 
development processes.

Literature Review
Consumer’s luxury value perception was defined as those 
consumers use their perception to evaluate the benefits 
gained from a luxury product or service (Vigneron & 
Johnson, 2004; Wiedmann, Hennigs & Siebels, 2007). 
The multidimensional luxury framework, established by 
Wiedmann, Hennigs & Siebels (2007), has been widely 

used in previous research, demonstrating the dimensions of 
consumers’ orientations towards luxury-brand consumption 
and measuring consumer’s luxury value perception. This 
framework has determined four luxury values: Price, 
Functional, Individual and Social value. The functional value 
refers to the individual evaluation of the physical benefits 
of luxury goods, including a product’s usability, quality, and 
uniqueness.

Consumers use quality as a factor to evaluate a product, 
with the perceptions of the product quality varying based 
on their ages, income levels, and educational background 
(Agyekum, Haifeng & Agyeiwaa, 2015). Quality value 
is defined as the consumer’s evaluation of the physical 
characteristics of luxury goods which influences the 
consumers’ purchase intention (Saleem et al., 2015). 
However, the quality value also has been variedly defined 
by multiple researchers. Some researchers (Shula & Purani, 
2012; Faschan, Chailan & Huaman-Ramirez, 2020) have 
stated that consumer’s values for luxury goods consist of 
the craftsmanship and material, which help consumers to 
evaluate a luxury product’s quality. Also, other researchers 
(Godey et al., 2012; Tekin, Yiltay & Ayaz, 2016) mentioned 
that the county-of-origin (CoO) and brand image are often 
associated with product quality, impacting consumers’ 
purchasing decisions of luxury good. Hence, this research 
determined a framework to evaluate a luxury product 
through its quality values, such as craftsmanship, material, 
country-of-origin, and brand image (Figure 1).

Figure 1 The luxury quality values framework

2.1 Craftsmanship Value
Craftsmanship is the concept of manual know-how passed 
down from generation to generation, and the craftsmanship 
of a product is regarded as a guarantee in terms of quality, 
duration, and aesthetics, and is also one of the important 
buying values for a consumer (Tynan, McKechnie & Chhuon, 
2010; Amatulli & Guido, 2011). Consumers generally 
experience a product’s craftsmanship based on its details, 
such as the lining. From the luxury products’ perspective, 
the craftsmanship is considered a factor for consumers 
to distinguish a luxury product from non-luxury products 
(Jiang & Shan, 2018; Faschan, Chailan & Huaman-Ramirez, 
2020). Most consumers believe that unique and superior 
craftsmanship is only owned by a few luxury brands, which 
offer better quality than non-luxury brands (Wiedmann, 
Hennigs & Siebels 2007). The luxury brands repeatedly 
highlight the importance of a well-produced product 
that has a strong craftsmanship component to meet the 
consumer’s needs for quality (Simpson, 2018). In this study, 
craftsmanship value refers to how consumers assess the 
craftsman’s technique through the product design details, 



241
such as the lining and finishes of the product. 
 
2.2 Material Value
In the context of modern textile and fashion design, 
material refers to the fabric or cloth woven or knitted by 
artificial or natural fibers (Fletcher, 2012). The material 
represents one of the most critical values of quality when 
consumers intend to purchase a luxury product (Wiedmann 
et al., 2009). Consumers associate luxury products with 
fine materials that are used in the manufacture and in turn 
perceive additional value from it (Shukla & Purani, 2012). 
Furthermore, a standard for a consumer to identify a luxury 
product is its material because people believe that luxury 
brands offer better and rarer materials than non-luxury 
brands (Shukla & Purani, 2012; Faschan, Chailan & Huaman-
Ramirez, 2020). For example, fox fur and mink are deemed 
to be the rarest and most upper-level materials by some 
people, thus they are perceived to add more value to the 
luxury products when these materials are used in production. 
According to Zhang and Zhao (2019), the quality values can 
be enhanced from the meticulous selection of durable raw 
materials, which will help to reduce the depreciation rate of 
the product and to extend the service life of a luxury good. 
In this study, material value is defined as how consumers 
evaluate whether the characteristics of material will increase 
the value of the product.

2.3 Country-of-Origin value 
CoO is defined as the country where a product was 
designed, manufactured, and produced. A recent study 
(Heine, Atwal & He, 2019) stated that the area of research 
on CoO effects is diverse, for example, consumer’s attitude 
for the country where the product was manufactured can 
influence consumers perception of quality (Jung et al., 
2014). To be more specific, the influence on consumers’ 
perceived values of a product caused by the CoO is mainly 
determined by the label “made in ...” of a product. The 
labels lead consumers to transfer their preconception of 
the country to the perception of the product manufacturing 
and its quality (Jiménez Torres & San Martín Gutiérrez, 2007; 
Pappu et al., 2007). Favorable perceptions of a country 
can lead to a corresponding favorable evaluation of the 
product originated from that country (Maheswaran, 2006). 
In other words, the label “made in ...” of a product motivate 
consumers to establish their belief in a certain country’s 
products, with this belief affecting the consumer purchase 
behaviour and the evaluation of the country’s products in 
general. In this study, country-of-origin value refers to the 
consumers’ attitude to the country image of a product, 
evaluating a product’s quality based on the label “made in 
...”.

2.5 Brand Image Value
Lee, James & Kim (2014) point out that the concept of 
brand image has been defined in many ways by different 
researchers, for instance, the brand image refers to how a 
brand is pictured by consumers. Consumers rely on their 
experiences or knowledge to describe their impression of 
a brand. Many previous researchers (Tekin, Yiltay & Ayaz, 
2016) mentioned that brand image is positively related to 
consumers’ purchase intention, and Zhang (2015) stated 
that some consumers even make their purchase decisions 
largely depending on the brand image rather than the 

product itself. Consumers use their impression of a brand 
to consider whether to make a shopping decision because 
their perception about the features of the product is 
influenced by the brand image (Lee, Lee & Wu, 2011). From 
the quality value perspective, the brand image is about the 
consumer’s perception of a reputation regarding brand’s 
product quality. Consumers make their first or preconceived 
judgment of product quality based on their previous brand 
experiences, or the information from social media (Bilgin, 
2018). In this study, brand image value is defined as the 
consumers’ usage of their preconceived impression of a 
brand to evaluate its product quality. 

Methodology 

3.1 Research Method
The quantitative research based on the survey was used in 
this study. The participants were offered an RMIT Qualtrics 
survey questionnaire. The researcher provided participants 
with an iPad device for completing the survey. The researcher 
also offered face-to-face assistance if the participant 
had any concerns or confusion about the question in the 
survey. Ethics approval was obtained from The Design and 
Social Context College Human Ethics Advisory Network, 
subcommittee of the RMIT University Human Research 
Ethics Committee. 

3.2 Participants 
The participants were Chinese Gen Y, born between 1981 
and 1995, of both genders. And participants at least have 
once six months shopping experience for a luxury handbag. 

3.3 Procedure 
Firstly, the questionnaire was prepared and saved in the 
Qualtrics software (Qualtrics, Provo, UT, version, 2020). This 
survey asked participants to do a pairwise comparison of 
craftsmanship, material, county-of-origin, and brand image 
values for luxury handbag purchasing, determining which 
value is more important in their purchasing intention. The 
survey was anonymous and no personal information, such 
as name, phone number and address, was retained. The 
questionnaire was offered in two languages, namely English 
and Mandarin. 

Researchers went to Chadstone shopping mall, Melbourne 
city, Victoria, Australia to recruit them since this shopping 
mall has many of luxury fashion stores and their clients. 
Some consumers are matching the requirement of 
participants in this study. Researchers approached the 
potential participants and invited them to participate in the 
survey. Potential participants were identified as the person 
who was holding luxury fashion shopping bags, such as 
Gucci, Chanel, Dior, and others. Only the data of Chinese 
Gen Y, including both genders that had luxury fashion 
shopping experiences at least once in the last half-year, was 
selected to analyze in this study. 

The researchers used the analytic hierarchy process (AHP) 
to do the data analysis in this study. The main calculations 
were carried out in Microsoft Excel.
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3.4 Analytic Hierarchy Process
The Analytic Hierarchy Process (AHP) is a nonlinear 
framework for carrying out both deductive and inductive 
thinking by taking several factors into consideration to arrive 
at a synthesis or conclusion (Saaty, 1987). The main method 
in AHP is pairwise comparison. It can help researchers 
to measure intangibles in relative terms, such as people 
perception (Saaty, 2008). Many previous researchers 
successfully used the AHP to measure consumer’s values. 
For instance, measuring consumer’s value for a luxury 
car selection (Apak et al., 2012) and internet shopping of 
traveling products (Ku & Fan, 2009), and luxury fashion 
handbags (Liu & Rodriguez, 2021). This study followed 
below steps of the AHP (Saaty, 2005).

1.Determine a goal.
In this study, the goal is to determine which quality values 
have the highest and lowest impact on luxury fashion 
handbag purchasing for participants.

2.Identify the criteria or sub-criteria to structure the 
hierarchy.
In this study, the criteria consist of four main consumer 
quality values to do the pairwise comparison:  craftsmanship, 
materials, country-of-origin and brand image values (Figure 
2).

Figure 2. Pairwise comparison of the quality values.

3. Survey Design

The questionnaire required participants to do a pairwise 
comparison of the values. Participants were asked the 
question, “Which value is more important for you when you 
consider purchasing a luxury fashion handbag?” Participants 
ranked each value on a scale from 1 to 9, where 1 = equally 
important, 3 = slightly more important, 5 = more important, 
7 = much more important and 9 = absolutely important 
(Saaty, 2005) (Table 1).

Values 9 7 5 3 1 3 5 7 9 Values

Craftsmanship Material

Craftsmanship CoO

Craftsmanship Brand image

Material CoO

Material Brand image

CoO Brand image

Table 1. The pairwise comparison of the values

Take one participant’s response (Table 2) as an example. 
The participant believes the craftsmanship is more 
important than the material, so the participant ticks the 
left box of the form (Craftsmanship, 5 points). Similarly, 
participant can tick the box with number 1 in the middle 
between the craftsmanship and CoO when they believe the 
craftsmanship is equally important as the CoO. And the tick 
on the right box on the form (Brand image, 3 points) means 
the participant thinks the brand image is slightly more 
important than the craftsmanship.

Values 9 7 5 3 1 3 5 7 9 Values

Craftsmanship ✔ Material

Craftsmanship ✔ CoO

Craftsmanship ✔ Brand image

Material CoO

Material Brand image

CoO Brand image

Table 2. The example of participant’s response

4. Multiple participants data. 

Since the data came from a group rather than an individual, 
the researchers found the geometric mean of participant 
results to aggregate individual judgments (Figure 3). 

Figure 3. The formula of geometric mean

5. Construct a set of pairwise comparison matrices.

The researchers placed the pairwise comparisons in the 
matrix below (Figure 4).

Figure 4. The pairwise comparisons matrix

Then, the researchers calculated the eigenvalue and the 
eigenvector (Figure 5).
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Figure 5. The formula for eigenvalue and eigenvector

In this formula, n is the number of judgments; w1, w2, ..., wn 
reflects the recorded value weights on the objectives. w is 
the eigenvector; and λmax is the largest eigenvalue of the 
pairwise comparison matrix.

6. Calculate the consistency ratio (CR).

It is required to calculate the consistency ratio (CR) per Saaty 
(2005) (Figure 6). This ratio demonstrates the consistency of 
subjective perception and the accuracy of the comparative 
weights if the value is 0.1 or less. 

Figure 6. The CR and CI formula

CI is the consistency index.
The recommended random index (RI) values appear in 
Table 3 (Saaty 2005).

N 2 3 4 5 6 7 8 9 10

RI 0 0.52 0.89 1.11 1.25 1.35 1.40 1.45 1.49

Table 3. The RI values

Results 
A total of 60 participants’ responses were used in this study, 
36 females and 24 males. Their age is between 25 and 
39. All participants have luxury fashion brands shopping 
experiences at least once every six months. After the data 
was collected, the researchers proceeded with the AHP by 
firstly calculating the geometric mean for each quality value 
as demonstrated in Table 4. 

Craftsmanship:Material 1.100398406

Craftsmanship:County-of-origin 2.980255654

Craftsmanship:Brand image 1.292021796

Material:County-of-origin 2.006384275

Material:Brand image 1.421738725

County-of-origin:Brand image 0.373852648

Table 4. The number calculated by the geometric mean method

Second, the researchers created a matrix of pairwise 
comparisons (Table 5).

Table 5. The matrix of pairwise comparisons

Thirdly, the researchers calculated the eigenvalue and the 
eigenvector based on the formulas in Figure 5. The results 
appear in Table 6.

Table 6. The result of the eigenvalue and eigenvector

Finally, the researchers calculated the CR to evaluate 
whether the results could be considered acceptable. Table 
7 shows the results of the CI and CR calculations.

CI 0.012484098

CR 0.014027076 < 0.10

Table 7. The result of CI and CR

The normalized weights of craftsmanship, material, country-
of-origin, and brand image values were 0.3239, 0.3030, 
0.1176, and 0.2555, respectively. The consistency ratio (CR) 
is considered acceptable because it is 0.0140, which is less 
than 0.10. 

Based on the AHP process, the results show that participants’ 
craftsmanship value is dominant, which is 0.3239. The 
material value (0.3030) is also at the relevant higher level 
and very close to the weight of the craftsmanship value. 
On the other hand, the country-of-origin (0.1176) has the 
lowest impact on participants’ purchasing intentions for a 
luxury handbag. 

Discussion
Although many previous researchers (Wang et al., 2011; 
Jiang & Shan, 2018; Zhang & Cude, 2018; Zhang & 
Zhao, 2019) determined that the luxury quality values are 
positively related to Chinese consumers, they failed to 
examine which specific value has the highest and which has 
the lowest influence. This research provided new insights 
in consumers’ quality value area, specifically, it divided 
the quality values into four values, namely craftsmanship, 
material, country-of-origin and brand image.
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The result indicated that Chinese Gen Y consumers’ 
purchase intentions for a luxury handbag were mainly 
influenced by their craftsmanship and material values. 
This result has confirmed the importance of the material 
value of a luxury good for Chinese consumers (Zhang & 
Zhao, 2019), and also proved the Chinese consumers’ 
craftsmanship value plays an important role in purchasing 
a luxury product (Zhang & Cude, 2018). This information 
can help luxury brands and their designers to improve 
design criteria for developing luxury fashion handbags. 
Specifically, the luxury brands and their designers could 
target Chinese Gen Y consumers by focusing on the quality 
of handbag in craftsmanship and material. In addition, 
luxury brands could highlight handbags’ craftsmanship and 
material in their marketing communication, which can gain 
the attention of Chinese Gen Y consumers.

Consistent with previous researchers (Siu, Kwan, & Zeng, 
2016), the result of this study showed Chinese young 
consumers’ emphasis on brand image. They consider the 
brand image as a reference of the product quality when 
purchasing luxury handbags, which has implications for 
luxury brands to maintain their reputation and brand image. 
However, this result also demonstrated that brand image 
value is not dominant for Chinese Gen Y consumers when 
comparing with the consumers’ needs for a handbag’s 
craftsmanship and material, and their needs for the brand 
image of quality reputation is relatively lower. 

On the other hand, while previous researchers (Dan, 
Yani & Jintao, 2011; Jung et. al., 2014; Heine, Atwal & 
He, 2019) determined that the country-of-origin has a 
positive relationship for a consumer to perceive quality and 
especially is used by Chinese consumers to evaluate the 
quality of most luxury categories (Dan, Yani & Jintao, 2011), 
the result in this study showed that country-of-origin has 
relatively lower influence than other values. Chinese Gen 
Y consumers believe that country-of-origin is not the main 
value for them to evaluate the quality of a luxury handbag. 
This result also partly aligned with previous studies, 
conducted by Wong, Polonsky & Garma (2008), that the 
county-of-origin effect does not influence young Chinese 
consumers’ evaluation of product quality or purchase 
intentions. They (2008) and Heine, Atwal & He (2019) doubt 
on country-of-origin effect in China for young consumers 
since the globalization has diluted its role and the increased 
existences of hybrid products.

Conclusion
The new pattern in luxury quality consumption motivated 
the further study of luxury quality values perception of 
luxury handbags. In this study, a theoretical framework of 
luxury quality values was established, in which four specific 
values, namely craftsmanship, material, country-of-origin 
and brand image, were used to determine the relevance of 
each of them in the purchase decision of a luxury handbag. 
The findings in this study offer designers information on 
the influence of quality values on Chinese Gen Y purchase 
intention. This information is useful for improving design 

criteria for developing luxury fashion handbags that 
meet the Chinese consumer’s quality needs. Specifically, 
the craftsmanship and material of a luxury handbag will 
influence greatly the quality perception of a luxury handbag 
by Chinese Gen Y, follow by brand image, and country-of-
origin. 
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Abstract

Clothes are both immediate and ubiquitous. They mediate every part 
of our daily interactions yet there is limited research into how their 
sensations shape people’s everyday experiences. The aim of this paper 
is to discuss possible tools to explore the sensory lived experiences 
of people and their everyday clothing. A phenomenological and 
participatory approach is prevalent throughout. The paper describes 
and reflects on the author’s observations with methods that emerged 
when working with a person on the autism spectrum who could 
become overwhelmed by the sensations of his clothing. These are 
contextualized through a literature review of pivotal publications 
from two groups of researchers. The first is the so-called wardrobe 
network, dominated by anthropologists and ethnologists. They are 
committed to practice-oriented design research focused on how 
people’s way of knowing about their clothing is ingrained in their daily 
routines. The second group are practice-based fashion researchers 
under the umbrella of sensory fashion. They borrow from sensory 
ethnographic methodologies, complimented by their expertise 
in material qualities and clothing construction. An overarching 
theme between the two groups is the body’s role in both sensing 
clothing and communicating tacit knowledge. The paper discusses 
wardrobe study methodologies that include garment-led interviews 
and performative engagement with garments. It also discusses the 
use of diaries as a supplement to attune both the researcher and 
the participant to their own sensory ways of knowing. The paper 
concludes by speculatively considering how these tools could be 
used in the future. Firstly, in the author’s PhD research to foster the 
necessary trust to build a narrative with participants on the autism 
spectrum about their lived sensory experiences. Secondly, in the 
wider fashion industry to shift the dominant visual practice to one 
that considers the engagement of all the senses and the complexity 
of everyday life.



248
Introduction

Clothes are the most intimate artefacts that touch our skin. 
They touch every part of our lives therefore their sensations 
shape our everyday interactions. Clothes are so ingrained 
in the mundane everyday that we are rarely prompted to 
think about how they enhance or limit the way we feel and 
move and as such influence our interactions with the world 
around us. 

The aim of this paper is to review possible tools to explore 
the sensory experiences of wearers and their everyday 
clothing. The purpose of the review is not to critique 
the effectiveness of existing methods, rather it is about 
learning and borrowing from different disciplines. People’s 
wardrobes say a lot about who they are and their daily 
practices. Bodies have deeply personal ways of processing 
sensations. By examining both together we can gather 
valuable knowledge about individual lived experiences.  

In this paper I will describe and reflect on my own 
observations with methods that emerged in a pilot study 
with a wearer on the autism spectrum who had a particular 
sensitivity to clothing. These are contextualized through 
a literature review that is not exhaustive, but rather a 
“purposive sample” of pivotal literature (Randolph, 2009). 
It spans anthropology, ethnology and fashion design 
research that captures participants’ everyday sensory 
experiences, everyday experiences with clothing and/or 
sensory experiences with clothing. 

Background
This methodological review will address the question: which 
tools can be used to investigate sensory lived experiences 
with everyday clothing? I will begin by explaining the 
background to the formulation of this question. It is 
purposefully descriptive to provide the reader with the 
necessary background to contextualize my reflections on 
methods in the later sections. I describe my experiences 
with a pilot study, which enabled me to explore and learn 
first-hand the sensory experiences of everyday clothing with 
someone on the autism spectrum. In addition, I explain how 
this experience subsequently motivated both further in-
depth PhD research of the subject and a review of existing 
methods across several disciplines. 

Pilot study & PhD motivation
In September 2019 I began a 5-month design project to 
develop a therapeutic textile intended for users on the 
autism spectrum. I presented a plan for 5 participatory 
design workshops to local autism societies to recruit 
participants. I did not recruit any participants. Feedback led 
me to understand that people were wary of an unfamiliar 
space with unfamiliar tasks where they were subjects of an 
investigation. 

Coincidentally, I was introduced to Herman, a teenage boy 

on the autism spectrum. Herman’s mother invited me to 
spend time in their family home. As I laid out early prototypes 
for testing, she commented that Herman probably wouldn’t 
like them because the materials are quite rough. She 
explained that he only likes very soft fabrics, describing 
how the wrong sensory input can be very overwhelming for 
Herman, causing great anxiety that hinders his ability to do 
everyday tasks.

Indeed, Herman’s physical repulsion with the prototypes 
was immediate. He screwed up his face and jumped back 
as he touched it and quickly pushed it over to his mother. 
The displeasure it caused was etched across his face. 
Herman left the room. Sometime later he returned and 
presented me with his mother’s cashmere sweater and told 
me “I want it to feel like this”. His eyes lit up as he pressed 
it against his cheek. He placed the sweater in my hands 
and encouraged me to feel how fine and soft it was. This 
moment completely shifted my research approach; both 
in mindset and methodology. Ultimately it also shifted the 
direction of the design project.

During this first visit I realised that I had to forgo any prepared 
line of questioning. Instead, I sat down with Herman for a 
conversation about his sensory experiences with everyday 
clothing and how they influenced his everyday interactions. 
I learned that he was in many ways a regular 13 year-old 
boy; he has a very high IQ, attends a local school and is part 
of the local swimming club. But Herman’s sensory profile 
is different to his classmates. He is extremely sensitive 
to textures, particularly food and textiles. He has never 
liked human touch. He has had to become resourceful in 
finding ways of accommodating his sensory issues but 
with clothing his options are limited. I noted that Herman 
only wore variations of a brushed cotton hoodie and jersey 
sweatpants each time I visited. Autism does not define 
Herman, but it does present challenges in his everyday life:

“I can’t wear tight elasticated socks, they have to be loose 
otherwise I feel trapped at my ankles.”

“I want to wear jeans. I try to wear them to get used to 
them because I want to wear the same things as my friends 
but they are just too stiff, I can’t relax. I only ever wear soft 
jogging bottoms. But look …I found some soft jogging 
bottoms with a denim print! ”

“Waterproof clothing is the worst, it’s not so much the 
textures in this case it’s a combination of things and when 
they all merge together … it’s so stiff to move in and it’s 
not breathable so I get sweaty. And the squeaking noise the 
fabric makes when I move …ahhh. Then I have to listen to 
the rain splashing on the fabric and the more I move and the 
more it rains the squeaking noise turns into a squelching 
noise and everything combined is just too much.”1

1Quotations are paraphrased from a conversation 
where Herman’s mother also interjected to encourage 
descriptions and prompt reminders of events. The 
conversation also switched between Norwegian (the 
participant’s mother tongue) and English (the researcher’s 
mother tongue) as some descriptive words and feelings 
are difficult to translate.
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I visited Herman’s home three times to collaborate on 
building a narrative around his everyday activities, his 
sensory experiences and his wardrobe preferences. We 
developed a very fluid dialogue through tangible objects. 
Herman would leave the room and return with clothing or 
other objects: a padded pillow, a stress-ball, a sheepskin 
rug, and even a dog. He would show me how he liked to use 
them for sensory stimulation; which elements worked for him 
and which didn’t. Herman was showing me how he wanted 
to communicate. Through the performative interaction with 
the objects he could express felt experiences that could not 
be articulated with words. 

In the design development phase I presented Herman 
with a series of textile samples to review. Without any 
prompting, Herman started to touch them cautiously 
under his fingertips. If this initial interaction determined 
the sample was not irritating, he picked it up and squeezed 
it in his hands. Then he rubbed the samples over his 
arm. If he found it to be extremely pleasurable he would 
rub it along his cheek and smile. At times he picked up a 
sample, stretched it to watch how the material responded, 
attempting to explain what it was he liked or disliked about 
the material. When choosing his favourite sample he would 
narrow his selection by repeating the exercises, comparing 
samples in different hands. I observed the richness of 
information emanating from his body language and facial 
expressions. My interpretation of his ranking of samples, 
based on his bodily expressions, were then verified verbally 
by Herman.

This is the motivation for a 3-year practice based PhD 
that sets out to explore how the sensory engagement of 
people on the autism spectrum can inform fashion design 
practices. The PhD intends to take a phenomenological 
approach to study the sensations as they are experienced 
and perceived by the participants. The goal is “to arrive at 
the essence of the lived experience” (Randolph, 2009). The 
first phase of the investigation is to gather knowledge on 
the participants’ experiences with the existing everyday 
clothing in their wardrobe. 

Literature gaps 
The sensory experiences and emotional responses 
described above are personal to Herman. However, 
further conversations within autistic communities revealed 
that many can become overwhelmed by their clothing’s 
sensations. This is not a new discovery, yet a digital search 
for autism AND clothing (10. Feb 2021) only turned-up 
publications on “novel clothing”, “therapeutic clothing”, 
“smart clothing” “special needs wearable solutions”. This 
literature was excluded from my review as it does not attend 
to the experience of everyday clothing.
Furthermore, I do not approach the sensory experiences 
of wearers on the autism spectrum as special, but rather 
amplified universal experiences. Pauline van Dongen (2019) 
argues that fashion practices often “overlook the fact that 
the way we feel and act, both physically and emotionally, 
is greatly affected by what we wear.” Many people become 
irritated, and thus distracted, by uncomfortable clothing 

(Skjold, 2018, Burcikova, 2021). Fashion research has been 
dominated by historical garments of special significance 
focusing on their visuality (Skjold, 2018). There is agreement 
that the traditional visual methods and language used, in 
both fashion research and practice, lacks attention to the 
felt experiences of clothing (Burcikova, 2017, van Dongen, 
2019, Stasiulyte, 2020). There is also a glaring lack of writing 
in fashion theory pertaining to a suitable methodology 
that seeks to gather knowledge on these felt experiences, 
in particular how garments live their lives with consumers 
(Klepp & Fletcher, 2017). Skjold (2018) further highlights 
a gap in fashion research into the connection between 
people’s clothing, their everyday routines and “how the 
body and the senses play a vital role in such routines”. 

The wardrobe network
Between 2008 - 2013 a so-called wardrobe network of 
anthropologists and ethnologists emerged with a shared 
interest in “the materiality and physical storage of dress 
objects, and an interest in the way the objects are handled, 
worn, acquired and discarded by their wearers in the 
wardrobe” (Skjold, 2018). The network was committed 
to practice-oriented design research that focused on 
“exploring more deeply how people’s competences and 
knowledge in relation to (clothing) are temporally ingrained 
in their daily routines and aspirations” (Skjold, 2018). Within 
this network I have reviewed publications by Ingun Grimstad 
Klepp and Kate Fletcher (2017) who were motivated to 
understand people’s wardrobes in order to contribute 
to more sustainable fashion consumption. In addition, I 
have spoken with my colleague Mari Bjerck (2017) about 
her experiences researching the wardrobes of women 
working in male dominated manual occupations. Bjerck 
subsequently introduced me to Else Skjold’s research, which 
I feel particularly aligned with because of her motivation to 
learn how her “respondent’s sensory apparatus played a 
part” in selecting garments in their wardrobe (Skjold, 2018).  

The distinction between the wardrobe network and those 
discussed in the next section are that they are not educated 
in clothing’s materiality and construction. On the other 
hand, there is a great deal that fashion can learn from their 
ethnographic methods that are not part of fashion design 
education (Burcikova, 2021).

Emerging sensory fashion 
methodology
Building on Skjold’s “sensory anchoring” (2014), in the 
last few years a small group of practice-based fashion 
researchers and theorists have slowly emerged under 
the umbrella Sensory Fashion. They prioritise sensory 
and emotional engagement with clothing with the 
aim to challenge the visual nature of fashion and its 
representations.2 The most recent contribution is Vidmina 
Stasiulyte’s artistic PhD research (2020) which completely 
removes the visual side of clothing to explore how they are 
experienced through sound, tactility and movement. Within 
this group Mila Burcikova (2017, 2019, 2021) combines 
sensory ethnography, narrative enquiry and her own 
2https://fashionprofessorship.artez.nl/activity/uncommon-senses-iii-2021/
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fashion design practice to study women’s lived experiences 
with clothing through the lens of sustainability. Her 
Emotionally Durable Clothing Model (2021) includes the 
themes of sensory experiences and enablers, supporting 
my hypothesis that clothing design that attends more 
carefully to the wearer’s sensory experiences can better 
enable their everyday interactions. Many of the methods 
used by Burcikova, and the other researchers in this group, 
draw heavily on anthropologist Sarah Pink’s writings (2009, 
2012, 2013) which discuss how the agency of the senses 
of both informants and researchers can contribute valuable 
insights into how the everyday is experienced.

Review of Methodology
In this review I have paid particular attention to methods 
that engage multiple senses, respect the intimate nature of 
the participant’s lived experiences and are committed to 
the co-fabrication of knowledge. I have classified them into 
two groups: wardrobe studies and everyday diaries. I also 
identified two prevailing themes: a collaborative mindset 
and a way of looking that gathers a holistic view of how 
garments are ingrained in daily practices before probing 
deeper into particular sensory qualities and emotional 
responses. I discuss these themes before introducing the 
specifics of the methods because their presence is essential 
to the success of the methods. Finally, I briefly discuss 
reflexive sensory autoethnographic activities that were 
identified throughout.

A collaborative mindset
One method used to approximate a person’s sensory 
experience of someone is “empathetic embodied 
engagement of researchers’” (Pink, 2012: 43), for example 
blindfolding. However, Pink cautioned that there is an 
innate knowledge and value of experience that can be 
lost. Stasiulyte discussed the richness of her conversations 
with visually impaired participants that uncovered 
unexpected connections between the sound of clothing 
and their everyday activities (Högskolan i Borås, 2021). One 
participant wore a polyester jacket and walked vigorously in 
the city to create a means of echolocation. This experience 
could never have been imagined through the researcher’s 
empathetic embodied engagement. Furthermore, 
Burcikova (2021) argues that the complexity of people’s 
everyday “necessitates taking the time to listen and reflect 
on the many entangled aspects of their lives.” Skjold 
(2018) considered her informants as her “teachers”. Pink 
(2009) similarly described the aim of sensory ethnography 
as “not so much to study other people’s sensory values 
and behaviours, but to collaborate with them to explore 
and identify these.” The methods reviewed cultivate a 
collaborative mindset that facilitates the participants as 
“everyday experts in their own life” (Fletcher & Klepp, 2017). 

Fast-looking vs slow-looking
Another red thread running through the literature is best 

described by arts educator Sister Corita Kent (2009) as 
two ways of looking, namely fast-looking and slow-looking. 
Recently I was invited by another researcher to open my 
kitchen cupboard and select my favourite cup. I selected 
a tall narrow mug over a wide open cup, made from 
porcelain rather than clay. This is fast-looking. By probing 
deeper into the cup’s sensorial qualities, I became aware 
of the combination of the smooth delicate tactility of the 
porcelain against my lips and the sensation of very hot tea 
against the back of my throat. If the cup were too wide the 
tea cools faster and therefore the sensation lessens. This 
is slow-looking and prompts reflection on the emotional 
response to these sensory experiences, for example the hot 
tea is soothing when I am stressed. 

Sensory elicitation through 
material objects
Pink (2009: 93) advocates for “the use of material objects 
to elicit responses or evoke memories and areas of 
knowledge”. The cup example illustrates her observation 
that thicker descriptions are produced in the presence of 
the tangible physical object. In the same way that I was 
invited to open my kitchen cupboard, Klepp and Fletcher’s 
wardrobe studies methodology invites participants to 
open up their wardrobes. In their 2017 book they collate 
the experiences of other researchers, and their own, with 
this methodology. Throughout this publication it is evident 
that the physical presence of items of clothing prompts 
semi-structured dialogues by reminding the participant 
of specific details, experiences and emotions (Twigger 
Holroyd, 2017). I will next discuss the use of two material 
objects for sensory elicitation: wardrobes and diaries. 

Wardrobe studies
Pink (2009: 96) places great significance on the location of 
participant interviews and how they offer opportunities “to 
learn about both others’ embodied ways of knowing and 
their verbal narratives and ways of defining sensations, 
emotions, beliefs, moralities and more”. Burcikova (2017) 
reflected that the presence of her participant’s “whole 
wardrobes and other personal objects often triggered 
conversations and narratives that would hardly have been 
possible in a situation removed from the home environment 
(… and) also enables researchers to observe and explain daily 
practices in context.” This is aligned with how comfortable 
Herman felt in his own home with the close proximity to his 
wardrobe and the opportunity to demonstrate his objects in 
the context of some of his everyday practices. Klepp & Bjerk 
(2014) also noted that “the term wardrobe may be taken 
literally or metaphorically”. In Bjerk’s PhD research (2017) 
some participants stored their uniform at work and carried 
casual clothes in their car, and it was the contrast between 
these wardrobes that provided the key insights. 

Garment-led interviews
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Amy Twigger Holroyd (2017) asked participants to select 
two regularly worn and two rarely worn items of clothing, 
a few days before she visited their home. Burcikova (2017) 
requested the newest and oldest items of clothing but 
reflected that she benefited from not asking participants to 
select the garments until her arrival. She believes this allowed 
her to hear “not only about successful and ‘loved’ garments 
but also about those that failed to satisfy” Burcikova (2021). 
Skjold (2018) also cautioned that pre-selection may result 
in the omission of what becomes mundane to participants 
through everyday repetition. She favoured “clustering” 
whereby the participants categorised the entire contents of 
their wardrobes into different piles based on occasions of 
use. The garments are further sorted into sub-categories in 
a manner that resonates with Herman’s selection method of 
textile samples. 

Trine Møller, Louise Ravnløkke and Anne Louise Bang 
(2016) used Tangible Dialogue Tools (TDT) to mediate semi-
structured interviews with a particular focus on sensory 
engagement. Textile objects established a dialogue 
between researchers and participants that revealed “non-
verbal, unconscious or not yet formulated experiences, 
emotions, preferences, values and unmet needs” (Møller 
et. al, 2016). For Klepp & Fletcher (2017) garment-led 
interviews ensure the conversation is less about abstract 
issues and “more narratives of individual garments and 
specific events.” On the other hand, Twigger Holroyd (2017) 
used this method as an ice-breaker to broaden into the 
participants’ macro perspective of fashion, explaining that 
“once people get talking, their attitudes and feelings tend 
to emerge, unprompted, in the course of the conversation.” 
The pilot study suggested that this method could work 
both ways: discussing one object together with Herman 
prompted us to probe its specific material qualities, yet 
the conversation also revealed Herman’s concern that he 
wouldn’t fit in with his classmates.

Performative engagement with 
garments

Garment-led interviews are initiated by the researcher, 
however many researchers noted that a participant-led 
performative engagement with the garments followed. 
Pink (2009: 127) observed that people tend to “stroke, feel, 
smell, visually show and as such engage sensorially” with 
objects during conversations. Skjold (2018) explains that 
this establishes a dialogue that includes the participant’s 
sensory experience of dressing and secondly negates the 
need of a professional fashion vocabulary. Klepp & Bjerck 
(2014) add that the body can feel when something is wrong 
but to a lesser extent can explain why. Burcikova (2017) 
concurs that this performative engagement “helps articulate 
what may first seem hard to put into words”. She supports 
my observations with Herman that “satisfaction with a piece 
of clothing becomes explicit through facial expressions as 
well as through the ways in which a garment is handled by 
its owner before any verbal comments have been made”. 

Burcikova (2021) further reflected on the essentiality 

of the participant engaging multiple senses to unveil 
contradictory perceptions, using the example of a jumper 
that is visually appealing but feels itchy against the skin. This 
is aligned with Herman’s conflict in the pilot study between 
looking like his peers vs ensuring physical comfort. Skjold 
(2018) had a similar insight when a participant pointed 
out the linen he had added to the inside of his scratchy 
wool trousers; appeasing discomfort on the inside whilst 
maintaining a social comfort on the outside. Burcikova 
(2021) argues that such valuable layers of information “are 
difficult to access through questionnaires and other purely 
verbal approaches”.  

Everyday diaries

A limitation with wardrobe studies is that the researcher 
does not observe first-hand the participant’s everyday 
interactions. Participant self-documentation offers 
methods for capturing these. The diary interview method 
is commonly used in ethnography whereby the participant 
records a diary as a supplement to pre and post interviews 
(Bartlett, 2012); a means of maintaining the engagement of 
participants between episodic visits (Hall, 2017). 

Bartlett (2012) experienced that a diary’s effectiveness is 
limited by the participants’ self-motivation. Bjerck (2017) 
experienced that participants’ level of engagement with 
this method varies greatly and agrees with Bartlett that 
they should not be relied on as the only source of data. 
Nevertheless, both Bjerck and Bartlett found diaries to 
be an effective supplement to either support or refute 
complementary data. Burcikova (2021) corroborates that 
diaries “offer the benefit of comparing verbal accounts to 
observable behaviour”.
 
One benefit of self-documentation is that it is unobtrusive 
(Bartlett, 2012), granting “access to participants’ intimacy 
while preserving privacy” (Valle-Noronha and Niimimäk, 
2017).  Secondly, it allows participants to take control of 
the data gathering process by determining when, what 
and how to record in their diaries. In the pilot study I found 
that exploring the most comfortable means of personal 
expression is essential when working with participants on 
the autism spectrum. Bartlett (2012) reflected that this sense 
of ownership strengthened the connection between the 
research study and the participants. Diaries are traditionally 
written but technologies such as phone cameras and 
voice memos open up other means of documentation 
that can potentially provide a more dynamic and layered 
understanding of people’s lives. How participants 
assemble these words and images allows them to curate 
their experiences and shape their expressions (Pink, 2009, 
Bartlett, 2012). 

Emma Hoette (2017) took a photo of herself every day 
before she left the house. Later the photograph acted as a 
visual prompt to notate her experience living in the clothing 
that day, and reflect on the effect it had on her “emotions, 
physicality and daily interactions”. Hoette explained that this 
method’s success lay in the satisfying completion of a daily 
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repetitive task that built awareness around her personal 
patterns of use. My initial conversations with potential 
participants on the autism spectrum have revealed the 
importance of such routines in their everyday life. Many have 
also expressed that part of their motivation in participating 
is the opportunity to recognise their own patterns around 
sensory inputs and preferences.   

Similar to Hoette’s daily photographic method, Hall’s 
participants photographed their everyday lives and clothing 
purchases. However, these were not extensively analysed 
but rather used as a tool for “further elicitation of narratives” 
at her next wardrobe visit. Pink (2009: 93) explains that 
photo elicitation allows “the researcher to compare her or 
his subjective interpretation of the image with that of the 
research participant”. She also recommends this method 
to evoke memories and knowledge that might otherwise 
be inaccessible. Arguably this would be enriched by the 
presence of the garments captured in the images, as Hall 
exemplified with her post diary wardrobe study.  

Reflexive sensory 
autoethnography

Stasiulyte’s PhD thesis includes excerpts from her own sonic 
diary: thick descriptions of what she hears in a day. For 
Stasiulyte this was a way to attune herself to her research 
topic. Pink (2009) advocates for this type of research 
preparation to be more “open and attentive to sensory ways 
of knowing”. We are all experienced wearers of clothing, 
however, the subjectivity of sensory experiences should be 
acknowledged. For example, Herman described the sound 
of raindrops on his plastic coat as overwhelming whereas 
Stasiulyte (2020: 13) found them quietly rhythmical. The 
researcher’s own diary can develop a form of reflexivity that 
examines their own sensory subjectivity and how their way 
of understanding the world is different from the participants’ 
(Pink, 2009).

Summary & Future Work

By contextualising a literature review of relevant tools with 
reflections on the methods that evolved during the pilot 
study, several important considerations came to light. Firstly 
there is great value in following both phenomenological 
and participatory methodologies. In this way I recognise the 
limitations of my own embodied empathy in understanding 
the sensory experiences of others. I see the participants as 
my expert informants and therefore the tools I select should 
facticilate a collaboration to elicit the essence of their lived 
experience. Secondly, in the pilot study I saw that real 
lives are dynamic3 and sensory experiences are difficult to 
articulate verbally. With the exception of Møller et. al’s TDT, 
the methods reviewed have not been used with participants 
3 The pilot study was conducted pre-pandemic. Some methods that involve entering 
another person’s home and touching personal belongings should also be adapted 
to minimize possible infection spread.

on the autism spectrum. Therefore I must explore these 
tools collaboratively with my participants, adapting them 
for their personal everyday practices and communication 
preferences. 

Through the literature review I was reassured to learn that 
the ad hoc methods from the pilot study have significant 
overlaps with sensory ethnographic practices used by the 
wardrobe network. Wardrobe studies generally take the 
format of a researcher visiting the participating informant’s 
home. However, the multitudes of a participant’s daily 
routine should be considered: work, school, gym clothes. 
An instruction is given for the participant to select just a few 
garments from their wardrobe based on the knowledge 
the researcher hopes to obtain. In the context of my PhD 
I might request garments that evoke the most positive 
and negative sensory experiences. Participants should 
not only select garments with special stories but also their 
mundane everyday clothing. Garment-led interviews can 
prompt memories, emotions, embodied knowledge, and 
ultimately dialogues on the qualities that contribute to 
the participants preferences. A performative engagement 
with the garments could lead to a whole-body exploration 
of how their choices are informed by sensations. The 
participant’s body language plays a large part in the 
researcher’s observation. It is anticipated that emotional 
responses to these experiences emerge in the course of the 
semi-structured interview.

Diaries can be an effective supplement to a pre and/or 
post interview and participant observations. Participants 
can capture their everyday lived experiences, cultivating a 
sense of ownership in eliciting their own narrative. Keeping 
a diary can attune participants to their sensory experiences 
and everyday practices. In addition, it could also be an 
autoethnographic reflexive tool for the researcher to 
identify their own sensory biases. 
 
These methods are complementary. A thick description can 
emerge from a performative engagement with a garment 
or a written description. A photograph or the handling 
of the garment can spark an emotional response. Diaries 
can be a gateway into the garment-led interview and vice-
versa. Triangulation of semi-structured interviews, observed 
body language and self-documentation has great potential 
to elucidate the participants’ lived experiences of the 
phenomenon being researched. 

Through the literature review I discovered allies among 
the sensory fashion group, who borrow from sensory 
ethnography methodologies. Burcikova’s methods 
resonated because, like me, she is a practice-based 
researcher. As designer-makers, we have the knowledge 
and vocabulary to probe deeper with participants into the 
specific details and material qualities that contribute to 
their sensory experiences. The dialogue becomes more 
of an exchange between experts with very different ways 
of knowing. Furthermore, Burcikova (2021) considers that 
her fashion practice gives her entry to an area that is not 
normally accessible to other researchers. I would add 
that by adopting sensory ethnographic methodologies 
we gain access to an area of people’s lives that is not 
typically explored by fashion designers. Whilst I hope that 
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the collation of methods in this paper is useful for other 
researchers, I also hope it introduces fashion designers 
to tools they have not yet considered. Sensory fashion 
methodologies are still in their infancy and I hope that my 
future PhD research can make a significant contribution.
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Abstract

Fashion repurposing methods such as upcycling, restyling and 
remanufacture all involve making with waste or disused garments and 
textiles as a material source, seeking to ameliorate the impacts of an 
unsustainable fashion industry. Such materials come in varying shapes 
and sizes and demand specialised approaches to design processes in 
order to be crafted into new forms (McCorkill, 2014). However, whilst 
crafting garments through repurposing is a popular approach to 
sustainable fashion, pedagogical texts aimed at students and teachers of 
fashion design do not yet appear to capture in their characterisations of 
the fashion design process the possible creative methods for engaging 
with waste in terms of both its materiality and aesthetic qualities.

This photo essay explores the framework of “elements and principles of 
design” as an existing theory of design that can be usefully co-opted 
as a creative method to encourage and support design ideation and 
exploratory problem solving in a pedagogical context. Elements and 
principles vary from one account to another (Adams, 2013), nonetheless 
elements including line, shape, direction, size, texture and colour and 
principles including balance, repetition, alignment, contrast, proximity 
and space  are considered in this work as a framework for reflecting on 
the aesthetic efficacy of fashion repurposing projects. 

The work presented comprises imagery, reflective annotations, and 
drawings from a series of epistemological experiments conducted 
by the author with various disused textiles. These experiments are not 
finished garments, but speculative development at the ideation stage of 
the design process. The photo essay, presented online, unfolds over the 
duration of the conference and uses reflective methods (Schön, 1983) 
within a practice-based research methodology to explore “ideational 
stocktake” as an active creative method of coming to terms with non-
standardised materials the designer has at hand and their potential within 
design, through reflective sorting, observation and documentation. 



255
Introduction
The deployment of repurposing methods such as upcycling, 
restyling and remanufacture is one means of seeking to 
ameliorate the impacts of an inherently unsustainable 
and wasteful fashion industry through creation of new 
items from disused materials. Such approaches are seen 
in both bespoke or one-off creations such as the haute 
couture collections of Viktor and Rolf as well as ready to 
wear collections of clothing that can be reproduced (albeit 
with some variations) from designers such as Christopher 
Raeburn and Zero Waste Daniel. Disused materials come 
in varying shapes and sizes and demand specialised 
approaches to the design process that account for their 
variability to be crafted into new forms.
 
For the past ten years I have been creating garments, 
predominantly special occasion dresses from repurposed 
fabric remnants. I have found that time immersed in 
gaining an appreciation for these unconventional shapes 
has proved pivotal to my design process (McCorkill, 2014). 
The photo essay that is the subject of this written summary 
is a creative practice research work comprising imagery, 
reflective annotations, and drawings from a series of 
epistemological experiments called “ideational stocktake” 
that I conducted with different textile materials. These are 
not finished garments, but speculative development at the 
ideation stage of the design process.
This photo essay explores the framework of “elements and 
principles of design” as an existing theory of design that 
can be usefully co-opted as a mechanism to encourage and 
support design ideation and exploratory problem solving 
for repurposing projects in a pedagogical context. Elements 
and principles are considered in this work as a framework for 
reflecting on the aesthetic efficacy of fashion repurposing 
projects. This work highlights the value of creative and 
expressive methods in sustainable design practice. Through 
thoughtful and reflective attention to collecting, sorting, 
noticing, and documenting, unconventional materials 
become both inspiration and matter of design.

Methodology
As creative research practice, this work primarily employs 
research through design, whereby the production of 
knowledge stems from the act of designing itself, drawing 
on the categorisation of three different types of design 
research (research about, for and through design) discussed 
by Downton (2003) (though first attributed to Frayling (1994)) 
As a development on research through design, Carter 
defines a relationship between making and researching as 
“Material Thinking,” which is: “the desire to collaborate, to 
integrate text-based knowledge with the plastic wisdom 
of the craftsperson”(2004, p. xxi). In this research, Schön’s 
(1983) notion of reflective practice has been employed 
as the method of deriving insight from practice. Schön 
highlights that professionals employ “knowing in action,” 
a type of tacit knowledge, as they go about their practice. 
“Reflection in action” is a fleeting type of decision-making 
guided by elusive “know-how” occurring in the “action- 
present,”(p. 62).

This research outcome, a photo essay, is focussed on 
the production of four experiments with different textile 
materials.1 In each case a fabric was chosen and then ways 
that it can be assessed and arranged were documented. 
The reflective practitioner is one who consciously seeks 
to identify and articulate moments of reflection-in-action 
and furthermore to unpack their tacit thinking to be able 
to produce effective “expressive instructions”(Sennett, 
2008). Reflection occurred first through photographic 
documentation of the various arrangements of textiles, and 
then again, a further reflective process was the compilation 
of the digital visual essay itself.2

Fashion Repurposing
The choice to settle on the term repurposing to designate 
the creative reuse of materials to create new garments was 
influenced by a chapter titled Repurposing Design Process 
(Eike, Irick, McKinney, Zhang, & Sanders, 2020). In this 
chapter the authors make a distinction between two types 
of textile reuse: recycling – which entails the mechanical 
breaking down and reforming of material to new fibre and 
repurposing, in which disused textiles are remade into 
new garment forms. Additionally, Eike et al’s repurposing 
framework involves four levels of repurposing: 1. restyle 
to repurpose, 2. subtractive repurposing, 3. additive 
repurposing, 4. intentional patternmaking. These levels 
rise from easy to undertake from a technical point of view, 
requiring little sewing and patternmaking competency, to 
more complex, difficult and demanding of a greater level 
of technical competency. As the range of terms in use to 
label different fashion design reuse practices is large and 
complex, a delineation between recycling and repurposing 
with repurposing entailing methods of various complexity 
is a simpler way to conceive of terminology. It also avoids 
value laden terms such as upcycling which implies creation 
of outcomes of a higher (subjective) quality than the original.
Sustainable fashion entails an approach to design that 
considers both technical, measurable and pragmatic 
aspects of design as well as creative, expressive and 
poetic dimensions (Binotto & Payne, 2017; McCorkill & 
Varadarajan, 2013). This work focusses on or prioritises the 
creative and expressive aspects of practice, which is not to 
say that important aspects such as life cycle impacts of the 
proposed material interventions should not be considered 
or are not necessary to study, rather that a choice has been 
made to zoom in on and explore the role of used materials 
as visual and symbolic inspiration for design (Gill, 1998).

1The four textile experiments comprise:
1. A woolen dress faded in geometric sections from the sun 

through the window.
2. A bag of tiny scraps initially saved for use as stuffing.
3. Second hand t-shirts from donations to a used textile 

collection company who sorted and categorised them as 
being not good enough for resale but too good to shred for 
mechanical recycling.

4. Silk remnants from made to measure bridal couturiers.

2Exhibited at www.georgiamccorkill.id.au. One essay is released 
daily over the course of the conference.
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Material Inspiration
The fashion design process entails a range of creative, 
practical, and commercial activities that vary depending on 
the context and sector that is being designed for. When it 
comes to the creative aspects of producing a fashion body 
of work words that are common parlance among designers 
to describe what it is they were doing and thinking at 
the time include “concept” and “inspiration”. In his book 
about the fashion design process Denis Antoine states 
that “concepts can take many forms and play an essential 
role not only in guiding the creative process but also in 
communicating the value and innovativeness of the final 
product to consumers”(2020, p. 57). Antoine proposes that 
there are three “ways in to inspiration” which are; narrative 
themes, lifestyle inspiration and conceptual design (p. 
58). Of these, it is the conceptual design approach that is 
of most relevance to the approach of finding inspiration 
presented in the ideational stocktake. This approach 
focusses on questioning how the design process works, 
something also encapsulated by Geczy and Karaminas’ 
notion of “critical fashion practice”(2017). And yet neither 
conceptual nor critical fashion approaches quite capture 
the focus on materiality and material properties as the 
inspiration for design which is what the ideational stocktake 
seeks to promote within the context of repurposing.
Fashion design works within material limits, however the 
ways in which industrial production functions have become 
so ubiquitous as to render these limits almost invisible. 
An example of a ubiquitous and invisible material limit in 
western-centric fashion is the width of fabric produced 
on an industrial weaving loom. This is a limit produced 
by standard industrial manufacturing processes. Garment 
patterns are made to fit within this width of fabric, yet it is 
rare to actively reflect on the constraints the available width 
of fabric provides, and rarer still to actively use this limit as 
design inspiration.

Elements And Principles of 
Design
Elements and principles of design are a useful aesthetic 
reflective framework through which creative practitioners 
in fields as diverse as digital printing for stage costumes 
(Cook, 2019), visual design and graphic design (Hughes, 
2019), interior design (Adams, 2013) and of course, fashion 
design (Ellinwood, 2011; Jenkyn Jones, 2011) can assess 
the effectiveness of their work, and in this case reflect 
on design inspiration. Cook defines the elements and 
principles of design as “the rules by which we can describe 
the framework for a piece of art” (2019, p. 26). She defines 
the elements as a range of visual aspects present in a work 
while principles are the means through which these aspects 
function in relation to one another. Jenkyn Jones explains 
how this functions in practice, stating that “designing is a 
matter of mixing known elements in new and exciting ways 
in order to create fresh combinations and products.”(2011, 
p. 277)  Elements and principles vary from one account to 
another (Adams, 2013), a comparison of two texts is listed 
in Table 1.

Elements Principles
Fashion De-
sign (Jenkyn 
Jones 2011)

Silhouette, 
line, texture

Repetition, 
rhythm, grada-
tion, radiation, 
contrast, har-
mony, balance, 
proportion

Digital De-
sign for Cus-
tom Textiles 
(Cook 2019)

Line, shape, 
colour, hue, 
saturation, 
tint, shade, 
tone, tex-
ture, space, 
proportion

Balance, unity, 
variety, Harmo-
ny, movement, 
rhythm

Table 1: Comparison of suggested elements and principles of design by text

The application of elements and principles also varies 
depending on the specifics of the field. For example, in 
textile design, it considers the placement and utilization of 
the textile surface, in graphic design it considers text and 
image on the page and in fashion design the elements and 
principles relate to the relationship between the body and 
material.

Ideational Stocktake
This work suggests that the materiality of disused materials 
can be the starting point for fashion design inspiration and 
concept. The ideational stocktake is one means of realising 
the nature of this inspiration and can be combined with 
other types of inspiration such as historical signifiers, the use 
of motifs, references to past subcultures or other cultures, 
or philosophical deconstruction of ideas.  Whilst crafting 
garments through repurposing is a popular approach to 
sustainable fashion, pedagogical texts aimed at students 
and teachers of fashion design do not yet appear to capture 
in their characterisations of the fashion design process the 
possible creative methods for engaging with waste in terms 
of both its materiality and aesthetic qualities.

A repurposing process is defined by different industrial 
limits: to available stocks of materials, to their form and 
quality. The materials are the product of the same industrial 
textile system, yet their nature has been altered through 
previous production. The different limitations call for the 
development of methods through which measures of 
quantity and scale can be determined. 

Stocktake is defined as “An assessment and record of the 
amount of stock held by a business.” Or “A review and 
assessment of one’s situation and options.” (“Definition of 
stocktake,” 2021) These definitions point to both quantitative 
measure of materials as well as possibility implied by 
options. An ideational stocktake has been coined as a term 
to describe the review and assessment of materials to fulfil 
a generative and creative purpose at the stage of design 
inspiration.
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The ideational stocktake developed through reflection on 
the ways that I have used repurposing methods to create 
fashion design outcomes over several years. I considered 
the observational methods I first used with bridal silk 
remnants to gain inspiration for a new use and ponder the 
possible methods of joining and piecing them together 
(This work is captured in the fourth textile example of the 
photo essay). The time spent on this reflective research for 
design had proved fruitful at the time and led to outcomes 
that I believed were innovative and well resolved. I sought 
to break up my process into distinct stages and then 
to investigate through practice how these stages were 
performed when applied to alternate materials. Three 
stages were identified that helped to make sense of the 
materials to hand and the ways that they can be fashioned 
into new forms.

Stage 1: Collecting
Developing sources for repurposing materials is the first 
step in the ideational stocktake. The first question to ask 
is: What is available? There is an abundance of discarded, 
remnant or secondhand textiles available for repurposing. 
Consideration of the intention of the planned project is 
useful. If the intent is to develop solutions that use the most 
waste possible, then materials occurring in large quantities 
are important. The next question derives from a life cycle 
thinking or waste hierarchy perspective; Can that material 
be reused through simpler means, for example repair or 
redistribution? There follow intangible motivations behind 
the choice of materials to be reflected upon. These include 
personal taste, inclination or the nostalgic or sentimental 
value of a textile. Or conversely, mass produced objects can 
be valued as a commentary against mass production.

Textile quality is also an important determinant of the 
decision of whether to engage with a material. In the case 
of very crafted and hand worked reuse projects, the use of 
high-quality fibres will prove pleasurable to work with as 
well as guarantee a quality that justifies the time invested in 
production.  The question becomes not just what is available 
but also what does one want to work with and furthermore 
what is worth working with?

Where can materials be found? Who could you ask? 
Understandings of established divisions of textile waste are 
useful. For example, textile waste is typically categorised 
as pre- or post-industrial. Other binaries for thinking about 
textile waste could also help such as garment/non garment. 
On the garment side, manufacturing offcuts or remnants 
are the excess scraps generated in the garment production 
process. Full garments can be worked with, they might be 
new but unsold stock, or they might be second-hand. In 
terms of non-garment materials, unconventional materials 
intended for or used in other types of industrial production 
might also be sourced.

It is a simple matter to purchase second-hand garments 
from opportunity/charity/thrift shops. It is also possible to 
contact designers and manufacturers and enquire as to 

what they have available. Can they collect or keep aside 
garments? When do they clear waste? In this way a source 
of materials that is more unique or innovative to reuse can 
be discovered. (Figure 1)

Health and safety for both maker and wearer must be 
considered and researched in making garments from 
non-standard materials. Laundering or washing might be 
sufficient in some cases. However, mould in textiles cannot 
be removed and can cause respiratory problems. Some 
materials might not be suitable to be worn against the skin.

Figure 1: Bridal production remnants collected from a designer for use in a 
repurposing project.

Stage 2: Sorting
The next step of the stocktake is to sort what is on hand. 
First, brainstorm criteria that can be assigned to the sorting. 
Sorting is an iterative process done several times over. 
Time allocated to sorting materials is not wasted, but rather 
generative. Sort according to one criterion, then re-sort 
according to another. Here is where the elements of design 
come into play in forming the criteria through which to sort.
Size. Small, medium large remnant pieces or garments. Or 
arrange on a sliding scale, the smallest to the largest.

Shape
Colour
Material
Texture
Drape or handle (crisp, soft)

In the first instance it is acceptable to sort materials into 
piles (figure 2). But then sorting becomes a creative 
process. Materials should be laid out. They might be pinned 
to a wall (figures 3 and 4) or laid on the floor. They can be 
hung up. Arrangements and collages can be made with 
different groupings. Full garments can be sorted through 
slow unpicking. Revealing sections of garment at a time, 
stopping to document and notice what happens when a 
shoulder is unpicked. Then moving right down to unpick 
the entire garment, and sort it by its component pieces, 
linings, outers, sleeves, collars.
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Figure 2: Bridal silk remnants are sorted into piles based on their fabric type (satin, 
organza, georgette, etc).

Figure 3: Bridal silk remnants are arranged on the wall to ascertain their size and 
observe their shape. The observation that many were triangular in shape lead the 
design process.

Stage 3: Noticing

The final piece in the stocktake is to reflect through noticing 
and make visual and tactile observations. For example, how 
much material is on hand? This will influence in turn the 
scale and nature of what can be created.  What shapes and 
patterns are made by the materials? At a tactile level is the 
material bulky, light or sheer? How else can the fabric be 
described? Slippery, slubbed, smooth, crisp? What feelings 
or impressions are evoked through the gathered materials?
Sorting according to elements of design then leads to  
reflection on which principles of design might become 
the focus of the project. For example, noticing the slippery 
texture of the collected textiles leads to reflections on the 
role of draped movement in the design outcome. Noticing 
the triangular shapes of a collection of remnants leads to 

reflection on the ways in which those remnants can explore 
repetition or radiation, driving the form of a garment (figure 
4). Sorting a selection of sheer textiles leads to speculation 
as to how the overlaying of sheer shades can achieve a 
sense of harmony. Sorting and resorting a collection of 
t-shirts by colour facilitates a balanced colour selection.

At this point ideas are beginning to form as to how the 
materials are to be dealt with in the context of garment 
creation.  Lines that have revealed themselves might be the 
starting point for a stitch. Shapes might be fastened down 
onto one another. Rough edges might be tamed through 
trimming - or left unchanged. Sheer and light fabrics incline 
themselves towards delicate joining methods while heavier 
shapes call for a machined approach. Pieces might make 
patterns suggestive of fronts or backs of garments. Laying 
existing pattern pieces over the fabrics could be a way to 
determine the types of joins that might need to be made.
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Figure 4: Bridal silk remnants of a uniform size and shape are arranged in such a way 
to guide the form of the garment. Contrast is created using the face and back of the 
satin fabric.

Conclusions
The ideational stocktake created for IFFTI 2021 shows four 
examples of the process of collecting, sorting, and noticing. 
The elements and principles of design are incorporated 
into this process as a reflective mechanism to drive 
inspiration for repurposing. The work is intended to draw 
attention to the role of the creative and exploratory design 
development processes in fashion reuse methods. It has 
allowed me to apply methods I initially developed to use 
with one type of material to a variety of reuse materials. The 
creativity and play implied in this work are not intended to 
replace technical understandings of sustainable material 
usage grounded in life cycle or circular thinking models, 
rather it complements and sits alongside these pragmatic 
and technical approaches. The work and the suggested 
application of elements and principles of design to the field 
of textile repurposing is aimed at designers and design 
students to encourage playful and reflective engagement 
with materials leading to new visions of material usage.
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